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PRIEKÐVÂRDS

Daugavpils Universitâtes Mûzikas un mâkslu fakultâtes iniciçtâ ikgadçjâ
zinâtnisko rakstu krâjuma saturu ðoreiz veido 23 pçtîjumi, kuru autori pârstâv
daþâdu Latvijas, Lietuvas, Baltkrievijas, Krievijas un Polijas mûzikas augst-
skolu un pçtniecisko institûtu zinâtnieku saimi. Krâjums ietver piecas tema-
tiskâs sadaïas, un nu jau tradicionâli to atklâj pçtîjumi, kas iedziïinâs daþâdos
etnomuzikoloìijas aspektos.

Pilnîbâ piekrîtot Regînas Vaiðnorienes domai, ka valstij, kurâ netiek
attîstîtas tautas mûzikas tradîcijas, nav savas sejas1, lietuvieðu muzikologi
aktîvi turpina darboties ðajâ laukâ, pçtot pagâtnes mantojumu un apzinot
mûsdienas. Ðajâ krâjumâ tradicionâlajai mûzikai veltîto rakstu uzmanîbas
centrâ ir izvirzîta ansambïu muzicçðana. Romualda Apanavièa pçtîjums
pamato atziòu, ka tautas instrumentu ansambïu standartsastâva veidoðanâs
Lietuvâ bija saistîta ar ðo instrumentu modifikâcijâm un to sniegto spçles
iespçju paplaðinâðanos; tâdçjâdi jau 20. gadsimta 50. gadu vidû izkristalizçjâs
visai racionâli ansambïu sastâvi, kuri ir dzîvotspçjîgi lîdz pat mûsu dienâm.
Vida Palubinskiene kankïu ansambïu tradîcijâ saskata spçku, kas palîdz vairot
nacionâlâs identitâtes izjûtu. Interesanti uzzinât, ka 20. gadsimta pirmajâ
pusç kankle Lietuvâ bija populâra jaunieðu un intelektuâïu aprindâs un ka
toreiz kankli spçlçja visur – kâzâs, talkâs un baznîcâ. Un patîkami lasît, ka
kankïu ansambïu spçles tradîcija daudzos ciemos un pilsçtâs turpinâs arî
mûsdienu Lietuvâ.

Izveidot sadaïu Mûzikas dzîve laikmeta kontekstâ krâjuma sastâdîtâjus
vedinâja fakts, ka virknç rakstu spilgti izgaismojas vçstures diktçto apstâkïu
ietekme uz mûziíu likteòiem. Laimas Budzinauskienes rakstâ tas attiecas uz
poïu nacionâlâ romantisma pârstâvja Staòislava Moòuðko gandrîz divdesmit
gadus ilgo, Lietuvâ aizvadîto dzîves periodu. Ðajâ laikâ sacerçto reliìisko
skaòdarbu izvçrtçjums ïauj Moòuðko daiïradç saskatît daudzas lîdzîbas ar
citu 19. gadsimta vidusdaïâ Viïòâ darbojuðos komponistu sakrâlo mûziku.
Raksta autore viòu radîto stilu piedâvâ dçvçt par Viïòas pseidoklasicismu.
Savukârt Leonîds Meïòiks sniedz savveida paraugstundu, kâ caur viena cil-
vçka dzîvi iespçjams parâdît globâlas vçsturiskas pârmaiòas. Viòð stâsta par

1 Vaiðnorienë, Regina (2004). Tautinës muzikos integravimas á ðiuolaikiná jaunimo
ugdymà: aktualijos ir problematika. Tautinë muzika ir jaunimas. Proceedings of
scientific methodological conference. Vilnius: Lietuvos liaudies kultûros centras, 42–43
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Maksimilianu Ðteinbergu (1883–1946), kurð izdzîvojis “trîs dzîves” un “katrai
no tâm bija savs ritms, sava virzîba un loìika”. Tâ pirmâ aizvadîta ebreju
inteliìences garîgi augstas kultûras vidç Viïòâ, otrâ – studiju un patstâvîgo
gaitu sâkumposmâ – Nikolajam Rimskim-Korsakovam tuvo cilvçku (arî
mûsu Jâzepa Vîtola) sabiedrîbâ Sanktpçterburgas mûziíu aprindâs. Bet treðâ
pagâjusi Petrogradâ/Ïeòingradâ, piedzîvojot vecâs Sanktpçterburgas bojâeju
un staïinisko represiju laiku.

Ar laikmeta diktçtiem noteikumiem pavisam tieði ir saistîti arî citu ðîs
sadaïas rakstu galvenie personâþi – atskaòotâjmâkslinieki. Lîgas Pçtersones
pçtîjumâ iepazîstam Latvijas brîvvalsts perioda izcilâkâs personîbas kamermu-
zicçðanâ. Viòu darboðanâs klavieru trio þanrâ ïauj saskatît procesu, kura
gaitâ latvieðu publika mâcâs novçrtçt kamermûzikas þanru vispâr, iepazîst
ne vien klasiski romantisko repertuâru, bet arî daþu jaunlaiku kompozîciju.
Latvieðu kamermûzikai lîdzîga izaugsme, kâ to atklâj Egles Ðeduikîtes-
Korienes pçtîjums, 30. gadu otrajâ pusç vçrojama lietuvieðu çrìeïmâkslâ.
Tobrîd tâ jau ir tuva Rietumeiropas lîmenim – repertuâra, meistarîbas, na-
cionâlo un rietumniecisko strâvojumu lîdzsvarojuma ziòâ. Tam visam svîtru
pârvelk 1949. gada valdîbas lçmums, ar kuru çrìeïspçle uz vairâkiem gadu
desmitiem no Lietuvas mûzikas skolu un augstskolu programmâm tiek svîtrota.

Aptveroðu pârskatu par lietuvieðu klaviermâkslas attîstîbu sniedz divi
Ramunes Kriþauskienes raksti. Ðis þanrs tâ îsti savu ceïu uzsâcis 19. un 20.gad-
simta mijâ ar Mikolaja Konstantîna Èurïoòa un viòa laikabiedru kompo-
zîcijâm. Lîdzîgi latvieðu klaviermûzikai, tas atspoguïo romantisma estçtiku
un Eiropas kompozîcijas skolu iespaidu, iezîmç daþâda lîmeòa saikni ar
folkloru. Lîdzîgi bijuði arî trimdâ dzîvojoðo komponistu un pianistu likteòi –
mûziíi spçjuði sevi teicami apliecinât kâ atskaòotâjmâkslâ, tâ pedagoìiskajâ
darbâ. Diemþçl jâpiekrît arî autores paustajai dalîtajai attieksmei pret ðodienas
procesiem: no vienas puses, lepnums par mûziíiem, kuri nes Baltijas vârdu
pasaulç, no otras – satraukums, ka mûsu labâkie jaunie mâkslinieki savas
zinâðanas un talantu arvien bieþâk atdod citu valstu kultûrai.

Vienmçr interesants pçtniekiem ðíitis skaòdarbu vçrtçjums þanra prizmâ–
to apliecina raksti sadaïâ Mainîgais un pastâvîgais þanra specifikas izpausmçs.
Trîs no tiem veltîti koncertam – þanram, ko îpaði pievilcîgu vçrð tâ invariantâ
ietvertâ spçle, saspçle un komunikatîvâ bûtîba. Gaïinas Cmigas pçtîjums
piedâvâ ieskatu koncertþanra veidoðanâs sâkumcçlienâ. Îpaðu uzmanîbu viòa
veltî tolaik pastâvoðajiem þanra variantiem un to atðíirîbâm atskaòotâj-
sastâva un faktûras ziòâ; tâs izpauþas, piemçram, Vençcijas autoru Andrea
un Dþovanni Gabrieli daiïradç. Jeïenu Ïebedevu savukârt interesçjusi kon-
certa þanra kopaina latvieðu mûzikâ, kur intensîvâka attîstîba sâkusies 20.gad-
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simta 30. gados, bet îsti raþena kïuvusi gadsimta nogalç. Raksta autore ar
revizora precizitâti pârlûkojusi ðî þanra situâciju daþâdos rakursos un iezîmç-
jusi arî stila attîstîbas ìenerâllînijas plaðâ skatîjumâ. J. Ïebedevas minçto
ideju, ka koncertçðanu ðobrîd jau daþkârt uzskata par îpaðu muzikâlâs domâ-
ðanas metodi, citâ rakursâ turpina Andris Vecumnieks, kurð atklâj ðîs metodes
darbîbu Jura Karlsona klavierkoncertos. Literâri pievilcîgi un analîtiski dziïi
ievedot lasîtâju katra koncerta pasaulç, autors parâda, ka tajos tieðâm var
saskatît “vairâku literâro paradigmu spektru – traìçdiju, drâmu, komçdiju,
noveli”, kâ arî daþâdu laikmetu stilu mijiedarbi.

Divi nâkamie ðîs sadaïas raksti pavisam tieði bûs noderîgi arî mûzikas
skolu pedagogiem un audzçkòiem. Jo Zanes Saulîtes aplûkotâ Imanta Kalniòa
Pût, vçjiòi!  mûzika sen jau iekïâvusies atskaòotâju repertuârâ un pelnîjusi
iekïauðanu arî mûzikas literatûras kursâ. Piedâvâtais materiâls sniedz vispu-
sîgu priekðstatu gan par paðu kinofilmu, gan par mûzikas lomu tajâ, pierâdot
virsrakstâ minçto apgalvojumu: ðis darbs piesaka jaunu koncepciju latvieðu
filmmûzikas vçsturç. Katrâ ziòâ pçc raksta izlasîðanas rodas liela vçlçðanâs
vçlreiz noskatîties filmu nu jau ar daudz dzirdîgâkâm ausîm. Lîdzîga sajûta
pâròem arî pçc Çvalda Dauguïa raksta iepazîðanas, jo autora zinâtniski
pçtnieciskais skats te teicami korespondç ar pedagoìisko vajadzîbu izpratni.
Ar ðî materiâla kârtîgu apjçgðanu un apguvi, ðíiet, varçtu sâkties ne viena
vien akadçmiskâs tradîcijâs auguða mûziía izpratne par lîdzîgo un atðíirîgo
akadçmiskâs mûzikas un dþeza harmonijâ.

Sadaïâ Komponists un skaòdarbs iekïautos rakstus vieno laika nogrieznis–
20. gadsimta otrâ puse – un autoru vçlme rast atslçgu izraudzîto skaòdarbu
tçlainîbas un mûzikas valodas izpratnei. Zîmîgs ir kopas uzsâkums ar Jekaterinas
Okuòevas pçtîjumu par Pjçra Bulçza Struktûru  pirmo grâmatu. Ðis 20.gad-
simta 50. gadu darbs, kas ðodien tiek uzskatîts par “seriâlisma klasiku”,
savulaik skaòradim izvirzîja dilemmu: radît paradigmu vai mâkslu. Tieði to
parâda raksta autore, izsekojot Struktûru pirmâs grâmatas triju skaòdarbu
kompozîcijas tehnikas detaïâm: kâ komponists no pirmâ skaòdarba absolûtâ
automâtiskuma jeb pilnîgas pakïauðanâs matemâtiski radîtâm likumsakarî-
bâm pâriet uz ðo likumsakarîbu brîvâku, radoðâku traktçjumu cikla nâkamajâs
daïâs, arî jaunajâ tehnikâ atrodot vietu savas personiskâs gribas izpausmei.
Savukârt Irinas Koposovas atspoguïotâ komponista Leifa Sçgerstama daiïrade
virzîjusies it kâ pretçju ceïu: viòð savâs simfonijâs, kuru kopskaits jau pâr-
sniedz 250, pakâpeniski atteicies no personiskâs gribas. Ðis process vainagojies
ar totâli aleatorâm partitûrâm, kurâs oríestris spçlç bez diriìenta un noðu
teksta, vadoties tikai no îpaðâm autora norâdçm, turklât daþkârt jaunas
simfonijas tekstu var sastâdît no iepriekðçjo simfoniju fragmentiem.
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Vairâki ðîs sadaïas raksti mûzikas analîzi saista ar dzejas semantikas
skaidrojumiem. Oksana Aleksandrova veltîjusi plaðâku uzmanîbu Georgija
Sviridova mazajai kantâtei Snieg, atklâjot tajâ komponistam îpaði raksturîgo
vizuâli asociatîvâs domâðanas tipu, savukârt Irina Gornaja  iedziïinâjusies
somu komponistu vokâlajos kamerdarbos. Izzinot nakts semantikas izpaus-
mes dzejâ un mûzikâ daþâdu gadalaiku atspoguïojumâ, autore konstatç somu
mentalitâtei raksturîgo nakts tçla saikni ar domâm par nâvi, iznîcîbu, vientu-
lîbu (blakus minot, interesanti bûtu ðos rezultâtus salîdzinât ar lîdzîgiem
pçtîjumiem par nakts semantiku, teiksim, itâïu vai spâòu profesionâlajâ mûzikâ.
Ðíiet, kopaina bûtu radikâli atðíirîga). Toties Danutes Kalavinskaites rakstâ
par Kristînes Vasiïauskaites baznîcas mûziku dominç emocionâlâ spektra
pretçjâs krâsas. Pat cilvçka dzîves smagâkos brîþus skaòâs pauþot, Vasiïaus-
kaites mûziku apstaro ticîbas gaisma, esîbas prieks. Ïoti rosinoðs ir ðim rakstam
pievienotais skaòdarbu saraksts, kas nepârprotami piesaka jauna pçtîjuma
intrigu: visu ðo kompozîciju literârais pirmpamats ir 13. gadsimta mûka
Asîzes Franciska slavas dziesma Radîtâjam.

Sadaïu noslçdz Tatjanas Mdivani  apcere par Eiropas tradîcijas akadç-
miskâs mûzikas klasiskajiem parametriem un to atðíirîbâm no citu funkciju
mûzikas – tradicionâlâs, sadzîves un reliìiskâs. Bet galvenais – par ðo klasisko
parametru paplaðinâðanu 20. gadsimta pçdçjâs treðdaïas un 21. gadsimta
Baltkrievijas mûzikâ. Ðîs valsts komponistu daiïradç konstatçtâs iezîmes
pilnîbâ sasaucas ar agrâko robeþu paplaðinâðanas procesiem mûsdienu mâkslâ
kopumâ.

Un, visbeidzot, ðim zinâtnisko rakstu krâjumam jau tradicionâlâ sadaïa
Mûzikas pedagoìijas aktualitâtes. Tajâ lîdzâs Maceja Kolodzejska rakstam,
kurâ lietpratîgi analizçtas Gordona testu adaptâcijas iespçjas Polijas mûzikas
pedagoìijâ, tiek prezentçtas trîs praksç pârbaudîtas, mûzikas augstskolu
pedagogiem noderîgas idejas. Sadaïas pirmais raksts izklâsta jau 20. gadsimta
80. gados aprobçto un 21. gadsimta sâkumâ no jauna aktualizçto Lietuvas
pedagogu pârliecîbu, ka atskaòotâjspecialitâðu studentiem teorçtisko izglî-
toðanu labâk virknçt nevis no atseviðíâm teorçtiskâm disciplînâm (harmonija,
polifonija, analîze), bet veidot to kompleksi, apgûstamo materiâlu sniedzot
vçsturiski hronoloìiskâ secîbâ. Raksta autore Virgînija Apanavièiene ir viena
no kursa Mûzikas valoda atjaunotâs programmas autorçm un îstenotâjâm
Lietuvas mûzikas un teâtra akadçmijâ, tâdçï aizrautîgi spçjusi raksturot kursa
pedagoìisko mehânismu, parâdot ieguvumus, bet neslçpjot arî daþu zemûdens
akmeni. Gana daudz piekritçju ir arî mûzikas augstskolas kursam Mûzikas
satura teorija, kura iniciatore savulaik bija Valentîna Holopova. Ludmilas
Kazancevas raksts akcentç ðî kursa pamatideju: iemâcît atskaòotâjspecialitâðu
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Priekðvârds

studentiem palûkoties uz skaòdarbu viòiem vissvarîgâkajâ rakursâ, proti,
intuitîvi sajustajam saskatît teorçtisko pamatojumu un atrast iespçjamo
jçdzienisko skaidrojumu. Studentu atsaucîba ir liela, jo ðâda pieeja attîsta
kritisko domâðanu un ir îpaði noderîga situâcijâs, kurâs nedarbojas klasiski
romantiskajâ mûzikâ ierastâs likumsakarîbas, turklât docçtâjam paveras
iespçja izmantot mûsdienîgas pedagoìiskâs metodes. Vçl patieðâm prieks,
ka lîdz ar Tatjanas Ïitvinovas  rakstu ðî krâjuma lappusçs tiek aktualizçta
tembru dzirdes attîstîbas nozîme solfedþo kursâ, kâ arî piedâvâti daþi kon-
krçti, pakâpeniski ejami metodiskie ceïi, izkopjot ðo katram atskaòotâjam
tik vçrtîgo dzirdes veidu.

Ilma Grauzdiòa



.
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I. ANSAMBLIS TRADICIONÂLAJÂ MÛZIKÂ

Ïðîáëåìû ðåêî íñòðóêöèè è óïîòðåáëåíèÿ
ýòíè÷åñêèõ ìóçûêàëüíûõ èíñòðóìåíòîâ â Ëèòâå.

×àñòü II: ïðîöåññ óñòàíîâëåíèÿ
ñòàíäàðòîâ àíñàìáëåé

Ãàáèëèòèðîâàííûé äîêòîð ýòíîëîãèè  Ðîìóàëüäàñ Àïàíàâè÷þñ
Ïðîôåññîð Óíèâåðñèòåòà èìåíè  Âèòàóòàñà Âåëèêîãî (Êàóíàñ)

Ââåäåíèå

Âîïðîñ îá ó ñòàíîâëåíèè ñòàíäàðòîâ àíñàìáëåé ðåêîíñòðóèðî-
âàííûõ ëèòîâñêèõ ýòíè÷åñêèõ èíñòðóìåíòîâ íå òîëüêî íåäîñòàòî÷íî
èçó÷åí, íî è ïðàêòè÷åñêè äî ñèõ ïîð íå áûë ïîäíÿò íà ðàññìîòðåíèå.

Ïðàíàñ Ñòÿïóëèñ â 1955 ãîäó óêàçàë, ÷òî èçâåñòíûé ïðîïàãàíäèñò
ñòðóííîãî èíñòðóìåíòà êàíêëåñ Ïðàíàñ Ïó ñêóíèãèñ (Pranas Puskunigis)
â òðèäöàòûå ãîäû XX âåêà â ñâîèõ ðóêîïèñíûõ è èçäàííûõ ïîñîáèÿõ,
êðîìå ïðèìåðîâ ñîëüíîé èãðû, âêëþ÷èë òàêæå è íåñëîæíûå ñî÷èíåíèÿ
äëÿ àíñàìáëÿ (òð¸õ èëè ÷åòûð¸õ ïàðòèé) ýòèõ ïðàêòè÷åñêè åù¸ íåóñî-
âåðøåíñòâîâàííûõ èíñòðóìåíòîâ, à òàêæå äàë íîòíûå ïðèìåðû äâóõ òàêèõ
ñî÷èíåíèé ( Stepulis 1955: 24–25). Ïîäîáíûå ñâåäåíèÿ âñòðå÷àåì ó Âèòà ó-
òàñà Àëÿíñêàñà (Alenskas 2003), êîòîðûé îäíàêî íîòíûõ ïðèìåðîâ èç
ðåïåðòóàðà àíñàìáëÿ Ïó ñêóíèãèñà íå ïðåäîñòàâèë.

Ìàðèÿ Áàëòðåíåíå â  1980 ãîäó âïåðâûå îñâåòèëà èñòîðèþ  óñîâåð-
øåíñòâîâàíèÿ  è ïðèìåíåíèÿ âñåõ ìîäèôèöèðîâàííûõ êîíöåðòíûõ
îáðàçöîâ ëèòîâñêèõ ýòíè÷åñêèõ èíñòðóìåíòîâ, íàçâàëà ñîñòàâû èõ àí-
ñàìáëåé, îäíàêî âîïðîñà ó ñòàíîâëåíèÿ ñòàíäàðòîâ äàííûõ àíñàìáëåé
íå ïîäíèìàëà. Îíà ëèøü óêàçàëà, ÷òî â ïðàêòèêå ìóçèöèðîâàíèÿ íà êàí-
êëåñ ñàìûì ïîïóëÿðíûì ÿâëÿåòñÿ àíñàìáëü, äëÿ êîòîðîãî ïèøóòñÿ ÷å-
òûðå ïàðòèè. Òàêèì îáðàçîì, ïàðòèòóðà ñîñòîèò èç ÷åòûð¸õ ñòðî÷åê
(Baltrënienë 1980: 51). Îòíîñèòåëüíî àíñàìáëåé äóõîâûõ ÿçû÷êîâûõ èí-
ñòðóìåíòîâ áèðáèíå Áàëòðåíåíå ïîä÷¸ðêèâàåò , ÷òî ñàìèì ðàííèì ñîñòà-
âîì ñëåäó åò ñ÷èòàòü äóýò; òðèî ýòèõ èíñòðóìåíòîâ îñîáîé ïîïóëÿðíîñòüþ
íå ïîëüçîâàëñÿ, à ñàìûé ïîïóëÿðíûé àíñàìáëü – êâèíòåò áèðáèíå ( Baltrë-
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nienë 1980: 27). Â àíñàìáëå ìîäèôèöèðîâàííûõ äóõîâûõ ñâèñòêîâûõ
ìíîãîñòâîëüíûõ èíñòðóìåíòîâ ñêóäó÷ÿé, ïî å¸ íàáëþäåíèþ, èãðàþò
øåñòü èñïîëíèòåëåé. Êàæäîìó èñïîëíèòåëþ ïèøåòñÿ îòäåëüíàÿ ïàðòèÿ.
Ïàðòèòóðà àíñàìáëÿ ñîñòîèò èç øåñòè ñòðî÷åê (Baltrënienë 1980: 10).

Àëüãèðäàñ Âèæèíòàñ, â 1975 ãîäó ðàññìîòðåâøèé ïðîöåññ ìîäèôè-
êàöèè ñêóäó÷ÿé, àêöåíòèðóåò ëèøü òî, ÷òî îðêåñòðîâàÿ ãðóïïà ñêóäó÷ÿé
ñîñòîèò èç øåñòè èñïîëíèòåëåé ( Vyþintas 1975: 21).

Àâòîð äàííîé ñòàòüè ( Apanavièius 1980) èçó÷èë ïðîöåññ óñîâåðøåí-
ñòâîâàíèÿ ýòíè÷åñêèõ èíñòðóìåíòîâ áèðáèíå, ïðîàíàëèçèðîâàë êîíñò-
ðóêòèâíûå è çâóêîâûå êà÷åñòâà èíñòðóìåíòîâ ýòîãî ñåìåéñòâà, íî âîï-
ðîñà î ñîçäàíèÿ àíñàìáëåé áèðáèíå îí òàêæå íå êàñàëñÿ.

Ö å ë ü  ñòàòüè – èññëåäîâàíèå îñíîâíûõ ïðèíöèïîâ ó ñòàíîâëåíèÿ
ñòàíäàðòîâ àíñàìáëåé ìîäèôèöèðîâàííûõ ëèòîâñêèõ ýòíè÷åñêèõ èí-
ñòðóìåíòîâ è ñîîòíîøåíèÿ ýòèõ ñòàíäàðòîâ ñ ñîñòàâàìè àíñàìáëåé òðà-
äèöèîííûõ ýòíè÷åñêèõ è àêàäåìè÷åñêèõ êëàññè÷åñêèõ, à òàêæå óñîâåð-
øåíñòâîâàííûõ ýòíè÷åñêèõ ìóçûêàëüíûõ èíñòðóìåíòîâ äðóãèõ íàðîäîâ 1.

Ä à í í û å  – îáðàçöû ó ñîâåðøåíñòâîâàííûõ ëèòîâñêèõ êîíöåðòíûõ
èíñòðóìåíòîâ, èõ îñíîâíûå õàðàêòåðèñòèêè, íîòû è ïàðòèòóðû ñî÷èíå-
íèé äëÿ àíñàìáëåé íàðîäíûõ èíñòðóìåíòîâ, ôàêòû èç îïóáëèêîâàííûõ
ðàáîò.

Ì å ò î ä û  èññëåäîâàíèÿ – àíàëèç, îáîáùåíèå, ñèíòåç.
Ðåçóëüòàòû – âûäâèãàåòñÿ ìûñëü, ÷òî ïðîöåññ óñòàíîâëåíèÿ ñòàí-

äàðòîâ àíñàìáëåé óñîâåðøåíñòâîâàííûõ ëèòîâñêèõ ýòíè÷åñêèõ èíñòðó-
ìåíòîâ ïðåæäå âñåãî ïðåäïîëàãàë ðàñøèðåíèå èõ èñïîëíèòåëüñêèõ âîç-
ìîæíîñòåé; îí áûë îñíîâàí íà ïðèíöèïàõ ëèòîâñêîãî ýòíè÷åñêîãî è
îáùååâðîïåéñêîãî àêàäåìè÷åñêîãî ìóçèöèðîâàíèÿ, à òàêæå áûë ïðîäèê-
òîâàí òðåáîâàíèÿìè òîãî âðåìåíè è â ñåðåäèíå XX âåêà ïðèâ ¸ë ê ñîçäà-
íèþ äîâîëüíî ðàöèîíàëüíûõ ñîñòàâîâ àíñàìáëåé ìîäèôèöèðîâàííûõ
èíñòðóìåíòîâ, êîòîðûå â ïðîôåññèîíàëüíîì è ñàìîäåÿòåëüíîì ìóçè-
öèðîâàíèè èñïîëüçóþòñÿ è â íàøè äíè.

Ê ë þ ÷ å â û å  ñ ë î â à :  àíñàìáëè, ñòàíäàðòû, ýòíè÷åñêèå è àêàäåìè-
÷åñêèå èíñòðóìåíòû, ìîäèôèêàöèÿ, ó ñîâåðøåíñòâîâàíèå.

1 Èññëåäîâàíèå ïðîâåäåíî â ðàìêàõ âûïîëíåíèÿ ïðîåêòà ñòðóêòóðíûõ ôîí-
äîâ Åâðîïåéñêîãî Ñîþçà, ïðîãðàììà 2007–2013 ãã . Ðàçâèòèå äåéñòâèé ÷åëîâå-
÷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
XXâ. – íà÷àëå XXI â., âûïîëíÿåòñÿ â 2011–2015 ãã. â Óíèâåðñèòåòå èìåíè Âèòàó-
òàñà Âåëèêîãî.
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Ð. Àïàíàâè÷þñ. Ïðîáëåìû ðåêîíñòðóêöèè è óïîòðåáëåíèÿ ýòíè÷åñêèõ..

Íàðîäíûå àíñàìáëè è èõ ì îäèôèêàöèè

Íà ïðàêòèêå ëèòîâñêîãî íàðîäíîãî ìóçèöèðîâàíèÿ àíñàìáëè ýòíè-
÷åñêèõ èíñòðóìåíòîâ ïðèìåíÿëèñü ëèøü íà îïðåäåë¸ííîé òåððèòîðèè
ñåâåðî-âîñòî÷íîé Ëèòâû. Çäåñü èçäàâíà áûëè èçâåñòíû àíñàìáëè îäíî-
ðîäíûõ äóõîâûõ èíñòðóìåíòîâ ñêóäó÷ÿé (ïÿòü-âîñåìü ìíîãîñòâîëüíûõ
ñâèñòêîâûõ çàêðûòûõ â îäíîì êîíöå äóäî÷åê; èãðàëè ÷åòûðå-øåñòü èñ-
ïîëíèòåëåé), ðàãàé (÷åòûðå-øåñòü äåðåâÿííûõ òðóá, íàïîìèíàþøèõ ðîãà
äèêèõ æèâîòíûõ; èãðàëè ÷åòûðå-øåñòü èñïîëíèòåëåé), äàóäèòå (äâå-òðè
äëèííûå äåðåâÿííûå òðóáû; èãðàëè äâà-òðè èñïîëíèòåëÿ). Ýòè àíñàìáëè
ïðèìåíÿëèñü ëèøü äëÿ èñïîëíåíèÿ ñâîéñòâåííîé ýòîìó êðàþ ìíîãîãî-
ëîñíîé ïîëèôîíè÷åñêîé ìóçûêè – èíñòðóìåíòàëüíûõ ïüåñ è âîêàëü-
íûõ ñóòàðòèíå (ïîëèôîíè÷åñêèõ ïåñåí, îñíîâàííûõ íà êîíòðàïóíêòíûõ
ñåêóíäîâûõ ñîçâó÷èÿõ). Íà îñòàëüíîé òåððèòîðèè Ëèòâû àíñàìáëè ýòíè-
÷åñêèõ èíñòðóìåíòîâ íå áûëè èçâåñòíû âïëîòü äî êîíöà XIX âåêà, êîãäà
íà þãî-çàïàäå Ëèòâû âîçíèêëè àíñàìáëè ñòðóííûõ èíñòðóìåíòîâ êàíê-
ëåñ. Ýòíè÷åñêèå èíñòðóìåíòû â îñíîâíîì èñïîëüçîâàëèñü äëÿ ñîëüíîé
èãðû, è òîëüêî èçðåäêà îíè âêëþ÷àëèñü â ñîñòàâ àíñàìáëåé òàíöåâàëü-
íîé ìóçûêè, ñîñòîÿùèõ èç åâðîïåéñêèõ èíñòðóìåíòîâ.

Ñ 1890 ãîäà íà þãî-çàïàäå Ëèòâû (Ñóâàëêèÿ) ïî èíèöèàòèâå ìåñò-
íûõ èñïîëíèòåëåé è ìàñòåðîâ êàíêëåñ, áðàòüåâ Áîíàâåíòóðàñ è Àìáðî-
çåþñ Êàëâàéòèñîâ (Bonaventûras, Ambroziejus Kalvaitis), à òàêæå, âîç-
ìîæíî, è ïî ïðèìåðó ïîïóëÿðíûõ â òî âðåìÿ àíñàìáëåé åâðîïåéñêèõ
èíñòðóìåíòîâ òàíöåâàëüíîé ìóçûêè, îðãàíèçîâàëèñü êðóæêè êàíêëèñ-
òîâ, ñîñòîÿùèå èç ÷åòûð ¸õ-øåñòè èñïîëíèòåëåé. Ñûí Á. Êàëâàéòèñà
Âàëåíòèíàñ, òàêæå èçâåñòíûé èñïîëíèòåëü è ìàñòåð êàíêëåñ, êðîìå
îñíîâíûõ íàðîäíûõ ìîäåëåé, óæå èçãîòàâëèâàë è óïîòðåáëÿë áàñîâûå
êàíêëåñ (Stepulis 2003: 26), òåì ñàìûì ðàñøèðÿÿ ôóíêöèè èíñòðóìåíòîâ
è çâóêîâóþ ïàëèòðó ñàìîãî àíñàìáëÿ.

Àíñàìáëü êàíêëåñ â äåðåâíå Ñêðÿóäæÿé Ìàðèÿìïîëüñêîãî ó åçäà áûë
ó÷ðåæä̧í Ïðàíàñîì Ïó ñêóíèãèñîì â 1906 ãîäó. Äàííûé êîëëåêòèâ â 2006
ãîäó îòìåòèë ñòîëåòíþþ ãîäîâùèíó ñâîåé äåÿòåëüíîñòè è ñåãîäíÿ ÿâëÿ-
åòñÿ ñòàðåéøèì õóäîæåñòâåííûì êîëëåêòèâîì Ëèòâû. Èíñòðóìåíòû
àíñàìáëÿ åù ¸  íå áûëè ðàñïðåäåëåíû íà îòäåëüíûå ïàðòèè. Ó ÷àñòíèêè
êîëëåêòèâà èãðàëè â óíèñîí, ñîïðîâîæäàÿ ñâî ¸  ïåíèå èëè èñïîëíÿÿ íå-
ñëîæíûå èíñòðóìåíòàëüíûå íàèãðûøè.

Ïðàíàñ Ñòÿïóëèñ åùå â 1955 ãîäó óêàçàë, ÷òî ðàñïðåäåëåíèå íà îò-
äåëüíûå ïàðòèè ïðàêòè÷åñêè åù¸ íåó ñîâåðøåíñòâîâàííûõ, ëèøü ìîäè-
ôèöèðîâàííûõ íà òèïû, êàíêëåñ Ïó ñêóíèãèñîì áûëî ïðîâåäåíî ëèøü
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ïîñëå òîãî, êàê îí â 1930 ãîäó â Êà óíàñå ñòàë ïðåïîäàâàòåëåì â Øêîëå
ìóçûêè êàíêëåñ, ó÷ðåæä¸ííîé Îáùåñòâîì êàíêëèñòîâ Ëèòâû (Stepulis
2003: 23). Ñòÿïóëèñ óòâåðæäàë, ÷òî Ïóñêóíèãèñ â òî âðåìÿ óæå ðàçäåëèë
àíñàìáëü êàíêëåñ íà òðè-÷åòûðå ïàðòèè – ñîïðàíî ( I) , àëüò (II) , òåíîð
(III) , áàñ (IV), à òàêæå ïèñàë ñî÷èíåíèå è äëÿ ÷åòûð¸õ ñîïðàíîâûõ êàí-
êëåñ (Stepulis 1955: 24–25). Âèòàóòàñ Àëÿíñêàñ (Alenskas 2003) ïîÿñíèë,
÷òî, êðîìå îñíîâíûõ – ñîïðàíîâûõ êàíêëåñ, â ðàñïîðÿæåíèè Ïó ñêóíè-
ãèñà â òî âðåìÿ óæå áûëè è êàíêëåñ ï èêê îë î , çâó÷àùèå íà îêòàâó âûøå,
îí èõ íàçûâàë ïèïëþêåñ (îò ëèò . pypti – «ïèùàòü» –  Ð. À.), à òàêæå àëüòî-
âûé è äàæå áàñîâûé èíñòðóìåíò . Ïîñëåäíèé èç-çà áîëüøèõ ðàçìåðîâ è
âåñà ïðèìåíÿëñÿ êðàéíå ðåäêî.

Äèàãðàììà 1.  Àíñàìáëü êàíêëåñ Ïó ñêóíèãèñà 1930–1932 ãã.

Àíñàìáëè êàíêëèñòîâ â ìåæâîåííîå âðåìÿ îðãàíèçîâàëèñü è â äðóãèõ
ðåãèîíàõ Ëèòâû. Èõ äåÿòåëüíîñòü êîîðäèíèðîâàëî Îáùåñòâî êàíêëèñ-
òîâ, êîòîðîå ðàñïðîñòðàíÿëî ðåïåðòóàð, íàïå÷àòàííûé öèôðîâûì ñïî-
ñîáîì. Àíñàìáëè èãðàëè è â óíèñîí, è â ðàñïðåäåëåíèè íà òðè-÷åòûðå
ïàðòèè, ÷òî ïðîïàãàíäèðîâàëîñü Ïó ñêèíèãèñîì è åãî  ñïîäâèæíèêàìè.

Îöåíèâàÿ ñîñòàâ ñàìîãî àíñàìáëÿ êàíêëåñ Ïó ñêóíèãèñà è íîòíûå
ïðèìåðû íåñëîæíûõ ñî÷èíåíèé äëÿ äàííîãî àíñàìáëÿ, íåòðóäíî çàìå-
òèòü, ÷òî ñîñòàâ êîëëåêòèâà â îñíîâíîì îðèåíòèðîâàëñÿ íà àêàäåìè÷åñ-
êèé ñòðóííûé êâàðòåò èëè íà ñòðóííóþ ãðóïïó ñèìôîíè÷åñêîãî îðêåñòðà.
Íåò äàæå íàì ¸êîâ íà òî, ÷òî Ïó ñêóíèãèñ ìîã áû áðàòü â êà÷åñòâå ïðèìåðà
òàê íàçûâàåìûé íåàïîëèòàíñêèé îðêåñòð, ñîñòîÿùèé èç ìàíäîëèí è ãèòàð,
èëè, íàïðèìåð, îïèñàííûé Ïàâëîì Ëóêüÿíîâûì (Ëóêüÿíîâ 2013) ñîñòàâ
êâàðòåòà ìîäèôèöèðîâàííûõ â ñàìîì íà÷àëå XX âåêà ðó ññêèõ çâîí÷à-
òûõ ãóñëåé, ðîäñòâåííûõ ëèòîâñêèì èíñòðóìåíòàì êàíêëåñ. Îäíàêî, â
îòëè÷èå îò êëàññè÷åñêîãî ñòðóííîãî êâàðòåòà, â àíñàìáëå Ïó ñêóíèãèñà
ïðèìåíÿëñÿ òåíîðîâûé èíñòðóìåíò , à ìåñòî âòîðîé ñêðèïêè çàíÿë àëü ò.
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Òàêèì îáðàçîì, ïåðâàÿ ïîïûòêà ó ñòàíîâëåíèÿ íåêîòîðîãî ñòàíäàðòà
àíñàìáëÿ åù¸ íåóñîâåðøåíñòâîâàííûõ, ëèøü ìîäèôèöèðîâàííûõ íà
îòäåëüíûå òèïû ýòíè÷åñêèõ èíñòðóìåíòîâ â 1930–1932 ãîäàõ, íå áûëà
îñíîâàíà  íà îáðàçöàõ òðàäèöèîííûõ ñîñòàâîâ íàðîäíûõ àíñàìáëåé îä-
íîðîäíûõ èëè ðàçíûõ èíñòðóìåíòîâ: ñêîðåå â êà÷åñòâå ïðèìåðà ïîñëó-
æèë ñîñòàâ àíñàìáëåé êëàññè÷åñêèõ ìóçûêàëüíûõ èíñòðóìåíòîâ è, â
ïåðâóþ î÷åðåäü, ñòðóííûõ. Äàííûé ïðèíöèï, êñòàòè, ñòàë îñíîâîïîëî-
ãàþùèì è â äàëüíåéøåì ïóòè ñòàíäàðòèçàöèè àíñàìáëåé ó ñîâåðøåí-
ñòâîâàííûõ êàíêëåñ.

Àíñàìáëè îäíîðîäíûõ äóõîâûõ ýòíè÷åñêèõ èíñòðóìåíòîâ, êàê óæå
îòìå÷åíî, èçäàâíà ñóùåñòâîâàëè ëèøü â ñåâåðî-âîñòî÷íîé Ëèòâå, â ðå-
ãèîíå, ãäå áûëà ðàñïðîñòðàíåíà ïîëèôîíè÷åñêàÿ íàðîäíàÿ ìóçûêà. Àí-
ñàìáëü ñêóäó÷ÿé ñîñòîÿë èç ÷åòûð¸õ-øåñòè èñïîëíèòåëåé, êàæäûé èç
êîòîðûõ èìåë â ðóêàõ â îñíîâíîì ïî îäíîé äóäî÷êå, çà èñêëþ÷åíèåì
èñïîëíÿþùåãî ñàìóþ íèæíþþ ïàðòèþ – îí èãðàë òàêæå è íà ñàìîé âû-
ñîêîé äóäî÷êå êîìïëåêòà. Ïàðòèè ñîñòîÿëè íå èç ìåëîäè÷åñêèõ, à èç ìî-
íîòîííî ïîâòîðÿåìûõ ðèòìè÷åñêèõ ôîðìóë, êîòîðûå â íàðîäíîé ïðàê-
òèêå âûðàæàëèñü â âèäå ïðîèçíîøåíèÿ îòäåëüíûõ ñëîãîâ, íàïðèìåð, « òè
òè òèé, òè òþò», ÷òî â íîòíûõ ðàñøèôðîâêàõ, îïóáëèêîâàííûõ åù¸ â
íà÷àëå XIX  âåêà (Sabaliauskas 1916), îáû÷íî îçíà÷àëî äâå âîñüìûå, ïî-
òîì ÷åòâåðòíóþ íîòó è îïÿòü äâå âîñüìûå ñ ïîñëåäóþùåé ÷åòâåðòíîé
ïà óçîé. Ñîâîêóïíîñòü ðàçëè÷àþùèõñÿ ìåæäó ñîáîé ðèòìè÷åñêèõ ôîð-
ìóë, èñïîëíÿåìûõ îäíîâðåìåííî âñåìè ó÷àñòíèêàìè àíñàìáëÿ, äàëà
âíóøèòåëüíûé ðåçóëüòàò – ñëîæíóþ ïîëèôîíè÷åñêóþ è ïîëèòîíàëüíóþ
ìóçûêàëüíóþ òêàíü, êîòîðàÿ îáðàçîâàëàñü áëàãîäàðÿ ïðèìåíåíèþ ïðî-
ñòûõ ñðåäñòâ, à èìåííî, èñïîëíåíèþ âûøåóïîìÿíóòûõ  ôîðìóë.

Ðàöèîíàëüíîñòü ñàìîãî ñîñòàâà àíñàìáëåé ñêóäó÷ÿé è îñîáåííî
ôóíêöèîíàëüíàÿ äèôôåðåíöèàöèÿ èõ ïàðòèé áûëà îòìå÷åíà è äðóãèìè
àâòîðàìè ( Lietuviø liaudies instrumentinë muzika 1959: 13–17; Vyþintas
1975: 13–14; Baltrënienë 1980: 6–8; Þarskienë 1993: 24–34; Ðimonytë-Þar-
skienë 2003: 55–58). Èìåííî ýòè êà÷åñòâà ëåãëè â îñíîâó ñîçäàíèÿ ìî-
äèôèöèðîâàííûõ àíñàìáëåé ñêóäó÷ÿé .

Àíñàìáëåâîå ìóçèöèðîâàíèå íà ñêóäó÷ÿé ñ 1925 ãîäà ïðîïàãàíäè-
ðîâàë ôèëîëîã è ôîëüêëîðèñò Ñòàñèñ Ïàëþëèñ (Stasys Paliulis), ñ 1930
ãîäà – òðîìáîíèñò è êîìïîçèòîð Éîíàñ Øâÿäàñ ( Jonas Ðvedas). Ïàëþ-
ëèñ, óðîæåíåö ñåâåðî-âîñòî÷íîé Ëèòâû, ðàáîòàâøèé ó÷èòåëåì â ðàçíûõ
óãîëêàõ ñòðàíû, ðàñïðîñòðàíÿë â îñíîâíîì òðàäèöèîííóþ ïîëèôîíè-
÷åñêóþ ìóçûêó ñêóäó÷ÿé, èñïîëüçóÿ ñàìûé ïîïóëÿðíûé ñîñòàâ àíñàìáëÿ,
âêëþ÷àþùèé øåñòü èñïîëíèòåëåé. Ðóêîâîäñòâó ÿñü îïûòîì ïðîïàãàí-
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äèñòîâ èãðû íà êàíêëåñ, îí òàêæå èñïîëüçîâàë öèôðîâóþ ñèñòåìó íîòà-
öèè, íà îñíîâå êîòîðîé ïåðåëîæèë ñàìûå ïîïóëÿðíûå ïîëèôîíè÷åñêèå
îáðàçöû èç ïå÷àòíûõ èçäàíèé Àäîëüôàñà Ñàáàëÿó ñêàñà (Sabaliauskas
1904, 1911, 1916), à òàêæå èç ðåïåðòóàðà, ñîáðàííîãî èì ñàìèì â ðîäíîì
êðàþ. Äëÿ àíñàìáëÿ ñêóäó÷ÿé Ïàëþëèñ ïåðåëîæèë òàêæå è íàðîäíûå
ïåñíè, è ñîçäàííûå èì ñàìèì íåñëîæíûå ïðîèçâåäåíèÿ â íàðîäíîì ñòèëå
(Vyþintas 1975: 14–15). Íîòàöèþ àâòîð èçëàãàë â øåñòè ëèíèÿõ, ïàðòèè
íàçâàë èìåíàìè, ïðèíÿòûìè â íàðîäíîì èñïîëíåíèè, à íàáîð äóäî÷åê

ïðèìåíÿë êàê òðàäèöèîí-
íûé, òàê è íåñêîëüêî ðàñ-
øèðåííûé.

Êàê â íàðîäíîì ìóçèöè-
ðîâàíèè, òàê è â àíñàìáëå
Ïàëþëèñà ó êàæäîãî èñïîë-
íèòåëÿ áûëî, êàê ïðàâèëî,
ïî îäíîé äóäî÷êå, çà èñêëþ-
÷åíèåì  èñïîëíèòåëåé ïÿòîé
è, èçðåäêà, ÷åòâ¸ðòîé ïàðòèè
(ó êàæäîãî ïî äâå äóäî÷êè),
÷òî, êñòàòè, áûëî õàðàêòåð-
íî è äëÿ íàðîäíîãî ìóçèöè-
ðîâàíèÿ .

Øâÿäàñ, ðîäîì èç ñå-
âåðî-çàïàäíîé Ëèòâû, ãäå
òðàäèöèîííûå ñêóäó÷ÿé íå
áûëè èçâåñòíû, â ñâîåé ðà-
áîòå ó÷èòåëÿ â øêîëàõ Êàó-
íàñà (âðåìåííîé ñòîëèöû
Ëèòâû) ïðîïàãàíäèðîâàë
íàðîäíóþ ìóçûêó åâðîïåé-
ñêîãî ñòèëÿ è ñîáñòâåííûå
íåñëîæíûå ïðîèçâåäåíèÿ.
Çà îñíîâó àíñàìáëÿ îí, êàê

è Ïàëþëèñ, áðàë òðàäèöèîííûé ñîñòàâ ñêóäó÷ÿé ñåâåðî-âîñòî÷íîé
Ëèòâû èç øåñòè èñïîëíèòåëåé.

Â èçäàííîì èì â 1936 ãîäó ïîñîáèè Øâÿäàñ òàêæå ïðèìåíèë öèô-
ðîâóþ íîòàöèþ, íî ïîçæå îí íà÷àë ïèñàòü íîòû äëÿ àíñàìáëÿ ñêóäó÷ÿé
â îáû÷íûõ øåñòè íîòíûõ ëèíèÿõ. Äëÿ àíñàìáëÿ èç øåñòè èñïîëíèòåëåé
Øâÿäàñ óñòàíîâèë òðè êîìïëåêòà äóäî÷åê, êîòîðûå ïðàêòè÷åñêè èçãî-

Äèàãðàììà 2.  Àíñàìáëü ñêóäó÷ÿé
Ïàëþëèñà 1925–1930 ãã.

Äèàãðàììà 3.  Àíñàìáëü ñêóäó÷ÿé
Øâÿäàñà 1934–1936 ãã.
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òàâëèâàëèñü, êàê è òðàäèöèîííûå íàðîäíûå, áåç âñÿêîãî ó ñîâåðøåíñòâî-
âàíèÿ. Ìàëûé ïîõîäíûé êîìïëåêò ñîñòîÿë èç 14, ðàñøèðåííûé ïîõîä-
íûé – èç 19, à õîðîâîé êîìïëåêò – èç 30 äóäî÷åê. Êàæäûé ÷ëåí àíñàì-
áëÿ, â îòëè÷èè îò íàðîäíûõ èñïîëíèòåëåé, èìåë â ðóêàõ óæå ïî äâå è òðè
äóäî÷êè.

Îöåíèâàÿ ìîäèôèêàöèè òðàäèöèîííîãî àíñàìáëÿ ñêóäó÷ÿé, êîòî-
ðûå áûëè ïðîâåäåíû â òðèäöàòûõ ãîäàõ XX âåêà, íåòðóäíî çàìåòèòü, ÷òî
ñîñòàâ àíñàìáëÿ, óñòàíîâëåííûé Ïàëþëèñîì, ïðàêòè÷åñêè ñîäåðæàë âñå
îñíîâíûå ÷åðòû íàðîäíîãî ñîñòàâà, ñîõðàíÿÿ âìåñòå ñ ýòèì è òðàäè-
öèîííûé ðåïåðòóàð. Àíñàìáëü Øâÿäàñà, õîòÿ òàêæå áûë îñíîâàí ïî
îáðàçöó òðàäèöèîííîãî ñîñòàâà àíñàìáëÿ ñêóäó÷ÿé, îò ïîñëåäíåãî îò-
ëè÷àëñÿ òåì, ÷òî èñïîëüçîâàë áîëüøå äóäî÷åê è èñïîëíÿë íå òðàäèöè-
îííûé, à ñîçäàííûé ñïåöèàëüíî äëÿ òàêîãî êîëëåêòèâà íîâûé ðåïåð-
òóàð. Çíà÷èòåëüíî îòëè÷àëèñü è ôóíêöèè ñàìèõ èíñòðóìåíòàëüíûõ
ïàðòèé. Â ñîñòàâå Ïàëþëèñà îíè ñîõðàíèëè áûëóþ ñàìîñòîÿòåëüíîñòü,
ïðîäèêòîâàííóþ èñïîëíåíèåì ïîëèôîíè÷åñêîé ìóçûêè. Àíñàìáëü ñêó-
äó÷ÿé Øâÿäàñà âñå ïàðòèè ïîäêëþ÷àë ê èñïîëíåíèþ ìåëîäèè è å¸ ñî-
ïðîâîæäåíèþ ãàðìîíè÷åñêèìè ñîçâó÷èÿìè ãîìîôîííîé ìóçûêè, ïîýòî-
ìó áûëàÿ íàðîäíàÿ ñàìîñòîÿòåëüíîñòü ãîëîñîâ áûëà óòåðÿíà.

Î÷åâèäíî, ÷òî ñîñòàâ àíñàìáëÿ Øâÿäàñà è ôóíêöèè îòäåëüíûõ ïàðòèé
íå ñîîòâåòñòâîâàëè òàêæå è ïðèíöèïó ñîñòàâîâ àíñàìáëåé íàðîäíîé òàí-
öåâàëüíîé ìóçûêè, êîòîðûå, êàê è òðàäèöèîííûå àíñàìáëè êàíêëåñ,
èãðàëè â îñíîâíîì â óíèñîí, áåç îò÷¸òëèâîãî ðàñïðåäåëåíèÿ èíñòðóìåí-
òàëüíûõ ãîëîñîâ. Àíñàìáëü Øâÿäàñà, êàê áû ñòðàííî ýòî íè ïîêàçàëîñü,
áîëüøå âñåãî áûë îðèåíòèðîâàí íà ïðèíöèï èãðû íà èíñòðóìåíòàõ ñå-
ìåéñòâà ãàðìîíèê, ãäå ìóçûêàíò ñâîåé ïðàâîé ðóêîé îáû÷íî èñïîëíÿåò
ìåëîäèþ è äâóõ-òð¸õãîëîñíûå ñîçâó÷èÿ, à ëåâîé – áàñ è àêêîðäîâîå ñî-
ïðîâîæäåíèå. Èìåííî òðè âåðõíèå ïàðòèè àíñàìáëÿ ñêóäó÷ÿé Øâÿäàñà
ïðàêòè÷åñêè ñîîòâåòñòâóþò èãðå ãàðìîíèñòà ïðàâîé ðóêîé, â òî âðåìÿ
êàê òðè íèæíèå – ëåâîé.

Óñòàíîâëåíèå ñòàíäàðòîâ

Óñòàíîâëåíèå ñòàíäàðòîâ óñîâåðøåíñòâîâàííûõ ýòíè÷åñêèõ èíñò-
ðóìåíòîâ ïðåæäå âñåãî ñâÿçûâàåòñÿ ñ òåì, ÷òî Ñîâåò íàðîäíûõ êîìèc-
ñàðîâ 20 îêòÿáðÿ 1940 ãîäà ó÷ðåäèë Íàðîäíûé àíñàìáëü ïðè Ã îñóäàð-
ñòâåííîé ôèëàðìîíèè Ëèòîâñêîé ÑÑÐ . Àíñàìáëü ñîñòîÿë èç òð¸õ ãðóïï –
îðêåñòðà, õîðà è òàíöîðîâ. Âñåãî â êîëëåêòèâå áûëî 36 ó÷àñòíèêîâ. Åãî
õóäîæåñòâåííûì ðóêîâîäèòåëåì áûë íàçíà÷åí Éîíàñ Øâÿä añ, òàíöå-



20

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VI

âàëüíîé ãðóïïîé ðóêîâîäèëà Ìàðèÿ Áàðîíàéòå ( Marija Baronaitë), à ãðóï-
ïîé êàíêëåñ – Þñòèíàñ Ñòðèìàéòèñ ( Justinas Strimaitis) è Ïðàíàñ
Ñòÿïóëèñ. Ñ ñàìîãî íà÷àëà äåÿòåëüíîñòè àíñàìáëÿ âîçíèêëà îñòðàÿ íå-
îáõîäèìîñòü ñîçäàíèÿ îðêåñòðà íàðîäíûõ èíñòðóìåíòîâ, â êîòîðûé, ïî
çàìûñëó Øâÿäàñà, äîëæíû áûëè âõîäèòü òîëüêî ýòíè÷åñêèå èíñòðó-
ìåíòû. Âêëþ÷èòü â ñîñòàâ îðêåñòðà è øèðîêî â íàðîäíîé ïðàêòèêå ïðè-
ìåíÿâøèåñÿ åâðîïåéñêèå è êëàññè÷åñêèå èíñòðóìåíòû Øâÿäàñ îòêàçàëñÿ
íàîòðåç, ìîòèâèðó ÿ ýòî òåì, ÷òî äëÿ îðêåñòðà äîñòàòî÷íî è íàöèîíàëüíûõ
èíñòðóìåíòîâ, íóæíî ëèøü ó ñîâåðøåíñòâîâàòü èõ è íàéòè äëÿ íèõ èñïîë-
íèòåëåé (Ðvedas 1941). Îñíîâûâàÿñü íà òðàäèöèè íàðîäíîãî àíñàìáëå-
âîãî è àêàäåìè÷åñêîãî ìóçèöèðîâàíèÿ, Øâÿäàñ óæå â 1941 ãîäó ñîçäàë
îðêåñòð ëèòîâñêèõ íàðîäíûõ èíñòðóìåíòîâ, ñîñòàâ êîòîðîãî îïðåäåëèëñÿ
èñïîëíåíèåì åãî æå ðàïñîäèè Ýõî äîëèí (Kloniø aidai ). Ýòî ïåðâîå â èñ-
òîðèè îðèãèíàëüíîå ïðîèçâåäåíèå äëÿ îðêåñòðà ëèòîâñêèõ íàðîäíûõ
èíñòðóìåíòîâ .

Îðêåñòð ñîñòîÿë èç äâóõ îñíîâíûõ ãðóïï – ñòðóííûõ è äóõîâûõ.
Ñòðóííàÿ ãðóïïà ñîñòîÿëà èç êàíêëåñ, â äóõîâóþ âõîäèëè ñêóäó÷àé, ëàì-
çäÿëèñ (ñâèðåëü), òîøÿëå (òðîñòü), áèðáèíå, äàóäèòå (Baltrënienë,
Apanavièius 1991: 170). Êàíêëåñ, êàê îòìå÷àëîñü â ïðåäûäóùåé ñòàòüå
àâòîðà (Àïàíàâè÷þñ 2013), äî ýòîãî óæå áûëè óñîâåðøåíñòâîâàíû – óâå-
ëè÷åíî ÷èñëî èõ ñòðóí è, áëàãîäàðÿ íåñëîæíîìó ìåõàíèçìó , ïîÿâèëàñü
âîçìîæíîñòü èçìåíÿòü âûñîòó èçäàâàåìîãî çâóêà êàæäîé ñòðóíû íà ïî-
ëóòîí.

Ãðóïïà êàíêëåñ ïåðâîãî â èñòîðèè îðêåñòðà ëèòîâñêèõ íàðîäíûõ
èíñòðóìåíòîâ ñîñòîÿëà èç ÷åòûð¸õ ïàðòèé. Êàíêëåñ ñîïðàíî ìîäåëè 1933
ãîäà áûëè ðàçäåëåíû íà ïåðâûå è âòîðûå, à òàêæå ïðèìåíÿëèñü áàñîâûå
è êîíòðàáàñîâûå èíñòðóìåíòû.

Äèàãðàììà 4. Ñòàíäàðò àíñàìáëÿ êàíêëåñ 1941 ã.
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Ñîâåðøåííî î÷åâèäíî, ÷òî â îðêåñòðå 1941 ãîäà êâàðòåò êàíêëåñ áûë
îáðàçîâàí êàê íà îñíîâàíèè àíñàìáëÿ êàíêëåñ Ïó ñêóíèãèñà 1930–1932
ãîäîâ, òàê è ïî ïðèìåðó ñòðóííîãî êâàðòåòà è ãðóïïû ñòðóííûõ èíñòðó-
ìåíòîâ ñèìôîíè÷åñêîãî îðêåñòðà. Â îòëè÷èå îò ñîñòàâà Ïó ñêóíèãèñà, â
íîâîì ñòàíäàðòå îòñóòñòâîâàë àëüòîâûé èíñòðóìåíò: åãî ìåñòî, ïî àíà-
ëîãèè ñî âòîðîé ñêðèïêîé ñòðóííîãî êâàðòåòà, çàíÿëà âòîðàÿ ïàðòèÿ
ñîïðàíîâûõ êàíêëåñ, à âìåñòî òåíîðà áûë èñïîëüçîâàí áàñ. Ââåä¸ííûé
êîíòðàáàñ, áåç âñÿêîãî ñîìíåíèÿ, çàíÿë ôóíêöèþ ñòðóííîãî êîíòðàáàñà
ñèìôîíè÷åñêîãî îðêåñòðà èëè ñòðóííîãî êâèíòåòà.

Ãðóïïà ñêóäó÷ÿé â îðêåñòðå ñîñòîÿëà íå èç øåñòè, à èç ñåìè ïàðòèé,
îäíàêî èõ ðàñïðåäåëåíèå íè÷åì íå îòëè÷àëîñü îò àíñàìáëÿ Øâÿäàñà
1930–1932 ãîäîâ.

Àíñàìáëü áèðáèíå ñîñòîÿë èç øåñòè èíñòðóìåíòîâ, ïîëîâèíà èç
êîòîðûõ áûëè òðàíñïîíèðóþùèìè. Ã ðóïïó ýòèõ èíñòðóìåíòîâ ñîñòàâ-
ëÿëè äâå áèðáèíå in D, äâå in C, îäíà in G è áèðáèíå áàñ. Ïîñêîëüêó àí-
ñàìáëü áèðáèíå íèêàêèõ íàðîäíûõ òðàäèöèé, çà èñêëþ÷åíèåì ðåäêî
âñòðå÷àåìîé èãðû äóýòîì, íå èìåë, ãðóïïó ýòèõ èíñòðóìåíòîâ ïðèøëîñü
ñîçäàòü ïðàêòè÷åñêè çàíîâî. Îñíîâîé äëÿ èçãîòîâëåíèÿ íîâûõ èíñòðó-
ìåíòîâ ïîñëóæèë íàðîäíûé òèï Ñÿêìèíþ ðàãÿëèñ (ðîæîê Ò ðîéöû),
ðàñïðîñòðàí¸ ííûé â þæíîé Ëèòâå.

Äèàãðàììà 5.  Ãðóïïà áèðáèíå îðêåñòðà íàðîäíûõ èíñòðóìå íòîâ 1941 ã.

Ãðóïïà áèðáèíå îðêåñòðà íàðîäíûõ èíñòðóìåíòîâ 1941 ãîäà, áåç âñÿ-
êîãî ñîìíåíèÿ, áûëà îáðàçîâàíà ïî ïðèìåðó ãðóïïû äåðåâÿííûõ äóõî-
âûõ èíñòðóìåíòîâ ñèìôîíè÷åñêîãî îðêåñòðà. Íà ýòî óêàçûâàåò íå òîëüêî
òðàíñïîíèðóþùèå ìîäåëè äàííûõ èíñòðóìåíòîâ, íî è ñàì ïðèíöèï èõ
èñïîëüçîâàíèÿ â ðàïñîäèè Ýõî äîëèí  Øâÿäàñà. Î÷åâèäíî, ÷òî äâå áèð-
áèíå in D äîëæíû áûëè ñîîòâåòñòâîâàòü äâóì ãîáîÿì ñèìôîíè÷åñêîãî
îðêåñòðà, äâå in C – äâóì êëàðíåòàì, áèðáèíå in G – àíãëèéñêîìó ðîæêó ,
áèðáèíå áàñ – ôàãîòó èëè áàñ-êëàðíåòó (Baltrënienë, Apanavièius 1991:
170). Êñòàòè, ñîîòâåòñòâèå áûëî äîâîëüíî îùóòèìîå è ó ñïåøíîå, ïî-
ñêîëüêó òåìáð òðàíñïîíèðóþùèõ áèðáèíå in D íàïîìèíàë çâó÷àíèå ãîáîÿ,
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in C – êëàðíåòà, ãíóñàâîå çâó÷àíèå òàêæå òðàíñïîíèðóþùåé íà êâàðòó
íèæå áèðáèíå in G – òàêîé æå ãíóñàâûé òåìáð àíãëèéñêîãî ðîæêà, à çâóê
áèðáèíå áàñ – ôàãîòà èëè áàñ-êëàðíåòà. Åñëè èìåòü â âèäó, ÷òî çâó÷à-
íèþ ôëåéò ïðàêòè÷åñêè ïîëíîñòüþ ñîîòâåòñòâîâàëî çâó÷àíèå äâóõ ëàì-
çäÿëèñ, òî ïåðåíåñåíèå ïðèíöèïà îáðàçîâàíèÿ ãðóïïû äåðåâÿííûõ äóõî-
âûõ èíñòðóìåíòîâ ñèìôîíè÷åñêîãî îðêåñòðà íà íîâîñîçäàííóþ ïîäîá-
íóþ ãðóïïó ëèòîâñêîãî íàðîäíîãî îðêåñòðà â 1941 ãîäó ñòàíåò áîëåå ÷åì
î÷åâèäíûì.

Ñòàíäàðò êâàðòåòà êàíêëåñ, óñòàíîâëåííûé åù ¸  â 1941 ãîäó, áåç ìà-
ëåéøèõ èçìåíåíèé ñóùåñòâó åò è â íàøè äíè, ïîìåíÿëèñü ëèøü ìîäåëè
â äàëüíåéøåì ó ñîâåðøåíñòâîâàííûõ èíñòðóìåíòîâ. Ñîñòàâ êâàðòåòà
ìîæíî îöåíèâàòü êàê äîâîëüíî ðàöèîíàëüíûé: ñîçäàíû âñå ó ñëîâèÿ äëÿ
îïòèìàëüíîãî èñïîëüçîâàíèÿ äèàïàçîíîâ çâó÷àíèÿ è ôóíêöèé âñåõ èí-
ñòðóìåíòîâ.

Îäíàêî êâàðòåò êàíêëåñ â êà÷åñòâå ñàìîñòîÿòåëüíîãî àíñàìáëÿ íà-
÷àë ôóíêöèîíèðîâàòü ëèøü â 1955 ãîäó , êîãäà áûëè ñîçäàíû òðè ïüåñû
Øâÿäàñà äëÿ ìàññîâîãî èñïîëíåíèÿ àíñàìáëåì êàíêëåñ íà Ïåñåííîì
ïðàçäíèêå Ëèòâû òîãî æå ãîäà. Äî ýòîãî áûëè èçâåñòíû ëèøü äâà íå-
ñëîæíûõ ïðîèçâåäåíèÿ Øâÿäàñà äëÿ àíñàìáëÿ êàíêëåñ – Ïåñåíêà è Ïåñíÿ
áåç ñëîâ, êîòîðûå íå áûëè ðàñïðîñòðàíåíû â øèðîêîì êðóãó èñïîëíèòå-
ëåé. Êàíêëèñòû ãîñóäàðñòâåííîãî àíñàìáëÿ èãðàëè òàíöû Ëèòâû è äðó-
ãèõ ðåñïóáëèê òîãäàøíåãî ÑÑÑÐ, à òàêæå àêêîìïàíåìåíòû ïåñíÿì è
îñòàëüíûå îðêåñòðîâûå ïàðòèè ëèøü â îáùåì îðêåñòðå íàðîäíûõ èí-
ñòðóìåíòîâ (Stepulis 2003: 59–60).

Ñëåäóåò îòìåòèòü, ÷òî íàðÿäó ñ êâàðòåòîì èñïîëüçîâàëñÿ è àíñàìáëü
êàíêëåñ, ñîñòîÿùèé èç òð¸õ ïàðòèé, áåç êîíòðàáàñà. Àíñàìáëü òàêîãî
òèïà òàêæå ìîæíî ñ÷èòàòü äîâîëüíî ðàöèîíàëüíûì, ïîñêîëüêó îòêàç
îò êîíòðàáàñà – ïðàêòè÷åñêè äóáëèðóþùåãî áàñîâûå êàíêëåñ èíñòðó-
ìåíòà – çàìåòíîãî óùåðáà çâó÷àíèþ íå ïðè÷èíÿåò . Òðèî êàíêëåñ êàê ìî-
äèôèêàöèþ êâàðòåòà ñëåäóåò ñ÷èòàòü åù¸ îäíèì ñòàíäàðòîì àíñàìáëÿ
êàíêëåñ, ïîñêîëüêó èìåííî ýòîò ñòàíäàðò ë ¸ã â îñíîâó äåÿòåëüíîñòè Òðèî
êàíêëåñ Õóäîæåñòâåííîãî ìóçåÿ Ëèòâû â 1971 ãîäó, à òàêæå Êâàðòåòà íà-
ðîäíûõ èíñòðóìåíòîâ (ñîñòàâ – òðèî êàíêëåñ è áèðáèíå) ïðè Ã îñóäàð-
ñòâåííîé ôèëàðìîíèè Ëèòâû â 1974 ãîäó .

×òî êàñàåòñÿ ñòàíäàðòà àíñàìáëÿ ñêóäó÷ÿé, òî îí ïðàêòè÷åñêè
îñòàëñÿ íåèçìåííûì ïî ñðàâíåíèþ ñ ïðåäâîåííûì àíñàìáëåì, ó ñòàíîâ-
ëåííûì åù ¸  Øâÿäàñîì. Àíñàìáëü è â íàøè äíè ñîñòîèò èç øåñòè ïàðòèé,
èñïîëüçóþòñÿ 14–30 äóäî÷åê.



23

Ð. Àïàíàâè÷þñ. Ïðîáëåìû ðåêîíñòðóêöèè è óïîòðåáëåíèÿ ýòíè÷åñêèõ..

Èíîå ïîëîæåíèå ñëîæèëîñü ñ ó ñòàíîâëåíèåì ñòàíäàðòà àíñàìáëÿ
áèðáèíå. Ïîñêîëüêó ñòðóííàÿ ãðóïïà êàíêëåñ îðêåñòðà ëèòîâñêèõ íà-
ðîäíûõ èíñòðóìåíòîâ, â îòëè÷èå îò ñòðóííîé ãðóïïû ñèìôîíè÷åñêîãî
îðêåñòðà, íå ìîãëà áûòü âåäóùåé èç-çà îãðàíè÷åííûõ âîçìîæíîñòåé
èçâëå÷åíèÿ ïðîäîæèòåëüíûõ çâóêîâ, âîçíèêëà îñòðàÿ íåîáõîäèìîñòü
óñèëèòü ôóíêöèþ êàíêëåñ äóõîâûìè èíñòðóìåíòàìè, â ÷àñòíîñòè, áèð-
áèíå. Â îòëè÷èå îò ñèìôîíè÷åñêîãî, â îðêåñòðå ëèòîâñêèõ íàðîäíûõ
èíñòðóìåíòîâ óæå ñ ñàìîãî íà÷àëà áûë çàëîæåí ïðèíöèï  âçàèìîäåéñòâèÿ
ãðóïï. Äàííûé ïðèíöèï ñ÷èòàåòñÿ îñíîâíûì è ñåãîäíÿ ( Baltrënienë,
Apanavièius 1991: 170–171). Îäíàêî áûëî î÷åâèäíî, ÷òî ãðóïïà äèàòî-
íè÷åñêèõ áèðáèíå îò òàêîãî ñòàíäàðòà, êàêîìó óæå â òî âðåìÿ ñîîòâåò-
ñòâîâàëà ãðóïïà êàíêëåñ, åù¸ äàëåêà. Ñ öåëüþ äîñòèæåíèÿ óðîâíÿ êàí-
êëåñ â 1950–1956 ãîäàõ áûëè èçãîòîâëåíû ïîëóõðîìàòè÷åñêèå ìîäåëè
áèðáèíå, íà êîòîðûõ ñ ïîìîùüþ àïïëèêàòóðíûõ êîìáèíàöèé (ñîïðàíî)
èëè áëàãîäàðÿ äîïîëíèòåëüíûì âíóòðåííèì ó ñòðîéñòâàì (òåíîð è êîí-
òðàáàñ) ìîæíî èçâëå÷ü ïîëíûé õðîìàòè÷åñêèé çâóêîðÿä, î ÷¸ì ïèñàëîñü
â ïðåäûäóùåé ñòàòüå (Àïàíàâè÷þñ 2013).

Òàê, â 1945 ãîäó äèàòîíè÷åñêèé áàñ åù ̧çàìåíèë òàêîé æå êîíòðà-
áàñ, íî ñ ïîÿâëåíèåì â 1950 ãîäó ïîëóõðîìàòè÷åñêîãî ñîïðàíî, à â 1953
ãîäó – òåíîðà è â 1956 ãîäó êîíòðàáàñà, ñåìåéñòâî áèðáèíå óæå âêëþ÷àëî
òðè îñíîâíûõ òèïà èíñòðóìåíòîâ, ñïîñîáíûõ íå òîëüêî ó ñèëèòü ôóíê-
öèþ êàíêëåñ, íî è çàíÿòü â îðêåñòðå ëèòîâñêèõ íàðîäíûõ èíñòðóìåíòîâ
âåäóùåå ïîëîæåíèå, ÷òî äî ýòîãî ãðóïïà êàíêëåñ âûïîëíèòü íå ìîãëà.

 Äèàãðàììà 6. Ñòàíäàðò àíñàìáëÿ áèðáèíå 1956 ã.

Íîâûå ìîäåëè áèðáèíå â îðêåñòðîâîé ãðóïïå áûëè ðàçäåëåíû íå íà
øåñòü, êàê ðàíüøå, à íà ïÿòè ïàðòèé, èç êîòîðûõ òðè áûëè ñîïðàíîâûìè,
îäíà òåíîðîâîé è îäíà êîíòðàáàñîâîé. Ã ðóïïà áèðáèíå áûëà îêîí÷àòåëü-
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íî îïðåäåëåíà è ó ñòàíîâèëàñü â 1956 ãîäó – îíà îñòàëàñü íåèçìåííîé äî
íàñòîÿùåãî âðåìåíè. Êâèíòåò áèðáèíå ñòàë øèðîêî èçâåñòåí è êàê ñî-
ñòàâ êàìåðíîãî àíñàìáëÿ, ïîýòîìó îðêåñòðîâóþ ãðóïïó 1956 ãîäà â ïîë-
íîé ìåðå ñëåäó åò ñ÷èòàòü ñòàíäàðòîì àíñàìáëÿ áèðáèíå.

Êàê ñòàíäàðò àíñàìáëÿ êàíêëåñ 1941 ãîäà, òàê è ñòàíäàðò êâèíòåòà
áèðáèíå 1956 ãîäà ÿâëÿåòñÿ äîâîëüíî ðàöèîíàëüíûì: ñîçäàíû áëàãîïðè-
ÿòíûå óñëîâèÿ äëÿ èñïîëüçîâàíèÿ ôóíêöèé âñåõ èíñòðóìåíòîâ àíñàìáëÿ.
Íåêîòîðûì íåäîñòàòêîì êâèíòåòà áèðáèíå ñëåäó åò ñ÷èòàòü ëèøü îòñóò-
ñòâèå àëüòîâîãî èíñòðóìåíòà, ðîëü êîòîðîãî òðåòüÿ ïàðòèÿ ñîïðàíî âñ ¸-
òàêè íå ñïîñîáíà ïîëíîöåííî âûïîëíèòü. Ïîýòîìó â 1968 ãîäó íà îñíîâå
êîíñòðóêöèè òåíîðà áûëà èçãîòîâëåíà àëü òîâàÿ áèðáèíå, îäíàêî îíà íå
ïðèæèëàñü è â ñîñòàâ êâèíòåòà áèðáèíå íå áûëà âêëþ÷åíà.

Òàêèì îáðàçîì, ïðîöåññ ó ñòàíîâëåíèÿ ñòàíäàðòîâ àíñàìáëåé ëèòîâ-
ñêèõ ýòíè÷åñêèõ èíñòðóìåíòîâ áûë äîâîëüíî ó ñïåøíûì – îí îïèðàëñÿ
êàê íà íàðîäíûå, òàê è íà àêàäåìè÷åñêèå òðàäèöèè è ïðèâ ¸ë ê ñîçäàíèþ
ðàöèîíàëüíûõ ñîñòàâîâ, êîòîðûå îïðàâäàëèñü íà ïðàêòèêå èñïîëíèòåëü-
ñòâà. Ñòàíäàðòû àíñàìáëåé óñîâåðøåíñòâîâàííûõ ýòíè÷åñêèõ èíñòðó-
ìåíòîâ áûëè ó ñòàíîâëåíû âìåñòå ñ ôîðìèðîâàíèåì îðêåñòðà ëèòîâñêèõ
íàðîäíûõ èíñòðóìåíòîâ. Ïðåæäå âñåãî ñòàíäàðòû ñëóæèëè äëÿ îïðåäå-
ëåíèÿ îðêåñòðîâûõ ãðóïï, íî â äàëüíåéøåì, âìåñòå ñ ðàçâèòèåì èñïîë-
íèòåëüñòâà è ñîçäàíèåì îñíîâàííîãî íà ëèòîâñêîé ôîëüêëîðíîé ìóçûêå
ðåïåðòóàðà, ñòàëè ïðèçíàííîé áàçîé äëÿ àíñàìáëåé êàìåðíîãî èíñòðó-
ìåíòàëüíîãî ìóçèöèðîâàíèÿ.

Èìåííî èñïîëíåíèå ñîçäàííîãî íà îñíîâå ôîëüêëîðíîé ìóçûêè
ñàìîáûòíîãî ðåïåðòóàðà, ïî ìíåíèþ îïðîñà ðåñïîíäåíòîâ, ïðîâåä¸í-
íîãî â 2011–2013 ãîäàõ, ñëåäóåò ñ÷èòàòü ñîñòàâíîé ÷àñòüþ îáùåãî äâè-
æåíèÿ ôîëüêëîðíîé ìóçûêè â Ëèòâå, ÿðêèìè ïðåäñòàâèòåëÿìè êîòîðîãî
ÿâëÿþòñÿ íå òîëüêî ôîëüêëîðíûå êîëëåêòèâû, íî è àíñàìáëè ó ñîâåð-
øåíñòâîâàííûõ ýòíè÷åñêèõ èíñòðóìåíòîâ. Ðåñïîíäåíòû – îðãàíèçàòîðû
è ó÷àñòíèêè ýòîãî äâèæåíèÿ èç âñåõ áîëüøèõ ãîðîäîâ – êàê îñíîâíîé
âêëàä äàííûõ àíñàìáëåé â äåëå ïðîïàãàíäû ýòíè÷åñêîé ìóçûêè óêàçàëè
íà èõ ïîñòîÿííîå ó÷àñòèå â ïðîãðàììàõ Ïåñåííèõ ïðàçäíèêîâ, íà ïîèñê
íîâûõ ôîðì ñî÷åòàíèÿ òðàäèöèé è íîâàòîðñòâà, à óòåíòè÷íîñòè è ñòè-
ëèçàöèè, à òàêæå íà ïðèâëå÷åíèå ìîëîä ¸æè ê îáíîâë ¸ ííîé ñ ïîìîùüþ
ñîâðåìåííûõ àâòîðñêèõ ñðåäñòâ ëèòîâñêîé ôîëüêëîðíîé ìóçûêå (VDU
EMGP, A 6, b 2, l 2; b 3, l 2; b 5, l 1–2; b 6, l 1–2; b 7, l 1–22).

2 VDU EMGP – Àðõèâ Êàôåäðû Ñòóäèé êóëüòóð è ýòíîëîãèè Óíèâåðñèòåòà
èìåíè Âèòà óòàñà Âåëèêîãî, ôîíä ïðîåêòà Äâèæåíèå ýòíè÷åñêîé ìóçûêè â Ëèòâå
â 70-õ ãîäàõ XX â. – íà÷àëå XXI â.; A – îïèñü, b – äåëî, l – ëèñò .
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Îïûò ñîñåäíèõ íàðîäîâ

Ïîäîáíûì ïóò¸ì – îò ðåêîíñòðóêöèè ýòíè÷åñêèõ èíñòðóìåíòîâ äî
ñîçäàíèÿ èõ ñåìåéñòâ è îðêåñòðîâûõ ãðóïï – ø ¸ë ïðîöåññ óñòàíîâëåíèÿ
ñòàíäàðòîâ àíñàìáëåé ðóññêèõ íàðîäíûõ èíñòðóìåíòîâ. Â èçäàííîé â
1887 ãîäó Øêîëå äëÿ áàëàëàéêè èçâåñòíûé äåÿòåëü, ñîçäàòåëü îðêåñòðà
ðåêîíñòðóèðîâàííûõ íàðîäíûõ èíñòðóìåíòîâ Âàñèëèé Àíäðååâ óêàçàë
ñòðîé íå òîëüêî îñíîâíîé ïðèìû, íî è âòîðîé – àêêîìïàíèðóþùåé áà-
ëàëàéêè. Â òîì æå ãîäó áûëè èçãîòîâëåíû è äðóãèå âèäû ýòîãî èíñòðó-
ìåíòà, «êîòîðûå è ñåãîäíÿ çàíèìàþò âàæíîå ìåñòî â îðêåñòðàõ íàðîä-
íûõ èíñòðóìåíòîâ: ïîñëå ñîçäàíèÿ ïðèìû è àëü òà ïîÿâèëàñü áàëàëàéêà
áàñ; íåñêîëüêî ïîçäíåå áûë ñîçäàí è êîíòðàáàñ» (Èìõàíèöêèé 1987: 57–
58). Òàêèì îáðàçîì, ñòàíäàðò àíñàìáëÿ áàëàëàåê, ñòàâøèé îñíîâîé ñî-
çäàííîãî Àíäðååâûì Âåëèêîðó ññêîãî îðêåñòðà (1896), óæå â 1887 ãîäó
áûë îïðåäåë ¸ í ïî ïðèìåðó ãðóïïû ñòðóííûõ èíñòðóìåíòîâ ñèìôîíè-
÷åñêîãî îðêåñòðà è, êàê è â ñëó÷àå ñ àíñàìáëåì ëèòîâñêèõ êàíêëåñ Ïóñ-
êóíèãèñà 1930–1932 ãîäîâ, ñîñòîÿë èç ÷åòûð̧ õ èíñòðóìåíòîâ åäèíîãî
ñåìåéñòâà. Îäíàêî îðêåñòðîâóþ ãðóïïó ðåêîíñòðóèðîâàííûõ äîìð –
òàêæå ñòðóííûõ èíñòðóìåíòîâ – Àíäðååâ â òîì æå ñàìîì 1896 ãîäó îáðà-
çîâàë ëèøü èç äâóõ ïàðòèé, ìàëîé è ñðåäíåé (àëüòîâîé) äîìðû. Ã ðóïïà
äîìð äî ÷åòûð ¸õ-ïÿòè ïàðòèé áûëà ðàñøèðåíà ëèøü â XX âåêå.

×òî êàñàåòñÿ ãóñëåé, òî îíè îòäåëüíîé ãðóïïû â àíäðååâñêîì îðêå-
ñòðå íå ñîñòàâèëè. Àíäðååâ ââ̧ë â îðêåñòð ëèøü òàê íàçûâàåìûå øëåìî-
âèäíûå ãóñëè, êîòîðûå íàâåðíÿêà â íàðîäå âîçíèêëè îò åâðîïåéñêîãî
ïñàëòåðèîíà, à çâîí÷àòûå ãó ñëè, ðîäñòâåííûå èíñòðóìåíòàì áàëòèéñ-
êèõ íàðîäîâ, îñòàëèñü âíå ïîëÿ çðåíèÿ ñîçäàòåëÿ Âåëèêîðó ññêîãî îðêå-
ñòðà. Êâàðòåò çâîí÷àòûõ ãóñëåé, êàê ñàìîñòîÿòåëüíûé èíñòðóìåíòàëü-
íûé àíñàìáëü, áûë ñîçäàí ëèøü â 1903 ãîäó èçâåñòíûì èññëåäîâàòåëåì
ðóññêèõ íàðîäíûõ èíñòðóìåíòîâ, ñïîäâèæíèêîì Àíäðååâà, ãó ñëÿðîì
Âåëèêîðóññêîãî îðêåñòðà Íèêîëàåì Ïðèâàëîâûì. Â ñîñòàâ äàííîãî êîë-
ëåêòèâà âõîäèëè äâå ïðèìû, àëüò è áàñ (Ëóêüÿíîâ 2013). Òàêèì îáðàçîì,
îðèåíòàöèÿ íà êâàðòåò àêàäåìè÷åñêèõ ñòðóííûõ ìóçûêàëüíûõ èíñòðó-
ìåíòîâ áûëà áîëåå ÷åì î÷åâèäíîé.

Ïóòü îðèåíòàöèè íà ñîñòàâû àêàäåìè÷åñêèõ ñòðóííûõ èíñòðóìåí-
òîâ íàáëþäàåòñÿ è â ïîäîáíîì ïðîöåññå ñòàíäàðòèçàöèè àíñàìáëåé ðå-
êîíñòðóèðîâàííûõ ýòíè÷åñêèõ èíñòðóìåíòîâ Áàëòèéñêèõ íàðîäîâ.

Ñåìåéñòâî óñîâåðøåíñòâîâàííûõ ëàòûøñêèõ êîêëå â 30–40-å ãîäû
XX âåêà âêëþ÷àëî ïèêêîëî, ñîïðàíî, àëü ò, òåíîð è áàñ. Äëÿ ðèæñêîãî
àíñàìáëÿ ýòèõ èíñòðóìåíòîâ ïðèáëèçèòåëüíî â 1930 ãîäó áûëè èçãî-
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òîâëåíû ñëåäóþùèå òèïû : ñîïðàíî, àëü ò, áàñ è êîíòðàáàñ (Marozienë
2008: 44). Òàêæå ïÿòü ìîäåëåé – ïèêêîëî, ñîïðàíî, àëü ò, òåíîð è êîíòðà-
áàñ – âêëþ÷àëî è â 1934 ãîäó óñîâåðøåíñòâîâàííîå ñåìåéñòâî êàðåëüñ-
êèõ êàíòåëå (Rahkonen 1989: 77–79); òðè ìîäåëè ó ñîâåðøåíñòâîâàííûõ
êàííåëü  – ñîïðàíî, òåíîð è áàñ – â 1947 ãîäó áûëè èçãîòîâëåíû è â
Ýñòîíèè (Âåðòêîâ, Áëàãîäàòîâ, ßçîâèöêàÿ 1975: 91).

Óñòàíîâëåíèå ñòàíäàðòîâ àíñàìáëåé äàííûõ èíñòðóìåíòîâ â Ëàò-
âèè è Êàðåëèè, êàê è â Ëèòâå, ñâÿçûâàëîñü â îñíîâíîì ñ äåÿòåëüíîñòüþ
ãîñóäàðñòâåííûõ àíñàìáëåé ïåñíè è òàíöà, ãäå îíè ñîñòàâëÿëè îðêåñ-
òðîâûå ãðóïïû. Â Ýñòîíèè ïîäîáíûé ñòàíäàðò íå ïðèæèëñÿ, òàê êàê,
âî-ïåðâûõ, êîëëåêòèâ ñîîòâåòñòâóþùåãî âèäà íå áûë ó÷ðåæä¸í, à âî-âòî-
ðûõ, â ïðîöåññ îáó÷åíèÿ êîíñåðâàòîðèè íå áûë âêëþ÷¸í ïðåäìåò èñ-
ïîëíèòåëüñòâà íà êîíöåðòíûõ êàííåëü.

Íåñêîëüêî èíûì ïóò¸ì ðàçâèâàëîñü ôèíñêîå àíñàìáëåâîå ìóçèöè-
ðîâàíèå.

Óæå íà Ïåðâîì Ïåñåííîì ïðàçäíèêå Ôèíëÿíäèè, ñîñòîÿâøèìñÿ â
íåáîëüøîì ãîðîäå Þâÿñêþëÿ â 1887 ãîäó , ó÷àñòâîâàë è òðèî êàíòåëèñ-
òîâ. Â í¸ì èãðàëè èçâåñòíàÿ èñïîëíèòåëüíèöà êàíòåëå íàðîäíîé ìîäè-
ôèêàöèè Êðååòà Õààïàñàëî (Kreeta Haapasalo) è å¸ ñïîäâèæíèöû – äî÷ü
Êðååòà Ñîôèÿ Ðÿéñÿíåí (Kreeta Sofia Räisänen) è Ñàííà Éîñòåðìàðê
(Sanna Östermark). Â Ìóçåå êàíòåëå â Þâÿñêþëÿ õðàíèòñÿ 25-ñòðóííûé
èíñòðóìåíò , íà êîòîðîì èãðàëà Õààïàñàëî è å¸ äî÷ü Ðÿéñÿíåí ( Dahlblom
2011: 48–49). Ñóäÿ ïî ôîòîãðàôèè, ñíÿòîé íà Ïåñåííîì ïðàçäíèêå, ãäå
çàïå÷àòë¸í ýòîò òðèî, âñå èñïîëíèòåëüíèöû èãðàëè íà îäèíàêîâûõ èí-
ñòðóìåíòàõ, íàâåðíÿêà – êàê è ëèòîâñêèå êàíêëèñòû òîãî âðåìåíè – â
óíèñîí. Ïîäîáíàÿ ìûñëü âîçíèêàåò è ïðè èçó÷åíèè ôîòîãðàôèè ñ Ïå-
ñåííîãî ïðàçäíèêà, ñîñòîÿâøåãîñÿ â 1900 ãîäó â Õåëüñèíêè. Â ãðóïïå
ó÷àñòíèêîâ äàííîãî ïðàçäíèêà èç Âîñòî÷íîé Êàðåëèè çàïå÷àòëåíû è
äâîå ìóæ÷èí êàíòåëèñòîâ, èãðàþùèå íà íåñêîëüêî äðóãèõ, íî òàêæå îäè-
íàêîâûõ èíñòðóìåíòàõ.

Êîíöåðòíûå ôèíñêèå êàíòåëå èçãîòîâëåíû óæå â 1920 è 1925 ãîäàõ,
êîãäà ê ïîïóëÿðíîìó òèïó íàðîäíîé ìîäèôèêàöèè áûë ïðèñïîñîáëåí
ìåõàíèçì àðôû ( Sopanenas 1994). Îäíàêî ýòè êàíòåëå ñòàëè ïî ñóùåñòâó
èíñòðóìåíòàìè ëèøü ñîëüíîãî èñïîëíåíèÿ,  ïîñêîëüêó îòäåëüíûå òèïû
òàê è íå áûëè ñîçäàíû. Ïî òîé ïðè÷èíå, ÷òî â ôèíñêîì àíñàìáëåâîì
ìóçèöèðîâàíèè èñïîëüçóþòñÿ ëèøü îäíîòèïíûå èíñòðóìåíòû, îíè íå
ðàçäåëåíû íà ðàçíîòèïîâûå ñåêöèè, êàê ýòî èìååò ìåñòî â àíñàìáëÿõ
îñòàëüíûõ áàëòèéñêèõ íàðîäîâ. Â ôèíñêèõ àíñàìáëÿõ îáû÷íî áûâàþò
äâå èëè òðè ïàðòèè, êîòîðûå èãðàþò îäíîâðåìåííî ( Rahkonen 1989: 159).



27

Ð. Àïàíàâè÷þñ. Ïðîáëåìû ðåêîíñòðóêöèè è óïîòðåáëåíèÿ ýòíè÷åñêèõ..

Òàêèì îáðàçîì, î÷åâèäíî, ÷òî ôèíñêîå àíñàìáëåâîå ìóçèöèðîâàíèå, â
îòëè÷èå îò äðóãèõ ñîñåäíèõ íàðîäîâ, íå ïîäâåðãëîñü ïðîöåññó ñòàíäàð-
òèçàöèè è äî íàøèõ äíåé ñîõðàíèëî íàðîäíûå òðàäèöèè èãðû â óíèñîí.

Ïîïûòêè ñîçäàíèÿ ïîëíîöåííûõ îðêåñòðîâûõ è àíñàìáëåâûõ ãðóïï
äóõîâûõ èíñòðóìåíòîâ, ÷òî ñðàâíèòåëüíî ó ñïåøíî áûëî ñäåëàíî â Ëèòâå,
â ïðàêòèêå ñîñåäíèõ íàðîäîâ, çà èñêëþ÷åíèåì ëèøü ðó ññêèõ ðîæå÷íè-
êîâ, óñïåõîì íå óâåí÷àëèñü. Ëàòûøñêèå ìàñòåðà, íàïðèìåð, øëè ïî ïóòè
ïðèñïîñîáëåíèÿ àêàäåìè÷åñêèõ êëàïàííûõ ìåõàíèçìîâ, ÷òî â äåéñòâè-
òåëüíîñòè áûëî òðóäíî ñîâìåñòèìî ñ ïðîäîëæåíèåì íàðîäíûõ òðàäè-
öèé â îòøîøåíèè âíåøíîñòè è ïðèíöèïà èçâëå÷åíèÿ çâóêà ó ñîâåðøåí-
ñòâîâàííûõ ãàíó ðàãñîâ – ýòíè÷åñêèõ äóõîâûõ ÿçû÷êîâûõ èíñòðóìåí-
òîâ. Ðóññêèå ðîæêè, êàê è ëèòîâñêèå áèðáèíå, áûëè ìîäèôèöèðîâàíû,
èñïîëüçó ÿ ëèøü âíóòðåííèå ñðåäñòâà: ïîëíûé çâóêîðÿä èçâëåêàåòñÿ ñ
ïîìîùüþ ïðèìåíåíèÿ ðàçíûõ àïïëèêàòóðíûõ êîìáèíàöèé. Ã ðóïïà ðî-
æå÷íèêîâ Ãîñóäàðñòâåííîãî ðó ññêîãî íàðîäíîãî õîðà èì. Ìèòðîôàíà
Ïÿòíèöêîãî, íàïðèìåð, ñ ñåðåäèíû XX âåêà ñîñòîèò èç ïÿòè ïàðòèé: äâóõ
ñîïðàíî, äâóõ àëü òîâ è òåíîðà (Øèðîêîâ 1990). Íàöèîíàëüíûé àêàäå-
ìè÷åñêèé îðêåñòð íàðîäíûõ èíñòðóìåíòîâ Ðîññèè èì. Íèêîëàÿ Îñèïî-
âà â íàñòîÿùåå âðåìÿ âêëþ÷àåò ÷åòûðå ïàðòèè ðîæêîâ. Â äðóãèõ èçâåñò-
íûõ êîëëåêòèâàõ ýòè èíñòðóìåíòû èñïîëüçóþòñÿ êðàéíå ðåäêî.

×òî êàñàåòñÿ îðêåñòðîâûõ ãðóïï áåëîðóññêîãî îðêåñòðà íàðîäíûõ
èíñòðóìåíòîâ, òî îñíîâíîé ÿâëÿåòñÿ ãðóïïà öèìáàëîâ – îáùåíàðîäíîãî
è îáùåêóëüòóðíîãî èíñòðóìåíòà. Ïîñêîëüêó è îñòàëüíûå èíñòðóìåíòû
îðêåñòðà òàêæå åâðîïåéñêèå è ëèøü íåêîòîðûå èç íèõ ÿâëÿþòñÿ ýòíè÷åñ-
êèìè, âîïðîñû ó ñòàíîâëåíèÿ ñòàíäàðòîâ àíñàìáëåé áåëîðó ññêèõ íàðîä-
íûõ èíñòðóìåíòîâ â ïîëå çðåíèÿ íàñòîÿùåãî èññëåäîâàíèÿ íå ïîïàäàþò .
Òî æå ñàìîå ñëåäóåò ñêàçàòü è î ñîñòàâå îðêåñòðîâ âñåìèðíî èçâåñòíûõ
ïîëüñêèõ ãîñóäàðñòâåííûõ àíñàìáëåé ïåñíè è òàíöà Ìàçîâøå  è Øë ëíñê,
êîòîðûå îáúåäèíÿþò èñêëþ÷èòåëüíî àêàäåìè÷åñêèå è åâðîïåéñêèå èí-
ñòðóìåíòû.

Âûâîäû

Ïðîöåññ ó ñòàíîâëåíèÿ ñòàíäàðòîâ àíñàìáëåé ëèòîâñêèõ ýòíè÷åñ-
êèõ èíñòðóìåíòîâ áûë äîâîëüíî ó ñïåøíûì: îí îäíîâðåìåííî îñíîâû-
âàëñÿ êàê íà íàðîäíûõ, òàê è íà àêàäåìè÷åñêèõ òðàäèöèÿõ àíñàìáëåâîãî
ìóçèöèðîâàíèÿ è ïðèâ ¸ë ê ñîçäàíèþ ðàöèîíàëüíûõ ñîñòàâîâ, êîòîðûå
îïðàâäàëèñü íà ïðàêòèêå èñïîëíèòåëüñòâà.
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Ñòàíäàðòû àíñàìáëåé óñîâåðøåíñòâîâàííûõ ýòíè÷åñêèõ ìóçûêàëü-
íûõ èíñòðóìåíòîâ áûëè ó ñòàíîâëåíû âìåñòå ñ ôîðìèðîâàíèåì îðêåñòðà
ëèòîâñêèõ íàðîäíûõ èíñòðóìåíòîâ. Ïðåæäå âñåãî ñòàíäàðòû ñëóæèëè
äëÿ îïðåäåëåíèÿ îðêåñòðîâûõ ãðóïï, íî â äàëüíåéøåì, âìåñòå ñ ðàçâè-
òèåì èñïîëíèòåëüñòâà è ñîçäàíèåì îñíîâàííîãî íà ëèòîâñêîé ôîëüê-
ëîðíîé ìóçûêå ðåïåðòóàðà, ñòàëè ïðèçíàííîé áàçîé äëÿ àíñàìáëåé êà-
ìåðíîãî èíñòðóìåíòàëüíîãî ìóçèöèðîâàíèÿ.

Èìåííî èñïîëíåíèå ñîçäàííîãî íà îñíîâå ôîëüêëîðíîé ìóçûêè
ñàìîáûòíîãî ðåïåðòóàðà, ïî ìíåíèþ îïðîñà ðåñïîíäåíòîâ, ïðîâåä ¸ í-
íîãî â 2011–2013 ãîäàõ, ñëåäóåò ñ÷èòàòü ñîñòàâíîé ÷àñòüþ îáùåãî äâè-
æåíèÿ ôîëüêëîðíîé ìóçûêè â Ëèòâå.

Îöåíèâàÿ ïðîöåññû ó ñòàíîâëåíèÿ ñòàíäàðòîâ àíñàìáëåé ó ñîâåðøåí-
ñòâîâàííûõ ýòíè÷åñêèõ èíñòðóìåíòîâ ñîñåäíèõ íàðîäîâ â öåëîì, ìîæíî
çàìåòèòü: ñòàíäàðòèçàöèÿ, ïîäîáíàÿ ëèòîâñêîìó ïóòè, ïðîèçîøëà ëèøü
â òåõ ñòðàíàõ, ãäå ñâîþ äåÿòåëüíîñòü ðàçâèâàëè íàðîäíûå îðêåñòðû èëè
àíñàìáëè ïåñíè è òàíöà. Ò àì, ãäå òàêèå êîëëåêòèâû, êàê, â ÷àñòíîñòè, â
Ôèíëÿíäèè è Ýñòîíèè, íå áûëè ó÷ðåæäåíû, ïîïûòêè ñîçäàòü ñòàíäàðòû
àíñàìáëåé ðåêîíñòðóèðîâàííûõ ýòíè÷åñêèõ èíñòðóìåíòîâ ó ñïåõîì íå
óâåí÷àëèñü, òàê êàê â ýòîì íå áûëî îñòðîé òâîð÷åñêîé íåîáõîäèìîñòè.

Problems of Reconstruction and Using Ethnic Musical Instruments
in Lithuania II: Estimation of the Standard of the Ensembles

Romualdas Apanavièius

Summary

Process of reconstruction of the ethnic musical instruments in Lithuania,
which began at the end of the 19th century and was continued in the 1900s–
1940s made a possibility to use new models of these instruments to play not
only solo, but as well to develop the traditions of folk instrumental per-
forming.

According to the new purpose, the ensembles of these instruments were
estimated using the model of the ensembles of European classical musical
instruments. Thus, ensemble of very popular stringed instrument kanklës in
the 1930s was oriented to the classical string quartet, and there were the
kanklës-prima, kanklës-seconda, kanklës-viola and kanklës-bass (Figure 1).
Later this quartet was modified: viola was changed to the bass, and bass – to
the double-bass (Figure 4).
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The ensemble of skuduèiai – multi-pipe whistles in the 1930s – consisted
of three sections using various number: from 14 to 30 pipes played by six
performers (Figures 2, 3).

The ensemble of birbynë (reed-pipes) for the first time as the group of
newly formed orchestra of Lithuanian folk instruments was found in 1941.
It was consisting of six instruments: two sopranos in D, two – in C, alto and
bass (Figure 5). In 1950–1956 the quintet of these modified instruments
included three sopranos, tenor and double-bass (Figure 6).

The orchestra of Lithuanian folk instruments in 1941 united all the
ensembles of modified ethnic musical instruments and was directly oriented
to the constitution of the classical symphony orchestra. The wind instruments
were two lumzdeliai, flutes, six birbynës, skuduèiai (six parts), four daudytës
(trumpets), string instruments (quartet of the kanklës) and the drums (kelmas
and skrabalai).

Orientation of the new formed folk instruments ensembles to the consti-
tution of the ensembles of the classical musical instruments was inspired by
the movement of revealing ethnic music and musical instruments and the
efforts of the leaders of this movement to integrate Lithuanian folk culture
into European cultural process.

The data of the interviews of 2011–2013 where the respondents were
leaders and participants of the movement of the ethnic music – shows that,
according to theirs opinion, the ensembles of the modified ethnic musical
instruments, which perform the repertoire based on Lithuanian folk music,
are the participants of the movement revealing ethnic music in Lithuania.

Comparative data of these processes in the neighbouring nations give
the chance for the conclusion that standards of the modified ethnic musical
instruments, like the ensembles in Lithuania, were estimated only in the
countries where the folk song or dance ensembles or the folk instrument
orchestras were found.
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Traditional Kanklës Ensembles in Lithuanian
Ethnic Culture (the Second Half of the 19th Century –

the Beginning of the 21st Century)
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of Educational Sciences, Faculty of Education

Introduction

The first facts about the so-called kanklës ensembles reached us from
Uþnemunë. The activities of Ambroziejus, Bonaventûras and Valentinas
Kalvaitis in Ðakiai district laid the foundation for the first kanklës players’
groups in Zanavykija, Suvalkija, later in Aukðtaitija and elsewhere. The
kanklës of Suvalkija region was chosen as the Lithuanian symbol in the
second half of the 19th century and in the first half of the 20th century. Kanklës
started to be modified and spread all over Lithuania. In particular, this type
of kanklës took root in Aukðtaitija in the first half of the 20 th century. They
were popular among young people and intellectuals. Kanklës used to be
played anywhere and on various occasions: weddings, funerals, in churches,
harvest festivals, song festivals and on other occasions. Kanklës were heard
not only in public places but also at home, where they were played for
pleasure. A certain revival of a traditional modified kanklës of Suvalkija
type in Aukðtaitija and of traditional kanklës of Þemaitija type in Þemaitija
has been observed over the last couple of decades.

While travelling through Lithuanian villages and small towns during
ethno-instrumental expeditions, one sees ‘monuments’ of soviet heritage:
culture centres built not so many years ago with broken windows and
neglected, whereas people working in the sphere of culture rally in small
wooden buildings. Then insensibly you remember thoughts by Jonas Jasaitis
about the possibility for young people to have a place, which may be referred
to as their native land (Jasaitis 2011: 7). However, not everybody is able to
do this. Due to various reasons, young people have been deprived of moti-
vation to live in Lithuania and to be in charge of its welfare. On the other
hand, the situation perhaps is not so bad…

The attitude towards a positive influence of ethnic and cultural values
on education of a young individual has existed in our society at all times,
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i.e., even under strict regulations of ethno-cultural studies introduced by
occupational structures. Protection of Lithuanian ethnic self-awareness,
continuity of folklore and “dissemination depend on ethnic culture education
in schools of general education to a big extent” (Kirdienë 2004: 83). Under
fast integration of Lithuania into the European Union, each citizen is obliged
to protect own ethnic and cultural identity, striving for nurturance of national
cultural, artistic and spiritual values and employing all the possible measures.
Ethnic music is unique; however, it has become a gradually deteriorating
value. European examples prove that “insufficient or delayed attention to
preservation of national music has resulted in forgotten national songs and
instrumental music in a big number of countries. A nation without continu-
ation of traditions and folk music is a nation without its face” (Vaiðnorienë
2004: 42).

While preparing this article, an attempt was made not to focus on bare
facts about the people, who used to establish groups or ensembles of kanklës
players, to teach their members to play this instrument and who simulta-
neously contributed or have been contributing to preservation of Lithuanian
ethnic culture and have prevented our society from extinction in the process
of globalisation. The majority of people and particularly young people in
rural areas, perceive playing kanklës as the basics of music education and
expression of their ethnic identity.

Having overviewed the most significant works of the first half of the
20th century on ensembles of kanklës players in Lithuania, it can be stated
that Lietuviø kanklës [Lithuanian Kanklës] by Zenonas Slaviûnas (Slavinskas
/Slaviûnas/ 1937) deserves this status. The study is an attempt to consistently
systemise and classify the material on kanklës, which was available at that
period. Other most valuable works were written by Romualdas Apanavièius
(1986, 1989; Baltrënienë, Apanavièius 1991) and by Marija Baltrënienë-
Gaðèiauskaitë (1997; Baltrënienë, Apanavièius 1991). Following Pranas
Stepulis (1955, 2003), the latter author emphasised the contribution of Am-
broziejus, Bonaventûras and Valentinas Kalvaitis to establishment of groups
of kanklës players in Uþnemunë in her publication Devyniastygës kanklës:
kankliavimo tradicijos ir dabartis  [Nine-String Kanklës: Traditions and
Present of Playing Kanklës] (Baltrënienë-Gaðèiauskaitë 1997). They are
thought to have given the beginning to the spread of kanklës ensembles in
Lithuania. This work was continued by Pranas Puskunigis in Skriaudþiai
and Kaunas, later by Petras Vinkðnelis, Ona and Stanislovas Rudis-Rudys
in Aukðtaitija. Contemporary propagators of kanklës ensembles in Lithuania
have been successfully working in this sphere.
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In the monograph Kanklës lietuviø etninëje kultûroje [The Kanklës in
Lithuanian Ethnic Culture] (Tarnauskaitë-Palubinskienë 2009), the author
of this article presents the results of the detailed research on the heritage
related to the instrument itself, kanklës players, playing kanklës and kanklës
music as a cultural whole in order to disclose the multiplex socio-cultural
spread and dynamics of the phenomenon as well as its role in Lithuanian
ethnic culture from the second half of the 19th century to the beginning of
the first half of the 20 th century. However, the activities of kanklës ensembles
were not separately analysed in that work.

The most extensive information on participation of kanklës ensembles
from Skriaudþiai region in various festivals is presented in the works by
Vytautas Alenskas (Alenskas 1993, 2005).

Information on the birth and activities of the modified Suvalkija-type
kanklës ensemble Pasagëlë [Lil’ Horseshoe] in Utena district, approximately
at the end of the 20th century, can be found in Asta Motuzienë’s short pub-
lications (Motuzienë 2001, 2008) and articles (Motuzienë 2002).

The works dedicated to history of kanklës and playing kanklës have
been numerous. The aforesaid works mainly focus on activities of kanklës
players in Suvalkija and Utena region, but only one article of the author
(Palubinskienë 2012) makes an attempt to carry out the regional overview
of kanklës ensembles. On the basis of the previously published works, the
data of the ethno-instrumental expeditions conducted from 1987 to 2012,
the data of the research carried out from 2010 to 2012, the information
submitted by leaders of ensembles and teachers, an attempt will be made to
overview traditions of using kanklës in ensembles, to define their development
and situation in contemporary Lithuania.

T h e  o b j e c t  o f  t h e  r e s e a r c h :  traditional kanklës ensembles in
Lithuanian ethnic culture.

The goa l  o f  the  research:  to define the place of traditional kanklës
ensembles and their importance.

T h e  o b j e c t i v e  o f  t h e  r e s e a r c h :  to overview the traditions of
playing the kanklës in Lithuania; to describe the development of traditional
kanklës ensembles and their situation in contemporary Lithuania.

M e t h o d s  o f  t h e  r e s e a r c h :  comparative, observation, analytical
methods.

K e y  w o r d s : kanklës, kanklës players, kanklës ensembles, festivals,
traditional, nationality.
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The instruments in traditional kanklës ensembles

The members of the ensembles used to play earlier and have been playing
the kanklës of Western Aukðtaitija and Þemaitija, Northwestern Aukðtaitija
and Suvalkija type as well as the modified instruments of Suvalkija type.

To enable readers to easier understand the variety of types of instruments,
short descriptions of them are presented.

Kanklës of Western Aukðtaitija and Þemaitija are attributed to the
second type. It is characteristic of them to have the wide end cut very sharply,
a carved body, wooden turning holders with metal strings placed through
them. A resonance hole in a nicely-ornamented flower shape with six leaves
carved on the top is more characteristic of kanklës with a widened body.
The carving of the resonance hole of kanklës with a rectangular thin end is
usually oval. Their body is made higher and has a rougher appearance. The
traditional number of strings is from 9 to 12, but there may be instruments
with 8 to 14 strings. Kanklës is painted black, dark grey or brown, and the
top flat panel is usually a little bit brighter. The kanklës of the second type
are found in pre-historic Semigalian lands in Northwestern Aukðtaitija (districts
of Joniðkis, Pakruojis, Ðiauliai) and in territories of Veliuona in Western
Aukðtaitija, Zanavykai (districts of Jurbarkas, Ðakiai, Kaunas) and in Þemaitija.

The instruments of the third type are similar to kanklës of the second
type, only one end of it has a twisted (snail-shaped) form or a small circle.
Kanklës of Suvalkija type are actually modified instruments of Northwestern
Þemaitija. Their size, form of the body and the number of strings are almost
the same, only the narrow end extends more sharply and finishes in a round
circle. Similar to kanklës of Northwestern Þemaitija, the wide end of the
instrument of Suvalkija type finishes in a twisted piece, only it is much bigger.
The Suvalkija kanklës are glued. The typical number of strings is from 9 to
12 (and sometimes from 10 to 13) and strings are fixed to a metal bar fastened
onto the body by wooden supports in the narrow end. The strings in the
wide end are turned around wooden and later metal lighteners. The top of
the body of the instrument has one or several six-edged stars, which are
surrounded by cuttings of leaf shape. Some of the exhibits of the beginning
of the 20th century have two holes that remind of those in a violin. Kanklës
are sometimes abundantly but tastefully decorated.

The instruments of Suvalkija type differ from those of Northwestern
Þemaitija in colour as well. Though they sometimes are black (especially
the older instruments), the dark brown, chestnut or yellow colours prevail.
The top of the body is usually not painted and only covered by achromatic
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polish. The rounding of the narrow end of kanklës of Suvalkija type was
most probably conditioned by the music instruments of West European origin.
Western culture had a particularly strong impact on people in Suvalkija,
where it influenced not only their lifestyle but also the world concept (Apana-
vièius, etc. 1994: 49).

In Lithuania the kanklës of the third type are found in pre-historic Curo-
nian lands in Northwestern Þemaitija, in current districts of Kretinga, Telðiai
and Maþeikiai. Such kanklës could have been introduced to Suvalkija by
þemaièiai (Samogitians), who originated from Curonian territories during
colonisation of Uþnemunë carried out by the Grand Duchy of Lithuania in
the 15th–17th centuries (Apanavièius 1986: 18–19).

Kanklës of Western Aukðtaitija and Þemaitija type as well as those of
Suvalkija type were made and have been made by the old and contemporary
kanklës masters from Ðakiai (Ambraziejus, Bonaventûras and Valentinas
Kalvaitis), Zapyðkis (Simas, Motiejus and Jonas Staniulis), Skriaudþiai (Pranas
Puskunigis, Jurgis Alenskas, Juozas Baltrukonis, Antanas Banionis, Juozas
and Vladas Kuèinskas, Jonas Kulbuðauskas, Kajetonas Naudþius, Andrius
Navickas, Andrius Siaurusaitis, Edvardas Bielokopitovas), Plungë (Alfredas
and Vytautas Luèinskas), Kelmë (Mindaugas Dimðlys), Ðiauliai (Albertas
Martinaitis) , Klaipëda (Antanas Butkus), Gargþdai (Zigmas Liutikas), Vilnius
(Jonas Bugailiðkis, Egidijus Virbaðius) and other regions.

The facts confirm that strengthening of necessity for enhancement of
nationality and continuation of traditions (the second half of the 19 th century –
the first half of the 20 th century) resulted in choosing the kanklës from
Suvalkija as a symbol of Lithuanian identity. Their modification and spread
started and the instruments reached all the parts of Lithuania. People used
to play kanklës in groups and ensembles. Kanklës of this type played a par-
ticular role in Aukðtaitija in the first half of the 20 th century (in districts of
Panevëþys, Pasvalys, Radviliðkis, Pakruojas, Utena, Anykðèiai, Kupiðkis,
Rokiðkis). Since the instrument had a rich and sonorous timbre, broad range,
was variously and elaborately decorated and had a considerably bigger case
it was liked by the intelligentsia, various organisations of Young Lithuanians,
Catholic Pavasaris [Spring] and others.

The body of the modified kanklës of Suvalkija type is glued and most
frequently with flat bottom. The longest end has a big horn or small horn
and sometimes may even have the head of a dog or dragon, whereas the
rounding is found in the narrow end of the body of the instrument.

The most common number of single strings is from 13 to 32, whereas
that of double strings equals 17 to 24. The instruments are decorated mostly
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by oval resonance carvings of star shapes with four or six to seven petals, or
various ornamental drilled holes. Kanklës usually are painted black, some-
times brown, or yellow or even cerise.

In the first half of the 20 th century, when modified kanklës of Suvalkija
type spread in Lithuania, such instruments were produced by Stanislovas
Rudis-Rudys from Krekenava, Juozas Laðas from Svëdasai and Jonas Liuima
from Utena.

The instruments produced by Laðas and Luima are similar to those
made by Rudys, since the masters started making kanklës under the influence
of the latter.

In the first half of the 20 th century a big number of Lithuanian enlightened
people involved in revival of ethnic culture and its popularisation: Juozas
Balèikonis, Jonas Basanavièius, Kazys Bûga, Jonas Jablonskis, Tumas Vaiþ-
gantas, Þemaitë, Antanas Þmuidzinavièius, Mikalojus Konstantinas Èiur-
lionis, Petras Rimða, Antanas Jaroðevièius, Jonas Balys, Jadvyga Èiurlionytë,
Zenonas Slaviûnas, Kazys Banaitis and others.

Approximately in the middle of the 20 th century the role of folk traditions
and customs naturally weakened because some of their previous functions
were assumed by the state, public organisations and school. However, even
under such conditions, the customs did not lose “the role of moral developer”
particularly in the country (Kudirka 1991: 5). Ensembles of kanklës players
became not only a place for communication and gathering of people, a form
of youth leisure activities in Lithuanian villages and small towns but also a
school of ethnic and cultural identity.

Kanklës ensembles from Uþnemunë and their establishers

During public events (dances) on Saturdays in Uþnemunë (Zapyðkis),
where public playing was organised, there were ensembles of very interesting
composition: kanklës, scythe, kitchen frying pan and the bottom of pot or
tub. Simas, Jonas and Motiejus Staniulis used to play the fiddle (Buraèas
1942). Since the ensembles of that time mainly consisted of family members
or close relatives, the instruments, which determined the composition of the
ensembles, depended on the instruments possessed by musicians at that time.

At the end of the 19th century Ambraziejus, Bonaventûras and Valentinas
Kalvaitis from Ðakiai county also made and played kanklës of Western Auk-
ðtaitija and Þemaitija type. Ambraziejus Kalvaitis1 was not only a kanklës

1 Ambroziejus Kalvaitis (born in 1857; died in 1916, Katiliai village, Sintautai
rural district, Ðakiai county).
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player but also their master and improver. He closely collaborated with
Pranas Puskunigis2, the most famous kanklës player, reviver and populariser
at the end of the 19th century and the beginning of the 20th century. A. Kalvaitis
frequently consulted the master how to produce kanklës and make the
instrument sound good. It is thought that P. Puskunigis and A. Kalvaitis
made kanklës of similar forms to their followers. In 1912 A. Kalvaitis started
producing kanklës glued from separate elements with metal turning string
holders and made about 32 of such instruments to musicians in neighbour-
hood. Later this tradition was successfully continued by Valentinas Kalvaitis,
a nephew of A. Kalvaitis (son of Bonaventûras Kalvaitis).

Bonaventûras Kalvaitis3 together with his brother Ambraziejus organized
groups of young kanklës players in surrounding villages: Pentiðkës, Lepðiai,
Kampiniai, Ðlamai, Navatkiai, Vaitiekupiai, Griðkabûdis and others. They
consisted of four-six musicians. He also established the first such group in
his native Katiliai village in 1890.

Valentinas Kalvaitis4 was a gifted kanklës player, a master of these instru-
ments, an establisher of kanklës groups and a teacher, who surpassed his own
teachers, i.e., his father and uncle. In 1928 he moved to Skaisgiriai village and
rallied a group of 20 kanklës players. V. Kalvaitis produced about 200 very
nicely encrusted kanklës (including boss instruments) (Stepulis 1955: 27).

In 1904 Justinas Strimaitis5 saw kanklës possessed by Jurgis Jablonskis
(a brother of famous linguist Jonas Jablonskis) in Griðkabûdis surroundings
as well as the instruments made by master Bernotas (the father of Jablon-
skienë) in Rygiðkës village, at Krapkus’ and Pikèilingis’ in Tupikai village, as
well as at Katilius’ and Pranas Puskunigis’ in Katiliai village (Strimaitis 2007:
17). He remembered that there were a lot of kanklës in Zanavykai in the
period of 1904–1910 (Strimaitis 2007: 10). In the aforesaid surroundings of
Griðkabûdis, kanklës were very popular at that time and young people eagerly
attended kanklës ensembles.

2 Pranas Puskunigis-Vaitiekus (also known as Kriauèiukas, Dainius, and Kankli-
ninkas; born in 1860, Kaitiliai village, Sintautai rural district, Ðakiai county; died in
1946, Skriaudþiai small town, Marijampolë county).

3 Bonaventûras Kalvaitis (died in 1908, Katiliai village, Sintautai rural district,
Ðakiai county).

4 Valentinas Kalvaitis (also known as Medþiagonas /Material/; born in 1888;
died in 1950, Katiliai village, Sintautai rural district, Ðakiai county).

5 Justinas Strimaitis (born in 1895, Rygiðkiai village, Griðkabûdis rural cistrict,
Ðakiai county; died in 1960, Kaunas).
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The analysis of historic resources revealed that by the end of the 19th

century the male tradition of playing kanklës (most frequently solo) had
prevailed in villages. The activities of A., B., V. Kalvaitis were linked with
the beginning of the tradition of playing kanklës in groups in Zanavykija,
later in Kapsai of Suvalkija, Aukðtaitija and all over Lithuania in the first
half of the 20 th century.

Pranas Puskunigis (Katiliø Dainius , i.e. songster from Katiliai) is seen
as the greatest contributor to revival and popularisation of kanklës and
establishment of ensembles of kanklës players. He was born into a family of
a farmer. The real surname of Pranas’ father was Jokûbas Vaitiekus. Uncle
Simanas Katilius-Kalvaitis6, who lived in neighbourhood and was a kanklës
player and a good story teller, taught eight-year old Pranukas to play kanklës.
After this experience kanklës accompanied him all his life. Being concerned
with popularisation of kanklës and frequently sacrificing his personal life,
Pranas Puskunigis refused a rather lucrative position of an organist in Skriau-
dþiai and Plutiðkës twice. He used to teach others to play kanklës for little
money and frequently without any pay leaving all the hard work on the
farm to his family. In his memoirs about his father, Leonas Puskunigis7 (a
kanklës player as well) used to write: “Pranas Puskunigis managed to earn a
land slot of 3.36 hectares, a horse and a cart working as an organ player in
Skriaudþiai but had never broken ground with the plough”8.

After the press ban was lifted, Pranas Puskunigis actively involved in
revival of kanklës and its playing (he moved to Skriaudþiai in 1906), made
tens of eleven-twelve string kanklës to his followers and himself. While playing
in small groups of kanklës players, Puskunigis divided these instruments into
soprano, alto, tenor and bass kanklës. Bass kanklës were not frequently used.
He taught to play kanklës about 120 people and among this huge number of
his followers there were Puskunigis’ children: Vytautas, Leonas, Kunigunda
Puskunigis, and such people as Juozas and Antanas Degutis, Kazys Lekeckas,
J. Aliðauskas, V. Saugaitis, Juozas Genys, Juozas Jankauskas, Elzë Alenskaitë,
Kazys Olðauskas, Jurgis Alenskas, Kazys Banionis, K.Banionytë, A. Bagdo-
naitë, Jonas Ðeðkus, Justinas Strimaitis, Stanislovas Rudis-Rudys (who brought

6 Simanas Katilius-Kalvaitis (born ca. 1783; died in Katiliai village, Sintautai
rural district, Ðakiai county).

7 Leonas Puskunigis (born in 1890; died in 1994, Skriaudþiai small town, Mari-
jampolë county).

8 Puskunigis, Leonas (?). Atsiminimai apie Pranà Puskunigá. LTR-3081 (534).
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drawing of kanklës and the technique of playing kanklës to Krekenava,
Panevëþys district), Pranas Stepulis and many others.

Pranas Puskunigis did not confine himself only to teaching to play
kanklës and to establishment of kanklës groups and ensembles but was also
an active public figure. He set up the first group of kanklës players in Skriau-
dþiai in 1906, which has become a big ensemble over years (in 1984 his en-
semble was named Kanklës); in 1914–1916 Puskunigis was leader of ensemble
of kanklës players of employees in Kaunas Saliamonas Banaitis Publishing
House; in 1923–1928 he was head of the School of Disabled Kanklës Players
of Lithuanian Army in Kaunas; in 1925 Puskunigis joint the Lithuanian
Association of Kanklës Players; in 1925 he became head of the group of
school learners – kanklës players in Kaunas Ðanèiai Primary School No. 27
(Kipras Petrauskas used to perform with this group not once); when the
School of Kanklës Players was founded in 1930, he became a teacher of
playing kanklës in Suvalkija manner. Puskunigis and his kanklës ensembles
performed in a big number of places in Lithuania and not only: in Skriaudþiai,
Veiveriai, Sasnava, Viðakio Rûda, Pakuonis, Marijampolë, Kaunas, Telðiai,
Rambynas, Klaipëda, Palanga, Dotnuva, Ðiauliai, Alytus, Vilnius, Karaliau-
èius and others. Under the influence of kanklës players from Skriaudþiai,
kanklës ensembles were established all over the country.

When Pranas Puskunigis moved to work as an organist in Plutiðkes in
1920–1929, former students of Puskunigis took over leadership of this
ensemble such as Antanas Degutis and Jurgis Alenskas (in 1932). They all
retained the specific style of playing music of the ensemble.

The group of kanklës players established in Skriaudþiai by Puskunigis
in 1906, which has developed into an ensemble, has played the greatest and
the most essential role preserving kanklës of Suvalkija type as well as the
tradition of playing this instrument. The ensemble, which has been functioning
for 107 years already, may be heard during various public events. This is a
unique phenomenon in the history of Lithuanian culture.

Kanklës ensembles from Aukðtaitija and their establishers

Stanislovas Rudis-Rudys was the most considerable populariser of Suval-
kija kanklës, a founder of kanklës players’ groups in the town of Krekenava
(Paneveþys county) in Aukðtaitija9. He was a self-taught carpenter, furniture

9 Stanislovas Rudis-Rudys (born in 1880, Muèiûnai village, Krekenava rural dis-
trict, Panevëþys county; died in 1949, Krekenava small town, Panevëþys county).
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maker, builder, kanklës player and kanklës master. According to the infor-
mant Ona Slavinskaitë-Rudienë10, master Rudis-Rudys became interested
in kanklës approximately in 1920 after encouragement of panpipe player
Vytautas Kadþys11. The latter saw the twelve string kanklës of Suvalkija
type in home of kanklës player Puskunigis from Skriaudþiai (Prienai district),
learnt to play this instrument himself and recommended that Rudis-Rudys
(as a capertner and furniture maker) should go and see the instrument. The
master brought back the drawings, kanklës repertoire and playing techique
and later improved them. Initialy, 12 string instruments were produced.
Later, the master was encoraged by Justinas Strimaitis, a nurturer of kanklës
culture, to produce glued kanklës with 16,18 and 20 double strings. Together
with his wife Ona, Rudis-Rudys created interesting decorative ornaments
and monograms with the initials of clients, date of production and own
surname. Rudis-Rudys made about 2000 instruments.

Ona Rudienë also contributed considerably to organisation of groups
of kanklës players and popularisation of playing kanklës. In 1932 she got
interested in kanklës and started to learn playing this instrument taught by
Stanislovas Rudis-Rudys, who became her husband in 1934. Ona used to
play less in her youth but after the death of her husband in 1949, she began
to play more intensively. She knew about 100 various songs and melodies.
All her life was dedicated to the dissemination of the beauty of kanklës
music.

S. and O. Rudis-Rudys taught people from their immediate and other
surroundings to play kanklës. By 1930 they had already rallied a group of
20 kanklës players in Krekenava. It included inhabitants of Krekenava:
L. Varanauskas, J. Ivaðkevièius, O. Rudienë, V. Nebilevièienë, L. Èepurnaitë,
V. Debeikytë, L. Nebilevièiûtë, J. Nebilevièius, Z. Svirskytë, A. Povilaitytë,
V. Mataitytë, E. Raziûnaitë, S. Kruèaitë and others.

Musicians used to play kanklës and sing for their own pleasure, they
also used to give concerts in surrounding places such as Panevëþys, Radviliðkis
and Ukmergë rather frequently. The first followers of Rudis-Rudys gave a
public concert “as early as 1932. The concert was held in the church of Kre-
kenava. The inhabitants of Krekenava are said to have cried because they

10 Ona Slavinskaitë-Rudienë (born in 1910, Pavermenys manor, Ramygala rural
district, Panevëþys county; died in 1993, Krekenava small town, Panevëþys county);
vaster S. Rudis-Rudys’ wife.

11 Vytautas Kadþys (leader at the Young Lithuanians organisation; shot in 1941).
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liked it very much. Later they played publicly in various places in Lithuania,
to visit many towns and small towns of Lithuania participating in various
events and festivals”12. The musicians taught by O. and S. Rudis-Rudys (a
huge number of them) spread not only in surroundings of Krekenava but
also in other regions: Panevëþys, Rozalimas, Utena, Anykðèiai, Radviliðkis,
Ariogala, Gëluva, Telðiai and even in the United States of America. Their
tradition of ‘male’ playing of kanklës was continued by their son Kæstutis
Rudis13 and has been supported by grandsons Mindaugas, Þygimantas and
Vytenis.

In the spring of 2013, Danguolë Junevièiûtë14 , a distant relative of Ona
from Panevëþys, bought the homestead of Rudis-Rudys. She promised to
reconstruct the house and to memorialise the activities of Ona and Stanislovas
Rudis-Rudys and her son Mykolas promised to acquire kanklës and learn to
play this instrument (EIA15, 2012).

Another centre of modified kanklës of Suvalkija type and playing this
instrument was in Svëdasai in Anykðèiai district. The organist Petras Vink-
ðnelis16, who had lived in Svëdasai since 1909, formed a group of 12 kanklës
players in 1936. The master Juozas Laðas17 produced kanklës for this ensemble
and also played in it himself. The learners in Vinkðnelis group of kanklës
players included such people as Julija Starkuvienë18, Adelë Matulevièienë19,

12 Paþemeckienë, Irma (2009, parengë). Krekenavos kanklininkai. Atsiminimai
apie kankliø meistrà Stasá Rudá ir kanklininkæ Onà Rudienæ. http://www.balsas.lt/
naujiena/370694/krekenavos-kanklininkai/3 http://www.grazitumano.lt/wiki/
index.php/Krekenavos_kanklininkai (accessed April 6, 2013).

13 Kæstutis Rudis /Rudys/ (born in 1926, Krekenava small town, Panevëþys county;
lived in Panevëþys).

14 Danguolë Junevièiûtë (born in 1955, Krekenava small town, Panevëþys county;
lived in Panevëþys).

15 EIA – Archive of the Institute of Ethnic Music ( Etnomuzikos instituto
archyvas).

16 Petras Vinkðnelis (for 1909 lived in Svëdasai small town, Anykðèiai county;
died ca. 1976, Svëdasai small town, Anykðèiai county).

17 Juozas Laðas (born in 1912; died in 2005, Savièiûnai village, Svëdasai rural
district, Anykðèiai county).

18 Julija Baltuðkaitë-Starkuvienë (born in 1925, Juodoniai village, Kamajai rural
district, Rokiðkis county).

19 Adelë Niauraitë-Matulevièienë (born in 1922, Juodoniai village, Kamajai rural
district, Rokiðkis county; lived in Kalviai village, Kamajai rural district, Rokiðkis
county).
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Paulina Tumënienë20, Aldona Vanagienë21, Ona Mikuckienë 22, Elena Þvirb-
lienë23 and a big number of other players, who disseminated kanklës playing
in surroundings of Svëdasai, Anykðèiai, Utena, Rokiðkios and other districts.
Successors of Vinkðnelis have been continuing the tradition of playing kanklës
in Aukðtaitija up to now.

In 1934 Juozas Laðas started producing instruments according to exact
measures of kanklës model by Stanislovas Rudis-Rudys24. Thus, the tradition
of making kanklës of Suvalkija type was continued in Aukðtaitija.

Other kanklës ensembles from Aukðtaitija

The journalist and kanklës player Egidija Lekavièienë25 remembered a
group of kanklës players of her youth in Savièiûnai village (Anykðèiai district)
and its surroundings (Netikiðkiai village – in Anykðèiai district; Juodoniai,
Vygëliai, Kyðûnai villages – in Utena district; Kalviai, Narbûèiai, Kamajai,
Duokiðkis villages – in Rokiðkis district) (Lekavièienë 2002: 20–26). They
represented a wide range of professions: farmers, teachers, priests, organists
and even journalists. Jonas Parðonas26, a friend of Juozas Laðas’ youth, was
one of the first kanklës players, who acquired the kanklës made by master
Laðas. Parðonas was not married and lived at his brother’s. He used to play
in summer evenings on the bench and “the melody of kanklës used to reach
Niaurai grange of the same Judoniai village, where three sisters Eleonora,
Adelë and Liucija Niauraitës enjoyed it immensely” (Lekavièienë 2002: 21).

In 1952 an ensemble of kanklës players27 was established in Juodoniai
village, which, after several short rehearsals and practicing, started playing
in various festivals in villages and towns of Rokiðkis district.

20 Paulina Gikytë-Tumienë (born in 1920, Svëdasai small town, Rokiðkis county;
died in Kalviai village, Svëdasai rural district, Rokiðkis county).

21 Aldona Þemaitytë-Vanagienë (born in 1922, Natauèiai village, Anykðèiai rural
district, Rokiðkis county; lived in Kiðûnai village, Utena county).

22 Ona Mikuckienë (born in Svëdasai small town, Anykðèiai county).
23 Elena Vinkðnelytë-Þvirblienë (born in Svëdasai small town, Rokiðkis county;

lived in Uþpaliai small town, Utena county).
24 Laðas saw measurements of Rudis-Rudys’ model of kanklës at priest Jonas

Kraniauskas’, Svëdasai parson.
25 Egidija Makuðkaitë-Lekavièienë (born in 1960, Vygëlë village, Utena county;

lived in Vilnius).
26 Jonas Parðonas (born ca. 1910, Juodoniai village, Rokiðkis county).
27 Paulina Tumienë, Julë Starkuvienë, Adelë Niauraitë, Liucija Niauraitë.
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Kanklës playing was also supported by Duokiðkis parson Lionginas
Neniðkis28, who was an enlightened person and “as if another Strazdelis”
(Lekavièienë 2002: 21), who was good at playing kanklës, accordion and
mouth organ. He was fond of kanklës music and therefore, was a keen
supporter of kanklës ensemble of Juodoniai.

Around the same year, i.e., 1952, another ensemble of kanklës29 was
founded. It used to perform in culture centres of surrounding villages during
various events. During the period of 1970–1980, the re-established trio from
Juodoniai village30 was giving concerts in culture centres of Kalviai, Duokiðkis
and Kamajai.

Approximately in 1964 the duet of kanklës players was set up in Viluèiai
village (Utena district)31. More than three decades this duet played in festival
and other events of Kyðûnai, Bekinèiai, Uþpaliai, Vyþuona, Utena, Jotauèiai,
Daugailiai, Ilèiukai and Adutiðkis (Ðvenèioniai district). The duet participated
in four programmes of Lithuania television, were awarded several acknow-
ledgements or certificates of appreciation. The tradition of kanklës playing
has been continued by their children and grandchildren.

Justinas Strimaitis described kanklës players of Utena region in his
Kanklininko prisiminimai  [Memories of kanklës players] (Strimaitis 2007).
Librarian Henrikas Raðtikis32 established an ensemble of kanklës players,
which functioned in 1931–1940. The representatives of intelligentsia from
Utena played in this ensemble. Raðtikis no only was head of the ensemble
but also made kanklës himself.

The kanklës ensemble Sigutë from Panevëþys should also be mentioned.
The most senior and active member of the ensemble is Regina Daniûnienë33,
who started learning to play kanklës in the ensemble of kanklës named after
Mikalojus Konstantinas Èiurlionis under leadership of Ona and Alfonsas
Mikulskis. Approximately in 1954–1960 an ensemble of kanklës of phar-
macists was set up under leadership of violin and kanklës player Konstancija
Marcinkevièienë34. Regina Daniûnienë was actively involved in the activities

28 Lionginas Neniðkis (born in 1915; died in 1989, Duokiðkis small town, Rokiðkis
county).

29 Julë Augulytë, Stasë Rudokaitë, Aldona Niauraitë, Liucija Niauraitë.
30 Paulina Tumienë, Julë Starkuvienë, Adelë Matulevièienë.
31 Liucija Makuðkienë, Aldona Vanagienë.
32 Henrikas Raðtikis (born in Utena).
33 Regina Deðrytë-Daniûnienë (born in 1919, Panevëþys).
34 Konstancija Virþonytë-Kligienë-Marcinkevièienë (born in 1924, Jonava; died

in 2007, Panevëþys).



45

V. Palubinskienë. Traditional ‘Kanklës’ Ensembles in Lithuanian Ethnic..

of this ensemble. In the period of 1976–1980 Daniûnienë set up an ensemble
of kanklës players together with Marcinkevièienë in the textile company
Linas and souvenir company Tulpë. Propagating kanklës and striving for
music education of young people, Daniûnienë started teaching learners of
Paneveþys primary school No. 1 and Paneveþys Secondary School No. 2 to
play kanklës. Since 1984 Daniûnienë has been collaborating with kanklës
players Ona Rudiene, Jadvyga Krikðèiûnaitë and Elena Vanda Vaitekûnienë
from Krekena. She even used to play together with them. For many years,
Daniûnienë and Marcinkevièienë have played in the Panevëþys kanklës
ensemble Sigutë (leader Marcinkevièienë, later Vida Grikðelienë, Vida Krik-
ðèiûnienë), where she is still playing with young players helping them penetrate
into secrets of music education.

The tradition of playing modified kanklës of Suvalkija type has been
still alive in Aukðtaitija (Visockaitë-Lungienë 2000: 16). It has been continued
both by the kanklës players of the older generation and by the young ones.

After master Juozas Laðas from Svëdasai complained that he had pro-
duced so many kanklës but still could not hear them anywhere, teacher Asta
Kirvelytë-Motuzienë from Uþpaliai (Utena district) founded the kanklës
ensemble Pasagëlë in 1991, where school learners played (leader Loreta Liau-
gaudë since 2008). They went to their first concert to the international festival
of children folklore Daigelis [Little Sprout] held in Rumðiðkës in 1992. In
1998 they were invited to take part in the Song Festival in Vilnius together
with kanklës players from Skriaudþiai and Panevëþys. Since then they have
been regular players in the Song Festivals.

A rather big number of kanklës players from Aukðtaitija participated in
the Lithuanian Song Festival of School Learners organised in 2005, the
Lithuanian Song Festival ‘Bûties ratu’ [In the Circle of Being] held in 2007,
in the concert Skambëkite, kanklës [Let the Kanklës Play] of the Millennium
Song Festival of Lithuania Amþiø sutartinë [Song of the Centuries] organised
in 2009 and in Mûsø vardas – Lietuva [Our Name is Lithuania], which was
held in 2012. It included ensemble Skambantys kankleliai [Old Sounding
Strings] (leader Asta Motuzienë) of Uþpaliai (Utena district) summer camp
with over 100 participants from town and villages of Aukðtaitija. Kanklës
players from all over Lithuania learnt to play this instrument in the above-
mentioned camp: villages and towns of Anykðèiai, Birþai, Kupiðkis, Rokiðkis,
Pasvalys, Panevëþys, Utena, Ðalèininkai, Klaipëda, Kretinga, Maþeikiai, Nau-
joji Akmenë districts (Motuzienë 2008: 9). These young people are believed
to grow up as patriots of their country.
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Kanklës ensembles from Þemaitija

Over the last several decades the renaissance of traditional kanklës has
been observed not only in Aukðtaitija but also in Þemaitija. Big numbers of
kanklës ensembles participated in the concerts Skambëkite, kanklës [Let the
Kanklës Play] of the Lithuanian Song Festivals held in 2005, 2007 and 2009
and in the National Song Festival of School Learners Mûsø vardas – Lietuva
[Our Name is Lithuania], which was held in 2012. A particularly big number
of young kanklës players from all over Þemaitija played in the concert Amþiø
sutartinë [Song of the Centuries] of the Millennium Song Festival of Lithuania
organised in 2009. This was the ensemble Lai skamba þemaitiðkos kanklës
[Let the Samogitian Kanklës Play] (leader Jolanta Dobrovolskienë) of Maþei-
kiai region summer camp, where about 150 participants played kanklës.
Musicians from villages and towns of Naujoji Akmenë, Ðilalë, Klaipëda,
Kretinga, Kelmë, Maþeikiai, Ðiauliai, Plungë districts were involved in these
activities. It is a joyful fact that the majority of young people in Þemaitija
play kanklës in ensembles.

The biggest number of kanklës ensembles in Þemaitija region were
established in the second half of the 20th century, when young people from
villages and small towns were provided with an opportunity to go to Vilnius
and participate in the Song Festivals. For a long period young people used to
play the improved concert kanklës, whereas groups playing traditional kanklës
were not invited to the representative Song Festivals. In 1998 Lina Naikelienë
‘broke the ice’ and the first concerts only of small groups or ensembles of
traditional kanklës players were held in Skarga Yard of St.John church in
Vilnius. Next to concert-type kanklës, the music performed by groups and
ensembles of traditional kanklës has been heard since then. Since 2005 per-
formances of groups of traditional kanklës players have been included into
the programme of Ensemble Concert held in Kalnai Park (under initiative of
Alvyda Èesienë) (Palubinskienë 2012: 135). Thus, young musicians became
more motivated to attend kanklës groups and ensembles and to play music.

Distribution of kanklës ensembles

The discussion of movement of kanklës and kanklës playing in Lithuania
during the period of almost 100 years allowed concluding that kanklës, which
had previously been an instrument for individual playing, left village houses
for public places and became head not only in villages but also in small towns.
The new phenomenon of ethnic playing kanklës, i.e., kanklës ensembles,
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originated namely in the countryside and later spread all over Lithuania. Un-
doubtedly, kanklës ensembles were based on customs of communal activities
in our villages, which encouraged every individual to involve in joint work
activities, relaxation and forms of leisure time. Ensembles of kanklës are
seen as one of the more innovative methods of acquisition of new knowledge,
which have contributed a lot to development of Lithuanian rural culture
and to national culture. People not only learnt to play the old national instru-
ments but also mastered reading the music, learnt new melodies, songs and
dances and, thus, expanded their outlook and disseminated the beauty of
music to people around them (Palubinskienë 2012: 135).

The distribution of ensembles of kanklës is more or less equal in the
region of old kanklës in Western and North Lithuania. No evident data on
kanklës ensembles in Dzûkija are available. This is also supported by historic
sources and data gathered during expeditions, which proves that single cases
of kanklës playing in Dzûkija have to be ascribed to exceptions of musical
culture of this region.

Moreover, it can be concluded that the movement of revival of kanklës
playing in Lithuania in the 20 th century did not find support in this region
due to the old music playing tradition in Dzûkija but the spread of kanklës
ensembles was influenced by the old tradition of music playing.

Figure 1. Distribution of kanklës Figure 2. Distribution of kanklës
players according to gender players according to gender

in the second half of in the second half of
the 19th century – in the first half the 20th century – the beginning

of the 20th century of the 21st century

96
88

12
4

women men women men
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The comparison of figures reveals that various ethno-cultural, ethno-
music, historic, political events, economic factors, civilisation changes and
winds of globalisation have changed these centuries-old traditions. The male
kanklës players had prevailed by the first half of the 20th century (96 %).
The closer to contemporary times, the stronger are, according to Romualdas
Apanavièius, ‘female’ tendencies (Apanavièius 2009: 85–86). In the beginning
of the 21st century, only 12 percent of teachers and leaders of groups of
kanklës players are men and women make up as many as 88 percent. This is
an innovative trend because women did not play traditional kanklës until
the beginning of 20th century. As it has already been mentioned, men used to
be the makers and propagators of kanklës, establishers and leaders of kanklës
ensembles.

We think that establishment of kanklës ensembles has been positively
influenced by annually organised summer courses of þemaièiai (Samogitian)
ethnic music playing and traditional crafts. Such courses have been held in
Kelmë Folklore Centre (initiator Prof. Romualdas Apanavièius) since 1988.
The author of this article is one of the initiators and teachers of courses.
People from various villages, towns and small towns all over Lithuania (mainly
from Þemaitija/Samogitia) and from different age groups (from 5 to 70 year
old), representatives of various professions attend these courses. A big number
of Lithuanians from foreign countries (Canada, England, Germany, Latvia,
Russia, including the Kaliningrad region) and even foreigners (from Sweden)
are interested in these courses. In 2012 the courses celebrated the 25th

anniversary. All the participants of the summer courses eagerly learn playing
kanklës in ensembles and after the courses they popularise kanklës and orga-
nise groups of kanklës players all over Lithuania. As an outcome of these
courses several Lithuanian kanklës ensembles were set up abroad (Canada,
Kaliningrad region) (Palubinskienë 2012: 137).

Currently, kanklës ensembles of Skriaudþiai, Uþpaliai, Maþeikiai and
Kaunas district have been playing a considerable role in Lithuanian ethnic
culture. More of such enthusiasts as the old establishers and leaders of kanklës
ensembles in the second half of the 19th century – the first half of the 20th

century or as teachers of the second half of the 20th century – the beginning
of the 21st should be available in Lithuania and more men should join activities
of playing kanklës. Then young people would become more active, their
cultural and ethnic identity would be strengthened and such situation would
improve music education of youth. Emigration of young people may decrease
and they would be ready to work for their country. Perhaps globalisation
would not be such a threat any more! (Palubinskienë 2012: 137)
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Conclusions

1. The overview of traditions of playing the kanklës in Lithuania revealed
that the members of the ensembles played the kanklës of Western Auk-
ðtaitija and Þemaitija, Northwestern Aukðtaitija and Suvalkija types as
well as the modified instruments of Suvalkija type.

2. The first facts about playing kanklës in ensembles in the second half of
the 19th century – the first half of the 20th century reached us from
Uþnemunë. The activities of Ambraziejus, Bonaventûras and Valentinas
Kalvaitis in Ðakiai county laid foundations for emergence of first kanklës
ensembles in Zanavykija, Kapsai of Suvalkija, later in Aukðtaitija and
all over Lithuania.

3. On the basis of the data acquired in 2010–2012, it  can be stated that a
big number of kanklës ensembles have already been established in villages
and small towns of Lithuania. Their activities contribute to music educa-
tion of young peoples considerably. However, the ‘male’ tradition of
playing kanklës has almost died and the majority of organisers, teachers
and leaders of kanklës ensembles are women.

4. Kanklës ensembles had a significant influence on village culture in Lithu-
ania and encouraged young people to strive for education, personal
improvement and to feel full members of their community.

5. The past traditions have been maintained in contemporary kanklës
ensembles. However, fewer men have been involved in activities of such
ensembles and, therefore, the problem of equal engagement of both
genders in kanklës playing has also been observed.

Tradicionâlie kankïu ansambïi Lietuvas etniskajâ kultûrâ
(19. gs. 2. puse – 21. gs. sâkums)

Vida Palubinskiene

Kopsavilkums

Ceïojot pa Lietuvas laukiem etnomuzikoloìisko ekspedîciju ietvaros,
bieþi nâkas vçrot padomju mantojumu: pirms daudziem gadiem celtos kultû-
ras centrus, kas tagad ir pamesti, nereti pat ar izsistiem logiem. Ðie skati vçl
jo vairâk aktualizç Jona Jasaiða domu, ka jauniem cilvçkiem nepiecieðama
kâda vieta, kas viòus saistîtu ar dzimto zemi (Jasaitis 2011: 7). Diemþçl mûs-
dienâs bieþi jaunieðiem pietrûkst motivâcijas dzîvot Lietuvâ, un viòi dodas
uz ârzemçm. Tomçr, iespçjams, ir faktori, kas spçtu ðo situâciju mainît.
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Etniskâs un kultûras vçrtîbas pozitîvi ietekmçjuðas jaunatni visos laikos–
pat okupâcijas gados, kad darboðanâs ðajâ jomâ tika stingri ierobeþota. Lie-
tuvieðu nacionâlâs paðapziòas izaugsmi, pçctecîbu folkloras mantojuma apguvç
daudzçjâdâ ziòâ stimulç norises vispârizglîtojoðajâ skolâ ilgâkâ laika periodâ
(Kirdienë 2004: 83). Turpretî pasivitâte ðajâ jomâ var veicinât tautasdziesmu
un tradicionâlâs instrumentâlâs mûzikas izzuðanu, kas jau noticis daudzâs
pasaules valstîs. Jâpiekrît Regînas Vaiðnorienes atziòai, ka valstij, kurâ netiek
attîstîtas nacionâlâs tradîcijas, tai skaitâ tautas mûzika, nav savas sejas (Vaið-
norienë 2004: 42).

Lietuvas kontekstâ îpaði spilgta nacionâlâ vçrtîba ir kankles spçles tradî-
cijas, kas ietver arî plaði sazarotu kankïu ansambïu darbîbu. Ðis raksts veltîts
to vçsturei.

Pirmie kankïu ansambïi Lietuvâ, kas pieminçti vçsturiskos dokumentos,
veidojuðies Uþnemunç. Ambrozija, Bonaventûra un Valentîna Kalvaiðu dar-
bîba Ðaíu apkaimç kopð 19. gadsimta nogales rosinâja kanklçtâju ansambïu
raðanos Suvalkijâ, vçlâk arî Aukðtaitijâ un citviet Lietuvâ.

19. gadsimta otrajâ pusç un 20. gadsimta pirmajâ pusç Suvalkijas reìiona
kankles tika uzskatîtas par Lietuvas simbolu. Radâs daþâdas ðo instrumentu
modifikâcijas, tâs tika izplatîtas visâ Lietuvâ. Îpaði daudz Suvalkijas tipa
kankles izmantoja Aukðtaitijâ 20. gadsimta pirmajâ pusç. Tâs bija populâras
jaunieðu un intelektuâïu aprindâs. Kankles tika spçlçtas visur un visdaþâdâ-
kajos gadîjumos: kâzâs, bçrçs, baznîcâs, raþas svçtkos, dziesmu svçtkos u. c.
Tâs skançja ne tikai saviesîgos pasâkumos plaðâkai auditorijai, bet iekïâvâs
arî mâjas muzicçðanâ.

Statistika liecina, ka 20. gadsimta pirmajâ pusç 96 % no kanklçtâjiem
bija vîrieði. Taèu turpmâk, kâ râda arî Romualda Apanavièa pçtîjumi, arvien
vairâk pieaug kanklçtâju sievieðu îpatsvars (Apanavièius 2009: 85–96).
21. gadsimta sâkumâ tikai 12 % no kankïu ansambïu vadîtâjiem ir vîrieði,
savukârt 88 % – sievietes. Ðis pavçrsiens ir ievçrojams, jo lîdz pat 20. gadsimta
sâkumam sievietes kankli nespçlçja vispâr.

Pçdçjos divdesmit gados, ðíiet, iezîmçjas kankïu spçles uzplaukums; it
îpaði tas attiecas uz modificçtâm tradicionâlajâm Suvalkijas kanklçm Auk-
ðtaitijâ un tradicionâlajâm þemaitieðu kanklçm Þemaitijâ. Seviðíi nozîmîgu
lomu kanklçtâju ansambïi guvuði Skraudþu, Uþpaïu, Maþeiíu un Kauòas
apkaimç. Kanklçtâji neapðaubâmi ievçro lauku iedzîvotâju tradîcijas,
atbalstot katra indivîda iesaistîðanos kopîgâ darbâ un atpûtâ. Spçlçjot kankïu
ansamblî, cilvçks ne tikai ïoti labi iepazîst senu etniskâs mûzikas instrumentu,
bet arî apgûst noðu rakstu, iemâcâs virkni jaunu melodiju, dziesmu un deju,
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tâdçjâdi paplaðinot savu redzesloku. Ciemos un pilsçtâs pastâv daþâda veida
kankïu ansambïi. To darbs veicina jaunieðu muzikâlo izglîtîbu.

Tâ kâ Lietuvas valsts integrçðanâs Eiropas Savienîbâ norit visai strauji,
katra pilsoòa pienâkums ir saglabât nâcijas etnisko un kultûras identitâti,
visos iespçjamos veidos attîstît valsts kultûras, mâkslas un garîgâs vçrtîbas.
Etniskâ mûzika ir unikâla, lai arî lçnâm izzûdoða vçrtîba. Mûsdienâs nâcijas
garîgo vçrtîbu, kâ arî etniskâs un kultûras identitâtes saglabâðana, uzturçðana
un aizsargâðana ir tikai un vienîgi jaunu cilvçku rokâs.

Atslçgvârdi: kankles, kankïu mûzika, kanklçtâji, ansamblis, festivâls,
tradîcija, nâcija.
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Ñòàíèñëàâ Ìî íþøêî è Âèëüíþññêàÿ
öåðêîâíàÿ ìóçûêà XIX âåêà: íîâûé âçãëÿä

íà Îñòðîáðàìñêèå ëèòàíèè

Dr. art. Ëàéìà Áóäçèíàóñêåíå
Íàó÷íûé ñîòðóäíèê Èíñòèòóòà èññëåäîâàíèé êóëüòóðû Ëèòâû,

ðóêîâîäèòåëü Êàôåäðû èñòîðèè ìóçûêè
Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà

Îáúåêò ñòàòüè – Îñòðîáðàìñêèå ëèòàíèè  Ñòàíèñëàâà Ìîíþøêî
(Stanisùaw Moniuszko, 1819–1872) â êîíòåêñòå ðåïåðòóàðà êîëëåêòèâîâ, âû-
ñòóïàâøèõ â êàòîëè÷åñêèõ õðàìàõ ãîðîäà Âèëüíþñà â ïåðâîé ïîëîâèíå
XIX âåêà. Öåëü – ðàñêðûòü è îöåíèòü ñâÿçü ìåæäó ðàííèì öåðêîâíûì
òâîð÷åñòâîì Ìîíþøêî (à èìåííî, Îñòðîáðàìñêîé ëèòàíèåé  ¹ 1) è ñî÷è-
íåíèÿìè ìåñòíûõ òâîðöîâ – â ïåðâóþ î÷åðåäü, Àäàëüáåðòà Äàíêîâñêîãî
(Adalbert Dankowski, 1760–1814?) – âêëþ÷åííûìè â ðåïåðòóàð êàïåëëû
Âèëüíþññêîãî Êàôåäðàëüíîãî ñîáîðà è äðóãèõ öåðêîâíûõ êàïåëë.

Ñâÿçü Ìîíþøêî ñ Âèëüíþñîì íà ïðîòÿæåíèè âñåé åãî æèçíè áûëà
òåñíîé. Ýòîò ãîðîä îñòàâèë ãëóáîêèé ñëåä â åãî áèîãðàôèè, êîìïîçèòîð
îòäàë åìó òàêæå ìíîãî. Â ïåðâûé ðàç Ìîíþøêî ïîñåòèë Âèëüíþñ â âîç-
ðàñòå 17 ëåò. Çàâåðøèâ ñòóäèè â Áåðëèíå, îäèí èç ñàìûõ ÿðêèõ òâîðöîâ
ïîëüñêîãî ìóçûêàëüíîãî ðîìàíòèçìà ïðîâåë â Âèëüíþñå çíà÷èòåëüíóþ
÷àñòü ñâîåé æèçíè – öåëûõ 19 ëåò (1839–1858), ïî÷òè äî ñâîåãî ñîðîêà-
ëåòèÿ. Óæå ïîêèíóâ Âèëüíþñ, Ìîíþøêî âñåãäà îùóùàë îãðîìíóþ òÿãó
ê ýòîìó ãîðîäó , åãî æèòåëÿì, êîñòåëó Ñâÿòûõ Éîàííîâ, Îñòðîé Áðàìå.
Âèäèìî, íå ñëó÷àéíî – â ýòîì ãîðîäå ïðîøëè ñàìûå ëó÷øèå ãîäû ðàáîòû
è ñåìåéíîé æèçíè òâîðöà. Èçâåñòíî, ÷òî Ìîíþøêî áûë ãëóáîêî âåðóþ-
ùèì ÷åëîâåêîì è ïðèìåðíî ïðèäåðæèâàëñÿ ðåëèãèîçíûõ îáðÿäîâ. Ïåð-
âûé áèîãðàô êîìïîçèòîðà Àëåêñàíäð Âàëèöêèé ( Aleksander Walicki) îò-
ìå÷àåò, ÷òî «ïåðåä òåì, êàê ïîêèíóòü äîì è äèðèæèðîâàòü ñâîåé îïåðîé,
Ìîíþøêî âñåãäà çàêðûâàëñÿ â ñâîåì êàáèíåòå è, âñòàâ íà êîëåíè ïåðåä
îáðàçîì Îñòðîáðàìñêîé Áîãîìàòåðè, îòäàâàëñÿ åå âîëè» (W alicki 1873:
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47). Óæå â ìîëîäîñòè Ìîíþøêî èìåë ñôîðìèðîâàâøèåñÿ âíóòðåííèå
ïðàâèëà – èñêðåííþþ âåðó è ÷óâñòâèòåëüíîñòü ïî îòíîøåíèþ ê áëèæ-
íåìó ñâîåìó . Æèçíü êîìïîçèòîðà ïðîøëà â ðàìêàõ Áèáëåéñêèõ óêàçà-
íèé. Íå ñëó÷àéíî ñðåäè ñî÷èíåíèé Ìîíþøêî, ñîçäàííûõ â Âèëüíþñå,
öåíòðàëüíîå ìåñòî çàíèìàþò ÷åòûðå Îñòðîáðàìñêèå ëèòàíèè, ïîñâÿùåí-
íûå óâåêîâå÷åíèþ ×àñîâíè Îñòðûõ Âîðîò è èêîíû Áîãîìàòåðè, êîòîðûì
ïîêëîíÿëàñü ñåìüÿ Ìîíþøêî.

Ïðèåõàâ â Âèëüíþñ, Ìîíþøêî ñðàçó çàâîåâàë ïðèçíàíèå è óâàæå-
íèå æèòåëåé ãîðîäà. Ñïåêòð äåÿòåëüíîñòè êîìïîçèòîðà î÷åíü øèðîê:
îí äàâàë ÷àñòíûå óðîêè èãðû íà ôîðòåïèàíî, íåñêîëüêî ëåò äèðèæèðî-
âàë îðêåñòðîì òåàòðà ãîðîäà Âèëüíþñ, èãðàë ïî ïðàçäíèêàì íà îðãàíå â
êîñòåëå Ñâÿòûõ Éîàííîâ. Ñòàðàÿñü ñîõðàíèòü ïðîôåññèîíàëüíóþ öåð-
êîâíóþ ìóçûêó , îí â 1854 ãîäó îñíîâàë ñîäðóæåñòâî Ñâÿòîé Öåöèëèè,
çàáîòèëñÿ îá èçäàíèè íîò , ïóáëèêîâàë ñòàòüè, óñòðàèâàë êîíöåðòû è
ìíîãî ñî÷èíÿë. Êàê ñåðüåçíûé è ïîðÿäî÷íûé ãîðîæàíèí, Ìîíþøêî
(îòåö äåñÿòåðûõ äåòåé!) ðàáîòàë äëÿ ñâîåé ñåìüè è òâîðèë äëÿ ñâîèõ ñî-
âðåìåííèêîâ. Â åãî òâîð÷åñòâå îòñóòñòâóåò êîíôîðìèçì, îíî èñêðåííå
è òàëàíòëèâî. Ýòè ÷åðòû åãî òâîð÷åñòâà ïîìîãëè ïðåîäîëåòü, êàçàëîñü,
íåèçáåæíóþ ïðîâèíöèàëüíîñòü è ïðåâçîéòè ãîðîäñêóþ àòìîñôåðó , òåì
ñàìûì, âîñïèòûâàòü è ðàçâèâàòü åå ñ ó÷åòîì ïîòðåáíîñòåé ëþäåé è òîãî,
êàêàÿ ìóçûêà ìîãëà áû èìè èñïîëíÿòüñÿ è ïðèíèìàòüñÿ, ïîíèìàòüñÿ. Â
ïèñüìàõ Ìîíþøêî, íàïèñàííûõ íåñêîëüêî äíåé äî îòúåçäà â Âàðøàâó ,
÷óâñòâóåòñÿ ãëóáîêàÿ ãðóñòü, èñõîäèâøàÿ èç âíóòðåííåãî êîíôëèêòà ìåæäó
ïðèâÿçàííîñòüþ ê Âèëüíþñó è äîëãîì ïåðåä ñåìüåé è òâîð÷åñòâîì : «ß
èçî âñåõ ñèë ñòàðàþñü ïåðååõàòü â Âàðøàâó, â ïåðâóþ î÷åðåäü äëÿ äåòåé è
èõ ïîëüñêîãî ÿçûêà, ó÷åáû ìóçûêå, ïîñêîëüêó çäåñü ìíå æàëêî òðàòèòü
íà ýòî âðåìÿ è äåíüãè. Íî ãîâîðþ ýòî Ã îñïîäó Áîãó ïî ñåêðåòó . Ìíå æàëêî
Âèëüíþñà! Áûâøåãî Âèëüíþñà… » (ïèñüìî Ìîíþøêî 1857 ã .; Moniuszko
1969: 251). Ïåðååõàâ â Âàðøàâó, Ìîíþøêî åùå íå ðàç âîçâðàùàëñÿ â
Âèëüíþñ è òåïëî îòçûâàëñÿ î íåì â ñâîèõ ïèñüìàõ.

Â îáùåì êîíòåêñòå òâîð÷åñòâà Ìîíþøêî öåðêîâíàÿ ìóçûêà Âèëü-
íþññêîãî ïåðèîäà, ïî ñðàâíåíèþ ñ äðóãèìè ïðîèçâåäåíèÿìè êîìïîçè-
òîðà, ïðîïèòàííûìè ïîëüñêèì ðîìàíòèçìîì è ÿðêîé èíäèâèäóàëüíîñòüþ
òâîðöà, îñòàâàëàñü êàê áû â ñòîðîíå. Èñòîðè÷åñêè òàê ñëîæèëîñü, ÷òî
Ìîíþøêî íå èìåë ñîîòå÷åñòâåííèêà-âäîõíîâèòåëÿ öåðêîâíîé ìóçûêè.
Ïîçäíåå ó íåãî íå áûëî òàêæå ó÷åíèêîâ, êîòîðûå øëè áû ïî ñòîïàì åãî
êàê ñîçäàòåëÿ öåðêîâíîé ìóçûêè. Îäíàêî íå õîòåëîñü áû ñîãëàñèòüñÿ ñ
ìíåíèåì íåêîòîðûõ áèîãðàôîâ Ìîíþøêî î ìàëîöåííîñòè åãî öåðêîâ-
íîé ìóçûêè: îí øåë ïî ïðîòîðåííîé òðîïå, íî, åñëè âñïîìíèòü êóëü-
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òóðíóþ ñèòóàöèþ Âèëüíþñà è çâó÷àâøóþ â ãîðîäå öåðêîâíóþ ìóçûêó ,
óìåë äåëàòü ýòî íàèáîëåå óáåäèòåëüíî. Óâû, íàâåðíîå, ïî îáúåêòèâíûì
è ñóáúåêòèâíûì ïðè÷èíàì , öåðêîâíîå òâîð÷åñòâî Ìîíþøêî íå ïîëó-
÷èëî äîñòîéíîé îöåíêè íè ñî ñòîðîíû Âèëüíþññêîãî äóõîâåíñòâà, íè
ìåñòíûõ èçäàòåëåé, íè ðóêîâîäñòâà öåðêîâíûõ êàïåëë.

Ðàññìàòðèâàÿ ðåïåðòóàð è äåÿòåëüíîñòü ìóçûêàëüíûõ öåðêîâíûõ
êîëëåêòèâîâ Âèëüíþñà, ñòàíîâèòüñÿ ÿñíî, ÷òî íà èçìåíåíèå ïîëîæåíèÿ
ïîâëèÿëî íåñêîëüêî ôàêòîðîâ. Âî-ïåðâûõ, ýòî èñòîðè÷åñêàÿ è ïîëèòè-
÷åñêàÿ ñèòóàöèÿ. Â ñåðåäèíå XIX âåêà â Âèëüíþññêîì åïèñêîïñòâå âñå
ñîêðàùàëîñü êîëè÷åñòâî öåðêâåé, à âëèÿíèå Öåðêâè î÷åâèäíî ñëàáåëî.
Âî-âòîðûõ, öåðêîâíàÿ ìóçûêà Âèëüíþñà â ïåðâîé ïîëîâèíå è â ñåðåäè-
íå XIX âåêà ñèëüíî ìåíÿëàñü: ïîÿâèëîñü ìíîãî ìåñòíûõ òâîðöîâ, êîòî-
ðûå íå òîëüêî ñëåäîâàëè ïðèìåðàì ïðîèçâåäåíèé çàïàäíîåâðîïåéñêèõ
êîìïîçèòîðîâ, íî è ñòàðàëèñü îðèãèíàëüíî âçãëÿíóòü íà ëèòóðãè÷åñêèå
êîìïîçèöèè. Âñå ñèëüíåå âûðàæàëñÿ èíäèâèäóàëèçì, êàê áû òðóäíî åìó
íå áûëî ðàñêðûâàòüñÿ â ðàìêàõ öåðêîâíîé ìóçûêè è ëèòóðãèè. Äàæå â
òàêèõ íåáëàãîïðèÿòíûõ èñòîðè÷åñêèõ óñëîâèÿõ Öåðêîâü îñòàâàëàñü îä-
íèì èç îñíîâíûõ öåíòðîâ ìóçûêàëüíîé êóëü òóðû Âèëüíþñà: èìåííî
çäåñü íà ïðîòÿæåíèè XIX âåêà îñîáåííî àêòèâíî ïîîùðÿëîñü òâîð÷å-
ñòâî ìåñòíûõ êîìïîçèòîðîâ è äåÿòåëüíîñòü èñïîëíèòåëåé; èìåííî â XIX
âåêå ïðîöâåòàëè êàïåëëû Âèëüíþññêîãî Êàôåäðàëüíîãî ñîáîðà, äðóãèõ
öåðêâåé, à ïðîèçâåäåíèÿ, çâó÷àâøèå â òî âðåìÿ â öåðêâÿõ, ñôîðìèðîâàëè
äàæå îñîáûé ñòèëü öåðêîâíîé âîêàëüíî-èíñòðóìåíòàëüíîé ìóçûêè.

Â äàííûé ïåðèîä â ñàìûõ êðóïíûõ, ñîõðàíèâøèõ âëèÿíèå öåðêâÿõ
(òàêèõ êàê Âèëüíþññêèé Êàôåäðàëüíûé ñîáîð) âî âðåìÿ îáðÿäîâ çâó÷àëà
ìóçûêà  â èñïîëíåíèè âîêàëüíî-èíñòðóìåíòàëüíûõ êàïåëë  ðàçíîãî ñî-
ñòàâà: îò íåáîëüøèõ âîêàëüíûõ àíñàìáëåé â ñîïðîâîæäåíèè îðãàíà äî
ìíîãîãîëîñíûõ õîðîâ è îðêåñòðîâ. ×ëåíàìè êàïåëë áûëè ñâåòñêèå ëþäè,
êîòîðûõ ïåòü è èãðàòü íà ðàçíûõ ìóçûêàëüíûõ èíñòðóìåíòàõ íà ó÷èëè
ìóçûêàíòû èëè ïðåäñòàâèòåëè ìóçûêàëüíûõ øêîë – ò . í. áóðñ (bursa),
îñíîâàííûõ ïðè öåðêâÿõ. Ò èïè÷íûé õîð êàïåëëû áûë ÷åòûðåõãîëîñíûì.
Â íåì ïåëè ó÷åíèêè öåðêîâíûõ øêîë (äèñêàíòû, àëü òû) è âîêàëèñòû
ìóæ÷èíû (òåíîðû, áàñû). Â ñîñòàâå âîêàëüíî-èíñòðóìåíòàëüíûõ êàïåëë
(10–15 ÷åëîâåê) áûëè âêëþ÷åíû òàêæå ñòðóííûå, äóõîâûå èíñòðóìåíòû,
ëèòàâðû è îðãàí.

Öåðêîâíîå òâîð÷åñòâî Âèëüíþñà â ïåðèîä Ìîíþøêî çàðîæäàëîñü
íà ôîíå òàêèõ âåëèêèõ ïîëüñêèõ è ìåñòíûõ òâîðöîâ, êàê Éîçåô Êîçëîâ-
ñêèé (Józef Kozùowski, 1757–1831), óæå óïîìÿíóòûé Àäàëüáåðò Äàíêîâñ-
êèé, Ôëîðÿí (?) Áîáðîâñêèé ( Florjan (?) Bobrowski, 1779–1846?), Ñòàíèñ-
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ëàâ Ïåøêî ( Stanisùaw Pieszko, ãîä ðîæäåíèÿ íåèçâåñòåí, óìåð 1874),
Ìèõàèë Êîâàëåâñêèé ( Michaù Kowalewski, ãîäû ðîæäåíèÿ è ñìåðòè íåèç-
âåñòíû) è äðóãèå. Ïðîèçâåäåíèÿ îäíîãî èç íèõ – Äàíêîâñêîãî – áûëè
îñîáåííî ïîïóëÿðíûìè â ïåðâîé ïîëîâèíå XIX âåêà, ê íèì îáðàùàëèñü
öåðêîâíûå êàïåëëû êàê Ïîëüøè, òàê è Ëèòâû. Íàïðèìåð, â ñïèñêå íîò
Âèëüíþññêîãî Êàôåäðàëüíîãî ñîáîðà, ñîñòàâëåííîãî â 1835 ãîäó , íàáëþ-
äàåì 15 ïîçèöèé, â 1850 ãîäó – 21 1. Ýòî ðàçíûå ìåññû, ëèòàíèè, âå÷åðíè,
ïåñíîïåíèÿ è ïð.

Ñâîèì òâîð÷åñòâîì Ìîíþøêî ñòàðàëñÿ îáíîâèòü ðåïåðòóàð Âèëü-
íþññêèõ öåðêâåé. Êàê èçâåñòíî, çà âñþ æèçíü îí ñîçäàë îêîëî 90 öåð-
êîâíûõ ïðîèçâåäåíèé. Â òå÷åíèå Âèëüíþññêîãî ïåðèîäà êîìïîçèòîð
íàïèñàë îêîëî 60 ïðîèçâåäåíèé íà öåðêîâíóþ òåìàòèêó (òåêñòû áîëåå
ïîëîâèíû êîòîðûõ íàïèñàíû íà ïîëüñêîì ÿçûêå). Ýòî ìåññû (3), êàíòàòà,
Îñòðîáðàìñêèå ëèòàíèè (4), ïðîèçâåäåíèÿ äëÿ õîðà, êîìïîçèöèè äëÿ
îðãàíà è äð. Â îäíîì èç ïèñåì Ìîíþøêî ïèñàë: «Â êîíöå êîíöîâ, íàøà
öåðêîâíàÿ ìóçûêà íóæäàåòñÿ â ÷åì-òî, ÷òî äëÿ âîñõâàëåíèÿ Ã îñïîäà (åñëè
íå äëÿ ÷åëîâå÷åñêîãî ñëóõà) íàêîíåö-òî ïðèâåëî áû åå â ïîðÿäîê» (ïèñü-
ìî Ìîíþøêî 1862 ã .; Moniuszko 1969: 497). Â äðóãîì ïèñüìå ìû ÷èòàåì:
«Íàäåþñü, ÷òî Áîã ïîääåðæèâàåò ìåíÿ â ýòîì òÿæåëîì òðóäå» (ïèñüìî
Ìîíþøêî 1855 ã .; Moniuszko 1969: 186). Êîìïîçèòîð äóìàë î íåîáõîäè-
ìîñòè èçìåíèòü öåðêîâíóþ ìóçûêó . Ïî ìíåíèþ Ìîíþøêî, îñíîâíîé
öåëüþ ìóçûêè, çâó÷àùåé â öåðêâè, äîëæíî áûòü î æ è â ë å í è å  ä ó õ à
ì î ë ÿ ù è õ ñ ÿ ; åãî ñëóõ ðåçàëî òî, ÷òî ìóçûêà, ñîçäàííàÿ äëÿ îáðÿäîâ
(îñîáåííî òà, êîòîðóþ îí ñëûøàë â öåðêâÿõ ãîðîäà Âèëüíþñà), áûëà íà-
ïîëíåíà ýëåìåíòàìè, õàðàêòåðíûìè äëÿ ñâåòñêîé ìóçûêè (ïèñüìî Ìî-
íþøêî 1862 ã.; Moniuszko 1969: 497).

Íî âîò ïàðàäîêñ – êîìïîçèöèè Ìîíþøêî è ìåñòíûõ òâîðöîâ, ïðå-
îáëàäàâøèå â ðåïåðòóàðå Âèëüíþññêèõ öåðêîâíûõ êàïåëë, èìåëè ìíîãî
îáùåãî. Ýòî ñëîâíî ñâîåîáðàçíî íàñûùåíà Âèëüíþññêàÿ øêîëà öåðêîâ-
íîé ìóçûêè ïåðâîé ïîëîâèíû XIX âåêà ñî ñâîèìè òðàäèöèÿìè è ïðàâè-
ëàìè. Â óñëîâèÿõ Âèëüíþñà òîãî âðåìåíè ãîâîðèòü î íîâàòîðñêîì èëè
ïðàâèëüíîì íàïðàâëåíèè íåâîçìîæíî. Áîëüøóþ ÷àñòü òîãäàøíåãî ðå-
ëèãèîçíîãî òâîð÷åñòâà ñòîèò âîñïðèíèìàòü, â ïåðâóþ î÷åðåäü, êàê ïî-

1 Vilniaus Katedros Muzikos komiteto posëdþiø protokolø knyga. Vilnius, 1823–
1864. Lietuvos mokslø akademijos Vrublevskiø biblioteka, Rankraðèiø skyrius, Vil-
niaus kapitulos fondas, f43-19679 (Êíèãà Êîìèòåòà Ìóçûêè â Âèëüíþññêîì êàôåä-
ðàëüíîì ñîáîðå . Âèëüíþñ, 1823–1864. Áèáëèîòåêà Ëèòîâñêîé àêàäåìèè íà óê
èìåíè Âðóáëåâñêèõ, Îòäåë ðóêîïèñåé, ôîíä Âèëüíþññêîé Êàïèòóëû, f43-19679 )
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ïûòêó ïî-ñâîåìó èíòåðïðåòèðîâàòü òðàäèöèè öåðêîâíîé ìóçûêè, à òîëüêî
ïîòîì – êàê îòâåò íà òðåáîâàíèÿ è ïîòðåáíîñòè ëèòóðãèè. Íåíàïðàâëåí-
íîñòü  öåðêîâíûõ ïðîèçâåäåíèé Ìîíþøêî â äàííîé ñèòóàöèè ÿâëÿåòñÿ
ëîãè÷åñêîé: â åãî ñàêðàëüíûõ êîìïîçèöèÿõ îòðàæàåòñÿ ãëóáîêàÿ âåðà è
âåëè÷èå ðåëèãèîçíûõ ïåðåæèâàíèé.

Æàíð ëèòàíèè â òâîð÷åñòâå ïîëüñêèõ è ìåñòíûõ êîìïîçèòîðîâ ïåð-
âîé ïîëîâèíû XIX âåêà âñòðå÷àëñÿ íå÷àñòî. Â ãîäû ñâîåãî ïðîæèâàíèÿ
â Âèëüíþñå Ìîíþøêî íåñîìíåííî ñëóøàë ñî÷èíåííûå çäåñü ëèòàíèè.
Íàïðèìåð, ðåïåðòóàð êàïåëëû Âèëüíþññêîãî Êàôåäðàëüíîãî ñîáîðà â
òî âðåìÿ ïîñòîÿííî âêëþ÷àë ëèòàíèè êîìïîçèòîðîâ êîíöà XVIII – íà-
÷àëà XIX âåêà: Éîçåôà Àíòîíà Áà óåðà (Joseph Anton Bauer, 1725–1808),
Ôðàíöà Áèëåðà (Franz Bühler, 1760–1823), óæå óïîìÿíóòûõ Äàíêîâñêîãî,
Êîçëîâñêîãî, Áîáðîâñêîãî 2.

×åòûðå Îñòðîáðàìñêèå ëèòàíèè  (òåêñòè ëèòàíèè Ëîðåòî) îáðàìëÿ-
þò âñå öåðêîâíîå òâîð÷åñòâî Ìîíþøêî Âèëüíþññêîãî ïåðèîäà. Îñòðî-
áðàìñêàÿ ëèòàíèÿ ¹ 1 áûëà íàïèñàíà â 1843 ãîäó; â 1849 ãîäó Ìîíþøêî
ñîçäàë óæå âòîðóþ Îñòðîáðàìñêóþ ëèòàíèþ ; ïðèìåðíî â 1854 ãîäó íà
ñâåò ïîÿâèëàñü Îñòðîáðàìñêàÿ ëèòàíèÿ  ¹ 3, à ãîäîì ïîçæå  – ïîñëåäíÿÿ,
÷åòâåðòàÿ; êàê èçâåñòíî, îíà ïîñâÿùàëàñü Äæîàêêèíî Àíòîíèî Ðîññèíè
(Gioachino Antonio Rossini, 1792–1868). Ïî èíèöèàòèâå Ìîíþøêî âñå ÷å-
òûðå ëèòàíèè èñïîëíÿëèñü íå òîëüêî â ÷àñîâíå Îñòðîé Áðàìû, íî è â
êîñòåëå Ñâÿòûõ Éîàííîâ âî âðåìÿ îáðÿäîâ è êîíöåðòîâ. Äèðèæèðîâàë
ñàì êîìïîçèòîð.

Òàáëèöà.
Âðåìÿ ñîçäàíèÿ, ñòðîåíèå öèêëà è èñïîëíèòåëüñêèé ñîñòàâ

Îñòðîáðàìñêèõ ëèòàíèé  (Litanie ostrobramskie)

Íàçâàíèå Ãîä ×àñòè, òåìïû Cîñòàâ
ñî÷èíå íèÿ èñïîëíèòåëåé

1 2 3 4
Îñòðîáðàìñêàÿ 1843 1. Kyrie eleison (Maestoso) Ñîëèñòû, õîð
ëèòàíèÿ  ¹ 1 F-dur 2. Sancta Maria (Andante) (SATB),

3. Salus infirmorum (Moderato) îðêåñòð
4. Agnus Dei (Lento)

2 Vilniaus Katedros Muzikos komiteto posëdþiø protokolø knyga. Vilnius, 1823–
1864. Lietuvos mokslø akademijos Vrublevskiø biblioteka, Rankraðèiø skyrius, Vilniaus
kapitulos fondas, f43-19679 (Êíèãà Êîìèòåòà Ìóçûêè â Âèëüíþññêîì êàôåäðàëü-
íîì ñîáîðå . Âèëüíþñ,  1823–1864. Áèáëèîòåêà Ëèòîâñêîé àêàäåìèè íàóê èìåíè
Âðóáëåâñêèõ, Îòäåë ðóêîïèñåé, ôîíä Âèëüíþññêîé Êàïèòóëû, f43-19679)
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1 2 3 4
Îñòðîáðàìñêàÿ 1849 1. Kyrie eleison (Moderato) Ñîëèñòû, õîð
ëèòàíèÿ  ¹ 2 F-dur 2. Christe audi nos (Grave) (SATB),

3. Sancta Maria (Allegro îðêåñòð (èëè
moderato) ôîðòåïèàíî)
4. Rosa mystica (Moderato)
5. Agnus Dei (Allegro moderato)

 Îñòðîáðàìñêàÿ 1854 (?) 1. Kyrie eleison (Moderato assai) Ñîëèñòû, õîð
ëèòàíèÿ  ¹ 3 e-moll 2. Christe audi nos (Andante) (SATB),

3. Sancta Maria (Molto agitato) îðêåñòð (èëè
4. Janua coeli (Andantino) ôîðòåïèàíî)
5. Agnus Dei (Andante)

Îñòðîáðàìñêàÿ 1855 (?) 1. Kyrie eleison (Moderato) Ñîëèñòû, õîð
ëèòàíèÿ  ¹ 4 C-dur 2. Christe audi nos (Andante) (SATB), îðãàí

3. Refugium peccatorum (Lento)
4. Agnus Dei (Vivace)

Ìîíþøêî âñåì ñåðäöåì è æèçíüþ áûë ñâÿçàí ñ ÷àñîâíåé Îñòðîé
Áðàìû: çäåñü ìîëèëèñü ðîäèòåëè êîìïîçèòîðà, çäåñü â 1839 ãîäó (çà ãîä
äî ñâàäüáû) Ìîíþøêî îáìåíÿëñÿ êîëüöàìè ñ Àëåêñàíäðîé Ìþëëåð ( Alek-
sandra Müllerówna), çäåñü îí êðåñòèë ñâîèõ äåòåé. Â ñâîåì òâîð÷åñòâå
Ìîíþøêî íå ðàç îáðàùàëñÿ ê Ñâÿòîé Äåâå Ìàðèè: äëÿ åå âîñõâàëåíèÿ
áûëî ñîçäàíî íåñêîëüêî ïåñíîïåíèé, ãèìíîâ, îðãàííûå èõ àðàíæèðîâêè.
Ïîýòîìó ê Îñòðîáðàìñêèì ëèòàíèÿì , ñàìûì öåííûì öåðêîâíûì òâîðå-
íèÿì Ìîíþøêî, íåëüçÿ îòíîñèòüñÿ òîëüêî êàê ê ëèòóðãè÷åñêèì ïðîèç-
âåäåíèÿì.

Ìîíþøêî êàê ñîçäàòåëü öåðêîâíîé ìóçûêè áûë êîñìîïîëèòîì. Âî
âñåõ Îñòðîáðàìñêèõ ëèòàíèÿõ  (îñîáåííî â ¹ 1) íåò íè òåíè íàöèîíàëü-
íîãî õàðàêòåðà. Íàîáîðîò – ýòè ïðîèçâåäåíèÿ áëèçêè ê âèëüíþññêîìó
ïñåâäîêëàññèöèçìó . Íî Ìîíþøêî, ïîïîëíèâ æàíð ëèòàíèè îñîáåííî-
ñòÿìè êàíòàòû, îáúåäèíèë àñïåêòû ëèòóðãè÷åñêîãî è êîíöåðòíîãî æàíðà.
Âçãëÿä Ìîíþøêî íà ëèòóðãèþ è ìóçûêàëüíóþ êîìïîçèöèþ ðàñêðûâà-
åòñÿ â ñâîáîäíî òðàêòóåìîì òåêñòå Ëîðåòî: îí ìîäèôèöèðó åòñÿ, ÷àñòè
îïó ñêàþòñÿ, ñëîâà ìåíÿþòñÿ ìåñòàìè, òåêñò çàìåíÿòñÿ äðóãèì è ò . ä.
Íàïðèìåð, â êîíöå Agnus Dei èç Îñòðîáðàìñêîé ëèòàíèè  ¹ 1 ïîâòîðÿåòñÿ
öåëûé ýïèçîä  più mosso ÷àñòè Kyrie eleison (êàê òåêñò, òàê è ìóçûêà); òàêèì
îáðàçîì, ïîâòîðÿÿ íåõàðàêòåðíûé äëÿ Agnus Dei òåêñò, ñîçäàåòñÿ ìóçû-
êàëüíàÿ àðêà, îáðàìëÿþùàÿ êîìïîçèöèþ.

Êàê èçâåñòíî, æàíðó ëèòàíèè òèïè÷åí ïîñòîÿííî ïîâòîðÿþùèéñÿ
òåêñò. Ýòî îáó ñëàâëèâàåò îïðåäåëåííóþ ìîíîòîííîñòü ìóçûêàëüíîãî ïðî-
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èçâåäåíèÿ. Ñòðåìÿñü äîñòè÷ü áîëüøåãî ðàçíîîáðàçèÿ ìåëîäèêè è èçáå-
æàòü ïîâòîðåíèé, Ìîíþøêî èñïðîáîâàë íåìàëî ñðåäñòâ. Íàïðèìåð, â
ïîâòîðåíèè ñëîâ Kyrie eleison ñëûøíà ñìèðåííàÿ ïðîñüáà, ëèðè÷åñêîå
âîñïåâàíèå, äðàìàòè÷åñêèé ýïèçîä ïóíêòèðíîãî ðèòìà è äð. Ýòî îòðà-
æàåò ðàíî ðàñêðûâøèéñÿ ïðîôåññèîíàëèçì àâòîðà.

Ïî ñîñòàâó èñïîëíèòåëåé, ðàñïîëîæåíèþ ÷àñòåé è îáúåìó Îñòðî-
áðàìñêàÿ ëèòàíèÿ ¹ 1 î÷åíü áëèçêà ê ëèòàíèÿì äðóãèõ êîìïîçèòîðîâ èç
ðåïåðòóàðà Âèëüíþññêèõ öåðêîâíûõ êàïåëë. Â Îñòðîáðàìñêîé ëèòàíèè
¹ 1 Ìîíþøêî, êàê è â ëèòàíèÿõ Äàíêîâñêîãî, Áîáðîâñêîãî, çàäåéñòâî-
âàíû ñîëèñòû, ñìåøàííûé ÷åòûðåõãîëîñíûé õîð è èíñòðóìåíòàëüíàÿ
êàïåëëà – 2 ãîáîÿ, 2 ôàãîòà, 2 âàëòîðíû, 2 òðóáû, òðîìáîí, ñòðóííûå
èíñòðóìåíòû.

Îñòðîáðàìñêàÿ ëèòàíèÿ  ¹ 1 ñîñòîèò èç 4 ÷àñòåé:
1. K y r i e  e l e i s o n  ( M a e s t o s o) . Êîìïîçèöèÿ íà÷èíàåòñÿ ñ ïóíêòèð-

íîãî ðèòìà 9-òàêòíîãî îðêåñòðîâîãî tutti, ãîòîâÿùåãî âñòóïëåíèå õî-
ðîâûõ ïàðòèé. Çäåñü ìû íå îáíàðóæèì ñâîéñòâåííóþ Kyrie eleison
ïðîñüáó âûñëóøàòü: ýòî ïîâòîðÿþùèåñÿ îáðàùåíèÿ ê Áîãó . Âñÿ ÷àñòü
Kyrie eleison è îñíîâíàÿ åå òåìà î÷åíü áëèçêà ê ÷àñòè Kyrie eleison
Ëèòàíèè ( Litania C-dur), íàïèñàííîé Àäàëüáåðòîì Äàíêîâñêèì â
1827 ãîäó: õàðàêòåð ìåëîäèêè, ýïèçîä tutti, ïóíêòèðíûé ðèòì ïî÷òè
èäåíòè÷íû Kyrie eleison èç Îñòðîáðàìñêîé ëèòàíèè  ¹ 1 Ìîíþøêî.
Ýòî åùå ðàç ïîäòâåðæäàåò ïðåäïîëîæåíèå, ÷òî Ëèòàíèþ Äàíêîâñ-
êîãî Ìîíþøêî çíàë è âåðîÿòíî èçó÷àë.

2. S a n c t a  M a r i a  ( A n d a n t e)  – ëèðè÷åñêèé äèàëîã ñîëî ñîïðàíî è
ãîëîñîâ õîðà (A TB), ïîâòîðÿþùèõ îòâåò ora pro nobis.

3. Sa lus  i n f i rmo rum ( Mode ra to)  – äóýò ñîëèñòîâ è îòâåòíîãî õîðà.
Îïÿòü æå âîçìîæíà âçàèìîñâÿçü ñ Ëèòàíèåé Äàíêîâñêîãî: çäåñü âòî-
ðàÿ ÷àñòü Jesu fili – äóýò ñîïðàíî è àëü òà, à òðåòüÿ Jesu speculum –
äóýò òåíîðà è áàñà.

4. A g n u s  D e i  ( L e n t o)  – êóëüìèíàöèÿ âñåé Îñòðîáðàìñêîé ëèòàíèè
¹ 1. Ìóçûêàëüíûå ëèíèè òåì äàííîé ÷àñòè âûðàçèòåëüíû, äèàïà-
çîí âîêàëüíûõ ïàðòèé øèðîê, à ìåäëåííûé òåìï ñîçäàåò òîðæå-
ñòâåííîå íàñòðîåíèå. Êîäà Agnus Dei – ìóçûêàëüíàÿ ðåïðèçà íà îñ-
íîâå òåìû ýïèçîäà più mosso èç ÷àñòè Kyrie eleison.

Îñòðîáðàìñêèå ëèòàíèè  îêàçàëè âëèÿíèå íà âñå äàëüíåéøåå öåð-
êîâíîå òâîð÷åñòâî Ìîíþøêî. Î íèõ â ñâîå âðåìÿ ïðåêðàñíî îòçûâàëèñü
Âëàäèñëàâ Âèñëèöêèé (1829–1889), Öåçàðü Êþè (1835–1918) è äðóãèå
êîìïîçèòîðû. Èç ïèñüìà Ôåëèêñó Çàâàäñêîìó ( Feliks Zawadzki): «[..]
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î÷åíü ëþáëþ ýòó ìóçûêó . Îíà ñëîâíî íåçàìåíèìûé ïîçûâíîé ê ïîæåðò-
âîâàíèÿì Âåëèêîé Ïÿòíèöû ó Ñâÿòûõ Éîàííîâ èëè Ôðàíöèñêàíöåâ!»
(ïèñüìî Ìîíþøêî 1862 ã .; Moniuszko 1969: 497)

Õîòåëîñü áû çàâåðøèòü ñòàòüþ ñëîâàìè ßíà Êëå÷èíñêîãî, íàïèñàí-
íûìè ïîñëå ñìåðòè Ìîíþøêî: «Ò âîð÷åñòâî Ìîíþøêî áûëî î÷åíü
ñåðüåçíûì, ÷óâñòâèòåëüíûì, áîëåå ãëóáîêèì è ðåëèãèîçíûì, ÷åì æèç-
íåííûì èëè äðàìàòè÷íûì. Åãî ðåëèãèîçíîñòü [..] òàêæå ïîâëèÿëà íà ïî-
ïóëÿðíîñòü. Â ñåðäöå êàæäîãî èç íàñ Ìîíþøêî îñòàíåòñÿ áåññìåðòíûì
àâòîðîì Îñòðîáðàìñêèõ ëèòàíèé » (Kleczyñski 1872: 233).

Âûâîäû

— Ñåðåäèíà XIX âåêà – ïåðèîä ïîäúåìà Âèëüíþññêèõ öåðêîâíûõ êà-
ïåëë è ëó÷øåå âðåìÿ äëÿ ðàñêðûòèÿ òâîð÷åñêîãî ïîòåíöèàëà ìåñò-
íûõ àâòîðîâ.

— Ãåîãðàôèÿ ðàçâèòèÿ òâîð÷åñêîé ìûñëè â Âèëüíþñå XIX âåêà áûëà
ñëîæíîé è çàâèñåëà îò âçàèìîäåéñòâèÿ ðàçíûõ öåíòðîâ. Öåðêîâíûå
êàïåëëû Âèëüíþñà äåéñòâîâàëè èçîëèðîâàííî è íå äåëèëèñü ëèòóð-
ãè÷åñêèì ðåïåðòóàðîì. Ïîýòîìó íå óäèâëÿåò ôàêò , ÷òî öåðêîâíûå
ïðîèçâåäåíèÿ Ìîíþøêî íå îòëè÷àëèñü ïîïóëÿðíîñòüþ è íå òàê
÷àñòî ïîÿâèëèñü â ðåïåðòóàðå ãëàâíûõ öåðêîâíûõ êàïåëë Âèëüíþñà .
Äî íàñ äîøëà åäèíñòâåííàÿ èíôîðìàöèÿ: â 1855 ãîäó íà ïåðâîì êîí-
öåðòå Ñâÿòîé Öåöèëèè, ñîñòîÿâøåìñÿ â Êàôåäðàëüíîì ñîáîðå, â
èñïîëíåíèè îáúåäèíåííîãî êîëëåêòèâà çâó÷àëà Ìåññà êîìïîçèòîðà
(e-moll).

— Ìîíþøêî – àâòîð  Îñòðîáðàìñêèõ ëèòàíèé , ìåññ è äðóãèõ öåðêîâ-
íûõ êîìïîçèöèé – â ñâîèõ ïðîèçâåäåíèÿõ Âèëüíþññêîãî ïåðèîäà
íå áûë ðîìàíòèêîì. Åñëè áûòü òî÷íûì, â íèõ îí – ïðåäñòàâèòåëü
âèëüíþññêîãî ïñåâäîêëàññèöèçìà, ïîñëåäîâàòåëüíî ðàçâèâàâøèé
ìóçûêàëüíûå èäåè ñâîåãî âðåìåíè.

— Â Îñòðîáðàìñêîé ëèòàíèè  ¹ 1 ó ñìàòðèâàåòñÿ ïðÿìàÿ ñâÿçü ñ Ëèòà-
íèåé êîìïîçèòîðà Àäàëüáåðòà Äàíêîâñêîãî ( Litania C-dur). Âîçìîæíî
ïðåäïîëîæåíèå, ÷òî Ìîíþøêî áûë çíàêîì ñ ïàðòèòóðîé ýòîãî ïðî-
èçâåäåíèÿ èëè ñëûøàë åãî èñïîëíåíèå â Âèëüíþññêîì Êàôåäðàëü-
íîì ñîáîðå.

— Îñòðîáðàìñêèå ëèòàíèè  Ìîíþøêî ó ñòàíîâèëè ãðàíü, ðàçäåëÿþùóþ
öåðêîâíóþ ìóçûêó êëàññèêîâ è ðîìàíòèêîâ, è äàæå íàìåòèëè íåâè-
äèìûå âåõè ïðåîäîëåíèÿ òðàäèöèè. Íî â ñâîèõ Âèëüíþññêèõ êîì -
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ïîçèöèÿõ Ìîíþøêî åùå íå ïåðåñòóïàë ÷åðòó ìåæäó ýòèìè äâóìÿ
ñòèëÿìè: ñîçðåâøèå èäåè áûëè îñóùåñòâëåíû òîëüêî îò÷àñòè , è ïîä
âëèÿíèåì îêðóæåíèÿ êîìïîçèòîð ïîøåë íà ñâîåîáðàçíûé êîìïðî-
ìèññ, ïîìåøàâøèé åìó ñòàòü îäíèì èç ïåðâûõ ïðîâîçãëàñèòåëåé
ðîìàíòèçìà â õðàìàõ Ëèòâû.

Stanisùaw Moniuszko and Sacred Music in Vilnius of
the 19th Century: New Insights into Litanies of the Gates of Dawn

Laima Budzinauskienë

Summary

In the 19th century Vilnius political and cultural situation was extremely
complicated. For the survival and strengthening of the nation the support
could be provided only by the Church as a significant moral resistance. In
music this attitude was expressed by the leaders and members of the Church
vocal-instrumental choirs, local creators.

While researching composers and genres of Vilnius sacred music of the
19th century, one may find a lot of space for interpretation: which were the
dominant genres, why they were dominant, what determined their popularity,
etc. The repertoire of vocal-instrumental ensembles in Vilnius churches was
greatly diverse. All facts prove that in the 19th century Lithuanian and Vilnius
Church was the main center of the activities of local composers and local
musical culture. The sources are historian’s treasures and while identifying
them this time it’s important to accentuate what was innovative, what
strengthened or weakened Lithuanian sacred repertoire.

In the 19th century Lithuanian sacred choir repertoires consisted of com-
positions including various genres, consistencies and forms. Most of the time
in a certain choir dominated one method of musical composition, which
was based on the music sounding during the mass and on the professionalism
of the local composers. Therefore, the amplitude of the sacred genre was
extremely vast – from the Gregorian chant to multi-voice choirs a cappella
and vocal-instrumental creations (masses, litanies, litanies, vespers, etc.).
Even if during the composition the genres were the same, in the end their
structure, form, scope, musical material and other characteristics were quite
different.

During the reviewed period genres of the sacred music were created in
two ways. The first group – the direction towards sacral purity and tradition.
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The second group of compositions was close to exaltation – elevated by the
sensual Romanticism, creations of the freer form.

In Vilnius churches Polish and Lithuanian compositions prevailed. The
majority of them were written by Florjan (?) Bobrowski (1779–1846?) and
Adalbert Dankowski (1760–1814), who influenced the works of other local
composers. Composer Stanisùaw Moniuszko (1819–1872) while living in
Vilnius created the major part of his sacred compositions, which is a wide
and little analysed subject. It is an attempt to reveal an uneasy situation of
sacred music in Vilnius of the 19th century and the problem of performance
and establishment of professional music in church vocal-instrumental ensembles
repertoires at the time.

The object of the article is Litanies of the Gates of Dawn composed
during the Vilnius period (1839–1858). In this article there are analyzed
origins of unfortunately forgotten Moniuszko’s Litany of the Gates of Dawn
Nr. 1, new insights in the general context of sacred compositions which
were performed in Vilnius in that period are presented.

 This article is a continuation of the author’s publications dedicated to
the research of the Lithuanian sacred music of the 19th century.

Key words: 19th century, Lithuania, Vilnius, sacred music, Stanisùaw
Moniuszko, Litanies of the Gates of Dawn.
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Dr. hab. art. Ëåî íèäàñ Ìåëüíèêàñ
Ïðîôåññîð Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà

Àííîòàöèÿ

Òâîð÷åñòâî ìóçûêàíòà âñåãäà òåñíî ñâÿçàíî ñ ýïîõîé è õóäîæåñòâåí-
íîé ñðåäîé, â êîòîðîé îñóùåñòâëÿåòñÿ åãî äåÿòåëüíîñòü. Â ñîïðèêîñíî-
âåíèè ñ îêðóæåíèåì ñêëàäûâàåòñÿ ñèñòåìà öåííîñòåé, îïðåäåëÿþòñÿ
ìîäåëè ìûøëåíèÿ, ôîðìèðóþòñÿ êëþ÷åâûå êà÷åñòâà õóäîæåñòâåííîãî
âèäåíèÿ ìèðà.

×åëîâåê âîîáùå âñåãäà èñïûòûâàåò ñâÿçü ñ ýïîõîé è ìåñòîì – îí
äóìàåò â ïðèâû÷íûõ êàòåãîðèÿõ, ãåíåðèðóåò íîâûå èäåè â ðóñëå îáùèõ
òåíäåíöèé, îáðåòàåò âîçìîæíîñòü ïîíèìàòü äðóãèõ â ñèñòåìå ïðåäñòàâ-
ëåíèé è ñóæäåíèé, âûðàáîòàâøèõñÿ â åãî îêðóæåíèè.

Òàêèì îêðóæåíèåì äëÿ Ìàêñèìèëèàíà Øòåéíáåðãà, òàëàíòëèâîãî
êîìïîçèòîðà è ÷óòêîãî, â âûñøåé ñòåïåíè êîìïåòåíòíîãî ïåäàãîãà, áûëè
Âèëüíþñ è Ñàíêò-Ïåòåðáóðã , â ïîñëåäñòâèå ñòàâøèé Ïåòðîãðàäîì, åùå
ïîçäíåå Ëåíèíãðàäîì. Â ýòèõ ãîðîäàõ îí ôîðìèðîâàëñÿ êàê ëè÷íîñòü,
îáðåë òå îðèåíòèðû, êîòîðûìè ðóêîâîäñòâîâàëñÿ íà ïðîòÿæåíèè æèçíè.
Â ñâîþ î÷åðåäü ýïîõà, ñ êîòîðîé îí íåðàçðûâíî ñâÿçàí – ýòî ïåðâàÿ ïîëî-
âèíà ÕÕ âåêà ñ åå ðåâîëþöèÿìè, âîéíàìè, íàñèëèåì è ñòðàäàíèÿìè.

Ñ òî÷êè çðåíèÿ ôîðìîîáðàçóþùèõ ôàêòîðîâ ìåñòî  è âðåìÿ íåñîì-
íåííî îêàçàëèñü äîñòàòî÷íî ïðîòèâîðå÷èâûìè, ïîðîé òðàãè÷åñêèìè
ëåéòìîòèâàìè æèçíè è òâîð÷åñòâà Ìàêñèìèëèàíà Øòåéíáåðãà. Â ïðåä-
ëàãàåìîé ñòàòüå ôàêòû åãî òâîð÷åñêîé áèîãðàôèè ðàññìàòðèâàþòñÿ â
ñâÿçè ñ îêðóæàâøèì åãî èñòîðè÷åñêèì, õóäîæåñòâåííûì, èíòåëëåêòó-
àëüíûì êîíòåêñòîì, à ïðîöåññû åãî õóäîæåñòâåííîãî ñòàíîâëåíèÿ è
òâîð÷åñòâà – êàê ñâîåîáðàçíàÿ ïðîåêöèÿ ìåñòà è âðåìåíè.

Ê ë þ ÷ å â û å  ñ ë î â à :  Ìàêñèìèëèàí Øòåéíáåðã , ïåðâàÿ ïîëîâèíà
ÕÕ âåêà, Âèëüíþñ, Ñàíêò-Ïåòåðáóðã, Ëåíèíãðàä, Íèêîëàé Ðèìñêèé-
Êîðñàêîâ, Èãîðü Ñòðàâèíñêèé, Äìèòðèé Øîñòàêîâè÷



65

Ë. Ìåëüíèêàñ. Ìåñòî è âðåìÿ êàê ôàêòîðû òâîð÷åñêîé áèîãðàôèè..

Ââåäåíèå

Êîìïîçèòîð, ïåäàãîã è âèäíûé ìóçûêàëüíûé äåÿòåëü Ìàêñèìèëèàí
Øòåéíáåðã áûë çíà÷èìîé ôèãóðîé ðó ññêîé ìóçûêàëüíîé êóëü òóðû. Ïîðà-
çèòåëüíî, íàñêîëüêî ñèìâîëè÷íûì îêàçàëîñü âðåìÿ è ìåñòî  â åãî ñóäüáå.
Âèëüíþñ, Ñàíêò-Ïåòåðáóðã è Ïåòðîãðàä/Ëåíèíãðàä çíàìåíîâàëè ñîáîé
òðè êàðäèíàëüíî ðàçíûå ñèñòåìû èñòîðè÷åñêèõ, õóäîæåñòâåííûõ è ÷èñòî
÷åëîâå÷åñêèõ êîîðäèíàò, îáóñëîâèâøèõ åãî ìûøëåíèå è äåÿòåëüíîñòü,
îïðåäåëèâøèõ âîçìîæíîñòè òâîð÷åñêîãî ñàìîâûðàæåíèÿ. Êàçàëîñü áû,
ýòî òðè æèçíè, êàæäàÿ èç êîòîðûõ èìåëà ñâîé ðèòì, ñâîþ íàïðàâëåííîñòü
è ëîãèêó. Ñ äðóãîé ñòîðîíû, è ýòî áûëî çíàêîì âðåìåíè, ïîäîáíûå ïåðå-
ëîìû ñîïóòñòâîâàëè ìíîãèì åãî ñâåðñòíèêàì è ñîâðåìåííèêàì.

Æèçíü è òâîð÷åñòâî Øòåéíáåðãà îòðàçèëè ïðîòèâîðå÷èâûé îáëèê
ýïîõè, ñïëåëè âîåäèíî ìíîãèå õàðàêòåðíûå òåíäåíöèè âðåìåíè.  Òåì
âàæíåå èçó÷åíèå åãî ñóäüáû, ïîçâîëÿþùåå îò÷åòëèâåå ïîíÿòü õîä ìóçû-
êàëüíîé èñòîðèè, îïðåäåëèòü åå îñíîâíûå âåêòîðû.

Âèëüíþñ

Ìàêñèìèëèàí Øòåéíáåðã (1883–1946) ðîäèëñÿ â Âèëüíþñå è ðîñ â
äóõîâíî áîãàòîé, èíòåëëåêòóàëüíîé ñðåäå. Åãî áëèçêèìè áûëè èçâåñò-
íåéøèå ëèòåðàòîðû, ìûñëèòåëè, ëèíãâèñòû – çíàòîêè Ò àëìóäà è äðåâ-
íååâðåéñêîãî ÿçûêà.

Åãî îòåö Îññåé (Èåõîøóà) Øòåéíáåðã (1825–1908), âûïó ñêíèê Âèëåí-
ñêîãî ðàââèíñêîãî ó÷èëèùà, ïîçäíåå ðàââèí â Áåëîñòîêå è Âèëüíþñå, ê
ìîìåíòó ðîæäåíèÿ ñûíà ïðåïîäàâàë â Âèëåíñêîì åâðåéñêîì ó÷èòåëüñ-
êîì èíñòèòóòå – åäèíñòâåííîì â Ðîññèéñêîé èìïåðèè ó÷åáíîì çàâåäåíèè ,
ãîòîâèâøåì ó÷èòåëåé äëÿ åâðåéñêèõ øêîë, íàõîäèâøèõñÿ â âåäåíèè ãî-
ñóäàðñòâà. Îññåé Øòåéíáåðã çàíèìàë äîëæíîñòü èíñïåêòîðà èíñòèòóòà ,
êîòîðàÿ â ñëóæåáíîé èåðàðõèè ÿâëÿëàñü âòîðîé ïîñëå äîëæíîñòè äèðåê-
òîðà (ðóêîâîäèòü ãîñóäàðñòâåííîå ó÷ðåæäåíèå â öàðñêîé èìïåðèè íå
ìîãëî ëèöî, ïðèäåðæèâàâøååñÿ èóäåéñêîãî âåðîèñïîâåäàíèÿ).

Îññåé (Èåõîøóà) Øòåéíáåðã áûë áëåñòÿùèì ëèíãâèñòîì è àâòîðè-
òåòíûì ó÷åíûì â îáëàñòè èóäàèêè, ïîëüçîâàëñÿ ìåæäóíàðîäíîé ñëàâîé.
Åãî àíàëèòè÷åñêèå ðàáîòû, ñâÿçàííûå ñ ýòèìîëîãèåé äðåâíååâðåéñêîãî
è àðàìåéñêîãî ÿçûêîâ, ïåðåâîäû è êîììåíòàðèè Âåòõîãî Çàâåòà, ñëîâàðè
è ãðàììàòèêè, ïîýòè÷åñêèå èçäàíèÿ  äàæå ïî ïðîøåñòâèþ ñòîëåòèÿ ñî-
õðàíÿþò ñâîþ öåííîñòü è âûçûâàþò èíòåðåñ. Âîò ëèøü ìàëåíüêèé îò-
ðûâîê èç åãî òåêñòîâ, ïîçâîëÿþùèé âîñêðåñèòü ñòðîé ìûñëåé è îáðà-
çîâ, â îêðóæåíèè êîòîðûõ ðîñ åãî ñûí Ìàêñèìèëèàí Øòåéíáåðã:
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«Èçó÷åíèå êîðåííîãî ÿçûêà Êíèãè êíèã [Âåòõîãî Çàâåòà], ÿçûêà,
ïðåäñòàâëÿþùåãî ñîáîþ ñàìîå áëèñòàòåëüíîå âîïëîùåíèå òâîð÷åñêîãî
äóõà, ÿçûêà, êîòîðûé äèâíîþ ñâîåþ òåõíèêîþ è ïðîçðà÷íîñòüþ ñâîèõ
ôîðì êàê áû îòêðûâàåò íàì ñîêðîâåííåéøèå òàéíû âîçíèêíîâåíèÿ ñëîâà
è êàê áû ðàçâåðòûâàåò ïðåä íàìè òàèíñòâåííóþ èñòîðèþ ìûñëè, ÿçûêà,
èìåþùåãî ñàìîå ðåøèòåëüíîå âëèÿíèå íà íà÷àëüíóþ ðåëèãèîçíóþ ïèñü-
ìåííîñòü, à çàòåì è íà ñàìûé ñêëàä ìûñëåé îáðàçîâàííûõ íàðîäîâ
Åâðîïû, – èçó÷åíèå òàêîãî ÿçûêà íå ìîæåò íå áûòü â âûñøåé ñòåïåíè
âàæíî äëÿ âñÿêîãî, êòî èíòåðåñó åòñÿ ñëîâåñíîþ íà óêîþ è èñòîðèåþ ÷å-
ëîâå÷åñêîé öèâèëèçàöèè» (Øòåéíáåðã 1878: III).

Óâëå÷åííîñòü Îññåÿ Øòåéíáåðãà äðåâíèìè ÿçûêàìè è ãëóáîêèå
çíàíèÿ êóëü òóðû äðåâíîñòè îêàçàëè ñóùåñòâåííîå âîçäåéñòâèå íà âñåõ,
êòî èìåë âîçìîæíîñòü áëèæå ñîïðèêîñíóòüñÿ ñ ýòèì óäèâèòåëüíûì ÷å-
ëîâåêîì. Ìàêñèìèëèàí Øòåéíáåðã íà âñþ æèçíü ñîõðàíèë òÿãó ê èñ-
êóññòâó àíòè÷íîñòè è Âîñòîêà, åãî ñåñòðà Íàäåæäà Øòåéíáåðã-Ùóïàê
(Nadine Stchoupak, 1886–1941) ñòàëà ïðèçíàííûì àâòîðèòåòîì â îáëàñòè
ñàíñêðèòà, ïðåïîäàâàëà â Ñîðáîííñêîì óíèâåðñèòåòå Ïàðèæà, ïðîñëà-
âèëàñü íàó÷íûìè èññëåäîâàíèÿìè äðåâíåèíäèéñêîé ëèòåðàòóðû è ÿçû-
êà, åãî îäíîêëàññíèê è áëèçêèé äðóã Èãíàòèé Êðà÷êîâñêèé (1883–1951)
âûäâèíóëñÿ â ÷èñëî êðóïíåéøèõ ðîññèéñêèõ àðàáèñòîâ, ñîçäàë ñâîþ
íà ó÷íóþ øêîëó , áûë èçáðàí àêàäåìèêîì Ñîâåòñêîé àêàäåìèè íà óê. Èã-
íàòèé Êðà÷êîâñêèé âñïîìèíàë, êàê îòåö Ìàêñèìèëèàíà Øòåéíáåðãà,
çàìåòèâ åãî ïîïûòêè ÷èòàòü ïî-åâðåéñêè, ïîäàðèë åìó ñâîé ó÷åáíèê è
ïîòîì íåîäíîêðàòíî øóòÿ ïðîâåðÿë, óìååò ëè îí ðàçáèðàòü Áèáëèþ 1.

Íå ìåíåå èçâåñòíà â èíòåëëåêòóàëüíûõ êðóãàõ áûëà ñåìüÿ ðàíî óìåð-
øåé ìàòåðè Ìàêñèìèëèàíà Øòåéíáåðãà. Åå îòåö À áðàõàì Äîâ (Àäàì)
Ëåáåíñîí (1794–1878) áûë ïîýòîì è èçâåñòíûì äåÿòåëåì åâðåéñêîãî
ïðîñâåùåíèÿ, àâòîðîì ìíîãèõ êíèã íà èâðèòå. Ïðîñëàâèëñÿ îí è ñâîèì
ó÷àñòèåì â ïóáëèêàöèè 17-òîìíîãî èçäàíèÿ Áèáëèè â ïåðåâîäå íà íå-
ìåöêèé ÿçûê âûäàþùåãîñÿ ôèëîñîôà è äåÿòåëÿ åâðåéñêîãî Ïðîñâåùå-
íèÿ Ìîéñåÿ Ìåíäåëüñîíà (òåêñò â ýòîì èçäàíèè ïå÷àòàëñÿ åâðåéñêèìè
ïèñüìåíàìè). Ëåáåíñîí ÿâëÿëñÿ ïðåäøåñòâåííèêîì Îññåÿ Øòåéíáåðãà
â Âèëåíñêîì ðàââèíñêîì ó÷èëèùå, ãäå, êàê âïîñëåäñòâèå è Øòåéíáåðã ,
ïðåïîäàâàë àðàìåéñêèé ÿçûê è èâðèò . Øòåéíáåðã íåñîìíåííî èñïûòû-
âàë åãî âëèÿíèå, òåì áîëåå, ÷òî áûë åãî ó÷åíèêîì.

1 Êèïåðìàí, Ñåìåí. Íè÷òî ÷åëîâå÷åñêîå: Íàäåæäà Ùóïàê-Øòåéíáåðã è Åâãåíèé
Òàðëå. http://v elelens.livejournal.com/260141.html (ïðîñìîòð 15 èþíÿ 2013)
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Øèðîêóþ èçâåñòíîñòü ïîëó÷èë è ñûí Àäàìà Ëåáåíñîíà, áðàò ìàòåðè
Ìàêñèìèëèàíà Øòåéíáåðãà Ìèõà Èîñåô (Ìèõàë, 1828–1852). Îí áûë
ïîýòîì è ïåðåâîä÷èêîì è áåçóêîðèçíåííî âëàäåë íå òîëüêî èâðèòîì, íî
è ðóññêèì, íåìåöêèì, ôðàíöóçñêèì, ïîëüñêèì ÿçûêîì. Ñâîè ïåðâûå
ïåðåâîäû ñ íåìåöêîãî îí ñäåëàë â äâåíàäöàòèëåòíåì âîçðàñòå. Íà èâðèò
îí ïåðåâîäèë êëàññèêîâ íåìåöêîé ëèòåðàòóðû – Èîãàííà Âîëüôãàíãà
ôîí Ã åòå è Ôðèäðèõà Øèëëåðà. Ìèõà Ëåáåíñîí ïîëó÷èë ïðåêðàñíîå
îáðàçîâàíèå, ñòðåìèëñÿ ê çíàíèÿì. Äàæå ïîñëå òîãî, êàê ó íåãî áûë îáíà-
ðóæåí òóáåðêóëåç, îí íå ïðåêðàòèë ñâîèõ çàíÿòèé – â 1849 ãîäó ïî ðåêî-
ìåíäàöèè âðà÷åé ïîåõàâ ëå÷èòüñÿ â Áåðëèí, èñïîëüçîâàë ïðåáûâàíèå
òàì äëÿ ïîñåùåíèÿ ëåêöèé Ôðèäðèõà Âèëüãåëüìà Øåëëèíãà. Ïîýòè÷åñ-
êîå íàñëåäèå Ìèõè Ëåáåíñîíà áîãàòî è ñîäåðæàòåëüíî, îíî âíåñëî ñó-
ùåñòâåííûé âêëàä â åâðåéñêóþ ëèòåðàòóðó íà èâðèòå. Åãî ïðîèçâåäåíèÿ
ïåðåâîäèëèñü íà ðóññêèé è ôðàíöóçñêèé ÿçûê, à Îññåé Øòåéíáåðã ïå-
ðåâåë íà íåìåöêèé è èçäàë ñîñòîÿùóþ èç øåñòè ïîýì êíèãó Ìèõè Ëåáåí-
çîíà Ïåñíè äî÷åðè Ñèîíà .

Ìàêñèìèëèàí Øòåéíáåðã â îòöîâñêîì äîìå îò÷åòëèâî îùóùàë äó-
õîâíûå òðàäèöèè ñâîèõ áëèçêèõ, ñëåäîâàë èì. Îí ïðîÿâëÿë ñïîñîáíîñ-
òè â ðàçíûõ îáëàñòÿõ, áëåñòÿùå ó÷èëñÿ, ãèìíàçèþ çàêîí÷èë ñ çîëîòîé
ìåäàëüþ. Ìàêñèìèëèàí íå ïîñëåäîâàë ïî ñòîïàì îòöà, íå ñòàë íè ôèëî-
ëîãîì, íè ñïåöèàëèñòîì èóäàèêè. Çíà÷èòåëüíî áîëüøå åãî ïðèâëåêàëà
ìóçûêà, åé îí óäåëÿë âñå ñâîå ñâîáîäíîå âðåìÿ, æèë åþ. Îí ïîñåùàë
âèëüíþññêóþ ìóçûêàëüíóþ øêîëó Èìïåðàòîðñêîãî ðó ññêîãî ìóçûêàëü-
íîãî îáùåñòâà, ïî êëàññó ñêðèïêè ó÷èëñÿ ó Èëüè Ìàëêèíà, ó êîòîðîãî
ïîçäíåå çàíèìàëèñü òàêæå ßøà Õåéôåö è Ñàøà Øíåéäåð (ñêðèïà÷ ëå-
ãåíäàðíîãî Áóäàïåøòñêîãî êâàðòåòà).

Â øèðîêî èçâåñòíîé àâòîáèîãðàôè÷åñêîé ïîâåñòè Äîðîãà óõîäèò â
äàëü... Àëåêñàíäðû Áðóøòåéí, æèâøåé â Âèëüíþñå â òî æå âðåìÿ, ÷òî è
Ìàêñèìèëèàí Øòåéíáåðã , ñîõðàíèëñÿ åãî îáëèê òîé ïîðû: «Êàê áóäòî
îáûêíîâåííûé ìàëü÷èê, íî çàèãðàë – è ìû âäðóã , íåîæèäàííî äëÿ ñåáÿ,
óâèäåëè åãî íîâûì! ×òî-òî ãëóáîêîå, ñêðûòíî-áëàãîðîäíîå åñòü â åãî
ãëàçàõ, ïîõîæèõ íà áàðõàòèñòûå ëåïåñòêè ñàìûõ òåìíûõ, ïî÷òè ÷åðíûõ
öâåòêîâ «àíþòèíûõ ãëàçîê» [..]. Ìû ìîãëè íå âèäåòüñÿ ãîäàìè, íå ïåðå-
ïèñûâàòüñÿ, íî ñòîèëî íàì âñòðåòèòüñÿ, è ìû ðàäîñòíî îùóùàëè ñâîå
íåèñòðåáèìîå áðàòñòâî: Çàìêîâóþ ãîðó , Áîòàíè÷åñêèé ñàä, «Àíäðåÿ Êî-
æóõîâà»2, ñòóäåí÷åñêèå ãîäû...» (Áðóøòåéí 1969: 590–591).

2 Ïîïóëÿðíûé â òîãäàøíåé ìîëîäåæíîé ñðåäå ðîìàí Ñåðãåÿ Ñòåïíÿêà-Êðàâ-
÷èíñêîãî, â àíãëèéñêîì îðèãèíàëå íàçûâàâøèéñÿ The Career of a Nihilist (Æèçíü
íèãèëèñòà).
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Äåéñòâèòåëüíî, îáðàçû ïåñòðîãî è ìíîãîëèêîãî â íàöèîíàëüíîì è
õóäîæåñòâåííîì îòíîøåíèè ðîäíîãî Âèëüíþñà íàâñåãäà îñòàëèñü â æèçíè
è ïàìÿòè Ìàêñèìèëèàíà Øòåéíáåðãà. Îí ñîõðàíèë íàêîïëåííûé â
Âèëüíþñå èíòåëëåêòóàëüíûé áàãàæ, è ïðèîáðåòåííûé çäåñü ìóçûêàëü-
íûé îïûò ïîçâîëèë åìó óæå ñêîðî óòâåðäèòüñÿ â ìóçûêàëüíîé êóëü òóðå
åãî âðåìåíè.

Ñàíêò-Ïåòå ðáóðã

Â 1901 ãîäó çàêîí÷èâ Ïåðâóþ âèëåíñêóþ ãèìíàçèþ, Øòåéíáåðã
ïîñòóïèë íà Åñòåñòâåííûé ôàêóëü òåò Ñàíêò-Ïåòåðáóðãñêîãî óíèâåðñè-
òåòà è, ñëåäóÿ çîâó ñåðäöà, – â Ñàíêò-Ïåòåðáóðãñêóþ êîíñåðâàòîðèþ.
Íà÷àëñÿ ïåòåðáóðãñêèé ïåðèîä åãî æèçíè.

Â êîíñåðâàòîðèè Øòåéíáåðã ïîñåùàë êëàññû Íèêîëàÿ Ðèìñêîãî-
Êîðñàêîâà, Àíàòîëèÿ Ëÿäîâà è Àëåêñàíäðà Ã ëàçóíîâà. Âåëèêèå ðóññêèå
êîìïîçèòîðû âûñîêî îöåíèëè åãî äàðîâàíèå, ïðî÷èëè åìó áîëüøîé òâîð-
÷åñêèé óñïåõ. Ðèìñêèé-Êîðñàêîâ îñîáî âûäåëÿë Øòåéíáåðãà ñðåäè ñâîèõ
ó÷åíèêîâ, õàðàêòåðèçîâàë åãî êàê «áëèçêîãî ÷åëîâåêà è âåëèêîëåïíîãî
ìóçûêàíòà» (Ðèìñêèé-Êîðñàêîâ 1935: 356), à â âîñïîìèíàíèÿõ Äìèò-
ðèÿ Òîëñòîãî íàõîäèì ñâèäåòåëüñòâî è î òîì, ÷òî «â ïîñëåäíèå ãîäû æèçíè
Í. À. Ðèìñêîãî-Êîðñàêîâà Øòåéíáåðã áûë åãî ëþáèìûì ó÷åíèêîì»
(Òîëñòîé 1995: 161). Ýòî òåì áîëåå ïðèìå÷àòåëüíî, ÷òî îáùåå ÷èñëî âîñ-
ïèòàííèêîâ Ðèìñêîãî-Êîðñàêîâà ïðåâûøàëî äâåñòè ÷åëîâåê, à ïî êðàé-
íåé ìåðå òðîå èç íèõ ñòàëè èçâåñòíåéøèìè êîìïîçèòîðàìè ÕÕ âåêà –
ýòî Èãîðü Ñòðàâèíñêèé, Ñåðãåé Ïðîêîôüåâ è Îòòîðèíî Ðåñïèãè.

Ñòîëü âûñîêàÿ îöåíêà è âíóòðåííÿÿ òÿãà ïîáóäèëè Øòåéíáåðãà
ïîëíîñòüþ ïîñâÿòèòü ñåáÿ ìóçûêàëüíîìó èñêó ññòâó. Õîòÿ â 1907 ãîäó îí
óñïåøíî çàâåðøèë îáó÷åíèå â Ñàíêò-Ïåòåðáóðãñêîì óíèâåðñèòåòå (ïî-
ëó÷èâ äàæå íàãðàäó ïî ãèñòîëîãèè), ê òîìó âðåìåíè åãî áóäóùåå óæå áûëî
ïîëíîñòüþ ïðåäîïðåäåëåíî – â 1908 ãîäó çàêîí÷èâ ñ ìåäàëüþ è ïðåìèåé
Ìèõàéëîâñêîãî äâîðöà êîíñåðâàòîðèþ, îí íå ìûñëèë ñâîå æèçíü âíå
ìóçûêè.

Òâîð÷åñêàÿ êàðüåðà Øòåéíáåðãà â ïåòåðáóðãñêèé ïåðèîä ñêëàäû-
âàëàñü î÷åíü áëàãîïðèÿòíî. Åùå áóäó÷è ñòóäåíòîì, îí îáðåë âîçìîæ-
íîñòü ïîçíàêîìèòü ñòîëè÷íóþ ïóáëèêó ñî ñâîèìè ïåðâûìè ñî÷èíåíèÿìè,
åãî òâîð÷åñòâî áûëî î÷åíü áëàãîæåëàòåëüíî âñòðå÷åíî ñëóøàòåëÿìè è
êðèòèêîé. Â ãîä îêîí÷àíèÿ êîíñåðâàòîðèè îí áûë ïðèãëàøåí íà ðàáîòó
â íåé â êà÷åñòâå ïðåïîäàâàòåëÿ, ïðîôåññîðîì ñòàë â 1915 ãîäó. Ïåðåíÿâ
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òðàäèöèè ó÷èòåëåé, â ïåðâóþ î÷åðåäü Ðèìñêîãî-Êîðñàêîâà, Øòåéíáåðã
ñòðîãî ïðèäåðæèâàëñÿ èõ â ñîáñòâåííîì òâîð÷åñòâå, ñòðåìèëñÿ ïðèîá-
ùèòü ê íèì ñâîèõ ó÷åíèêîâ è äîáèëñÿ â ýòîì ìíîãîãî.

Ïåðâûå ñèìôîíè÷åñêèå ïðîèçâåäåíèÿ Øòåéíáåðãà ïîçâîëÿëè âè-
äåòü â íåì ïðîäîëæàòåëÿ ðóññêîé êîìïîçèòîðñêîé øêîëû. Åãî ìóçûêó
èñïîëíÿëè òàêèå ïðîñëàâëåííûå àðòèñòû, êàê Àëåêñàíäð Çèëîòè, Àðòóð
Íèêèø, Àëüáåðò Êîóòñ, Ôåëèêñ Áëóìåíôåëüä, Íàäåæäà Çàáåëà-Âðóáåëü,
Çîÿ Ëîäèé, Êñåíèÿ Äîðëèàê. Î íåì ïèñàëè â ñàìûõ âîñòîðæåííûõ òîíàõ ,
Àëåêñàíäð Ãëàçóíîâ ïîñâÿòèë åìó óâåðòþðó Ïåñíü ñóäüáû.

Ïðî÷íàÿ òâîð÷åñêàÿ ñâÿçü Ìàêñèìèëèàíà Øòåéíáåðãà ñ êîðèôåÿìè
ðóññêîãî ìóçûêàëüíîãî èñêó ññòâà êîíöà XIX – íà÷àëà XX âåêà èìåëà â
åãî æèçíè è íåôîðìàëüíîå, ãëóáîêî ëè÷íîå âûðàæåíèå: â 1908 ãîäó îí
æåíèëñÿ íà äî÷åðè ñâîåãî ó÷èòåëÿ Íàäåæäå Ðèìñêîé-Êîðñàêîâîé. Ýòî
ñîáûòèå ïîëó÷èëî ñâîå ìóçûêàëüíîå  îòðàæåíèå  – îíî ñòàëî ïîâîäîì
äëÿ Èãîðÿ Ñòðàâèíñêîãî, â òå ãîäû áëèçêîãî äðóãà Øòåéíáåðãà, ñî÷è-
íèòü ïî ñëó÷àþ ñâàäüáû êðàñî÷íîå ñèìôîíè÷åñêîå ïðîèçâåäåíèå
Ôåéåðâåðê (Feu dÿartifice, ôàíòàçèÿ äëÿ áîëüøîãî îðêåñòðà, op. 4, 1908),
êîòîðîå áûëî ïîñâÿùåíî ìîëîäûì ñóïðóãàì.

Áîëüøèì ó ñïåõîì Øòåéíáåðãà ñòàë ìóçûêàëüíî-òåàòðàëüíûé òðèï-
òèõ Ìåòàìîðôîçû  ïî Îâèäèþ, ñðåäíÿÿ ÷àñòü êîòîðîãî Ìèäàñ  â 1914 ãîäó
áûëà âêëþ÷åíà â áàëåòíóþ ïðîãðàììó ëåãåíäàðíûõ äÿãèëåâñêèõ Ðóññêèõ
ñåçîíîâ  â Ïàðèæå è Ëîíäîíå. Â ïðîöåññå ðàáîòû íàä ýòèì ñî÷èíåíèåì
Øòåéíáåðã ñáëèçèëñÿ ñ âûäàþùèìèñÿ ïðåäñòàâèòåëÿìè òâîð÷åñêîãî
îáúåäèíåíèÿ Ìèð èñêóññòâ, ïðîíèêñÿ èõ ýñòåòèêîé, îêàçàâøåéñÿ ñîçâó÷-
íîé åãî ñîáñòâåííûì âçãëÿäàì. Ñöåíàðèé áàëåòà ñîâìåñòíî ñ íèì ðàçðà-
áàòûâàë Àëåêñàíäð Áåíóà, âîñòîðãàâøèéñÿ èäåÿìè Øòåéíáåðãà. Ïîñòà-
íîâêó îñóùåñòâëÿëè áàëåòìåéñòåð Ìèõàèë Ôîìèí, ðåôîðìàòîð ðó ññêîãî
áàëåòà, è õóäîæíèê Ìñòèñëàâ Äîáóæèíñêèé; êñòàòè, íåêîòîðûå èç íà-
õîäîê, âîïëîùåííûõ ïðè ïîñòàíîâêå Ìèäàñà , îí âïîñëåäñòâèè ïðèìå-
íÿë â ñâîèõ ïîñòàíîâêàõ â Ã îñóäàðñòâåííîì òåàòðå â Êàóíàñå. Çàãëàâíóþ
ðîëü òàíöåâàëà Òàìàðà Êàðñàâèíà. Â ýòîì áàëåòå Øòåéíáåðã â êà÷åñòâåííî
îáíîâëåííîì âèäå êàê áû âîññîçäàë îáðàçû äðåâíåãî ìèðà, êîòîðûìè
áûë ïðîíèêíóò âèëüíþññêèé äîì åãî îòöà.

Îêóíóâøèñü â áîãàòóþ ñîáûòèÿìè õóäîæåñòâåííóþ æèçíü Ñàíêò-
Ïåòåðáóðãà, Øòåéíáåðã ñîõðàíèë ïàìÿòü è òåïëûå ÷óâñòâà ê ðîäíîìó
Âèëüíþñó . Îá ýòîì çíàëè åãî äðóçüÿ. Íåò íè÷åãî óäèâèòåëüíîãî â òîì,
÷òî èìÿ åãî ðîäíîãî ãîðîäà âñïëûâàåò â åãî ïåðåïèñêå ñî Ñòðàâèí-
ñêèì:
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«È. Ñòðàâèíñêèé – Ì. Øòåéíáåðãó
[Âèëüíà (Âèëüíþñ)]
[11 (24) àïðåëÿ 1908]
Ìèëûé è äîðîãîé Ìàêñèìèëèàí,
Øëþ òåáå ñâîé ïîêëîí ñ òâîåé ðîäèíû. Ò û â÷åðà ìíå òùåòíî òó-

æèëñÿ ãîâîðèòü ïî òåëåôîíó , èáî ÿ íå áûë äîìà. Î÷åíü æàëêî.
Òâîé Èãîðü Ñòðàâèíñêèé» 3.

Ñ Ñàíêò-Ïåòåðáóðãîì ñâÿçàíû íàèáîëåå ñ÷àñòëèâûå è ïëîäîòâîð-
íûå ãîäû Øòåéíáåðãà. Çäåñü îí ïîâåðèë â ñåáÿ, ñóìåë ñåáÿ ðåàëèçîâàòü,
ïî÷óâñòâîâàòü ðàäîñòü ïåðâîãî áîëüøîãî òâîð÷åñêîãî ó ñïåõà.

Ïåòðîãðàä/Ëå íèíãðàä

Ïåðåëîìíûì äëÿ Øòåéíáåðãà, êàê è äëÿ âñåé ðó ññêîé êóëüòóðû, ñòàë
1917 ãîä. Øòåéíáåðã âïîëíå ìîã áû ïðîèçíåñòè ñëîâà õóäîæíèêà Ìñòèñ-
ëàâà Äîáóæèíñêîãî, êàê è îí, â þíîñòè æèâøåãî â Âèëüíþñå, à çàòåì
ïîçíàâøåãî òâîð÷åñêèé ó ñïåõ â Ñàíêò-Ïåòåðáóðãå:

«ß ïåðåæèë â Ïåòåðáóðãå âñå ðåâîëþöèîííûå ãîäû. Ñ ðåâîëþöèåé
1917 ãîäà Ïåòåðáóðã êîí÷èëñÿ. Íà ìîèõ ãëàçàõ ãîðîä óìèðàë ñìåðòüþ
íåîáû÷àéíîé êðàñîòû, è ÿ ïîñòàðàëñÿ ïîñèëüíî çàïå÷àòëåòü åãî ñòðàø-
íûé, áåçëþäíûé è èçðàíåííûé îáëèê. Ýòî áûë ýïèëîã âñåé åãî æèçíè –
îí ïðåâðàùàëñÿ â äðóãîé ãîðîä – Ëåíèíãðàä, óæå ñ ñîâåðøåííî äðóãèìè
ëþäüìè è ñîâñåì èíîé æèçíüþ» (Äîáóæèíñêèé 1987: 23).

Êàê è ìíîãèå ïðåäñòàâèòåëè èíòåëëèãåíöèè ñâîåãî ïîêîëåíèÿ,
Øòåéíáåðã ñêîðî ðàçî÷àðîâàëñÿ â ïóòè, ïî êîòîðîìó ïîøëà Ðîññèÿ. Äå-
ìîêðàòè÷åñêèå óñòðåìëåíèÿ, áëèçêèå ïî÷èòàåìîìó èì Ðèìñêîìó-Êîð-
ñàêîâó è ìíîãèì èç òåõ, êòî îêðóæàë åãî â äîðåâîëþöèîííûå ãîäû, îêà-
çàëèñü äàëåêè îò ïîñëåðåâîëþöèîííîé äåéñòâèòåëüíîñòè. «Êîðîòêàÿ
âñïûøêà ðåâîëþöèîííîãî ðîìàíòèçìà ñìåíèëàñü íåïðèÿòèåì èçìåíèâ-
øåéñÿ äåéñòâèòåëüíîñòè. Áåçâåðèå â ñèëó ñîöèàëüíûõ ïðåîáðàçîâàíèé
ñïðîâîöèðîâàëî “âíóòðåííþþ ýìèãðàöèþ” õóäîæíèêà, îçíà÷àþùóþ
îòêàç îò ïðèçíàíèÿ îôèöèàëüíîé ïðîëåòàðñêîé ýñòåòèêè,» òàê îïðåäå-
ëèëà îòíîøåíèå Øòåéíáåðãà ê ïðîèñõîäÿùèì ïðîöåññàì èññëåäîâàòåëü
åãî òâîð÷åñòâà Îêñàíà Ëóêîíèíà (Ëóêîíèíà 2013: 24–25).

3 Ñòðàâèíñêèé Èãîðü Ôåäîðîâè÷ . Ïèñüìà 1888 – 1911. http://andron.sitecity.ru/
ltext_3101202117.phtml?p_ident=ltext_3101202117.p_3101205048 (ïðîñìîòð 20àï-
ðåëÿ 2013)
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Íîâûå âëàñòè ÷óâñòâîâàëè òàêîå îòíîøåíèå è ñî ñâîåé ñòîðîíû òàê-
æå ñ ïîäîçðåíèåì ñìîòðåëè íà êîìïîçèòîðà – äëèòåëüíîå âðåìÿ åãî
ìóçûêà íå ïóáëèêîâàëàñü è íå èñïîëíÿëàñü. «Ïîñëå Îêòÿáðüñêîé ðåâî-
ëþöèè ïðîèçâåäåíèÿ Øòåéíáåðãà ïðè÷èñëÿëèñü ê ðóäèìåíòàì “ñòàðîãî
ðåæèìà” , à ñàì ìàñòåð âîñïðèíèìàëñÿ â ðàìêàõ îôèöèàëüíîé èäåîëî-
ãèè êàê ïðåäñòàâèòåëü êîíòððåâîëþöèîííîãî äâîðÿíñêîãî êëàññà, ïîä-
ëåæàùåãî ëèêâèäàöèè» (Ëóêîíèíà 2013: 7).

Áëèçêèå Øòåéíáåðãó ëþäè ïîêèäàëè Ðîññèþ. Þðãèñ Êàðíàâè÷þñ
(Þëèé Êàðíîâè÷, Jurgis Karnavièius), áëèçêèé äðóã Øòåéíáåðãà, åãî îä-
íîêëàññíèê ïî âèëüíþññêîé ãèìíàçèè, ïîçäíåå åãî æå ñòóäåíò â Ñàíêò-
Ïåòåðáóðãñêîé êîíñåðâàòîðèè è, íàêîíåö, êîíñåðâàòîðñêèé êîëëåãà,
÷åëîâåê, ñ ñåìüåé êîòîðîãî â ãîäû ãðàæäàíñêîé âîéíû îí äåëèë êâàðòèðó
â Ïåòðîãðàäå, ïèñàë åìó , ÷òî ëîãèêà è èíñòèíêò çàñòàâëÿþò ëþäåé ýìèã-
ðèðîâàòü òîãäà, êîãäà çåìëÿ ïåðåñòàåò ðîäèòü õëåá, êîãäà æåëàíèå çàíè-
ìàòüñÿ ìóçûêîé âûçûâàåò ïðîñòî ñìåõ (Burokait ë 2004: 126). Êàðíàâè÷þñ,
âïîñëåäñòâèè ñòàâøèé èçâåñòíûì ëèòîâñêèì êîìïîçèòîðîì, ïîêèíóë ñ
ñûíîì Ïåòðîãðàä â 1927 ãîäó , åãî æåíà, ïåâèöà Íèíà Êàðíàâè÷åíå (Âî-
ðîòíèêîâà), íå ó ñïåâøàÿ âîâðåìÿ ñ ñåìüåé ó åõàòü èç áîëüøåâèñòñêîé Ðîñ-
ñèè, áûëà ñîñëàíà èç Ïåòðîãðàäà â Ñàðàòîâ, è ëèøü â 1936 ãîäó, áëàãîäàðÿ
óñåðäèþ è òðåáîâàòåëüíîñòè ëèòîâñêîãî ïîñëà â Ìîñêâå ïîýòà Þðãèñà
Áàëòðóøàéòèñà (Jurgis Baltruðaitis), åé óäàëîñü âîññîåäèíèòüñÿ ñ ñåìüåé.

Ìûñëè îá îòúåçäå ïîñåùàëè è Øòåéíáåðãà. Â 1921 ãîäó îí ïûòàëñÿ
âûÿñíèòü ó ßçåïà Âèòîëà, ê òîìó âðåìåíè ðåêòîðà Ëàòâèéñêîé êîíñåð-
âàòîðèè, âîçìîæíî ëè åìó ïåðåáðàòüñÿ â Ðèãó (Äàðêåâèö 1969: 285). Åñëè
âäóìàòüñÿ, óæå ñàìà ïî ñåáå ìûñëü îñòàâèòü Ïåòðîãðàä, íà÷àòü âñå ñ íà-
÷àëà äîëæíà áûëà áûòü êðàéíå áîëåçíåííîé äëÿ Øòåéíáåðãà. Íî îí íå
ìîã èíà÷å – îêðóæàþùàÿ äåéñòâèòåëüíîñòü ñòàíîâèëàñü âñå áîëåå ÷óæ-
äîé åìó . Äàæå êîíñåðâàòîðèÿ ïåðåñòàëà áûòü òèõîé çàâîäüþ. «[..] ó íàñ â
êîíñåðâàòîðèè öàðèò ïîëíûé õàîñ ,» â 1924 ãîäó äåëèëñÿ îí ñâîèìè ìûñ-
ëÿìè âñå ñ òåì æå Âèòîëîì (Äàðêåâèö 1969: 293).

Âñå æå Øòåéíáåðã íàøåë â ñåáå ñèëû ïåðåáîðîòü íåáëàãîïðèÿòíûé
âåêòîð ðàçâèòèÿ ñèòóàöèè è ïðîäîëæèòü òâîð÷åñêóþ äåÿòåëüíîñòü. Îíà
áûëà ðàçíîîáðàçíîé è ïëîäîòâîðíîé. Íå áóäó÷è â ñîñòîÿíèè îñïîðèòü
íåãëàñíûé çàïðåò íà òâîð÷åñòâî, îí íàøåë ñåáÿ â äðóãèõ îáëàñòÿõ. Â ïåð-
âóþ î÷åðåäü ýòî áûëà ìóçûêàëüíàÿ ïåäàãîãèêà. Â ýòîé ñôåðå çàñëóãè
Øòåéíáåðãà ñîâåðøåííî èñêëþ÷èòåëüíû. Ïî÷òè ÷åòûðå äåñÿòèëåòèÿ
ïðåïîäàâàÿ â Ñàíêò-Ïåòåðáóðãñêîé / Ïåòðîãðàäñêîé / Ëåíèíãðàäñêîé
êîíñåðâàòîðèè, îí î÷åíü ìíîãî âðåìåíè è ýíåðãèè óäåëÿë ó÷åíèêàì è
ïîäãîòîâèë áîëüøîå ÷èñëî êîìïîçèòîðîâ. Êîíå÷íî, íàèáîëåå èçâåñò-
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íûé ñðåäè íèõ – Äìèòðèé Øîñòàêîâè÷. Î ñâîåì ó÷èòåëå îí ïèñàë: «Ó ÷èëñÿ
ÿ ñ áîëüøèì óâëå÷åíèåì, ÿ áû ñêàçàë, äàæå âîñòîðæåííî. Âñå, ÷åìó ìåíÿ
ó÷èë Øòåéíáåðã, ÿ âîñïðèíèìàë  ñ æàäíîñòüþ, âïèòûâàÿ, êàê ãóáêà, âñå
åãî óêàçàíèÿ è ñîâåòû. Øòåéíáåðã óìåëî è ÷óòêî âîñïèòûâàë â ñâîèõ
ó÷åíèêàõ õîðîøèé âêó ñ. Åìó ÿ ïðåæäå âñåãî îáÿçàí òåì, ÷òî íà ó÷èëñÿ
öåíèòü è ëþáèòü õîðîøóþ ìóçûêó» (ßêîâëåâ  1980: 193).

Íå òîëüêî â ñëîâàõ, íî è â ïîñòóïêàõ Øîñòàêîâè÷à ìîæíî íàéòè
ñâèäåòåëüñòâà åãî óâàæåíèÿ, ëþáâè è áëàãîäàðíîñòè ñâîåìó ó÷èòåëþ. Îá
ýòîì, â ÷àñòíîñòè, ñâèäåòåëüñòâóåò ïîñâÿùåíèå Øòåéíáåðãó Ñêåðöî
fis-moll äëÿ ñèìôîíè÷åñêîãî îðêåñòðà – ïðîèçâåäåíèÿ, îáîçíà÷åííîãî
Øîñòàêîâè÷åì ïåðâûì îïó ñîì . Ýòî ïîñâÿùåíèå î÷åíü çíàìåíàòåëüíî,
èáî Øîñòàêîâè÷, êàê èçâåñòíî, êðàéíå òùàòåëüíî è ñêðóïóëåçíî, îñîáî
íå ñîîáðàçó ÿñü ñ õðîíîëîãèåé, âûáèðàë êîìïîçèöèþ, êîòîðàÿ áûëà áû
«äîñòîéíà» òîãî, ÷òîáû îáîçíà÷èòü åå â êà÷åñòâå ïåðâîãî îïó ñà (Äèãîí-
ñêàÿ 2006). Òî, ÷òî ýòîé êîìïîçèöèåé ñòàëî ïðîèçâåäåíèå, ïîñâÿùåí-
íîå Øòåéíáåðãó , ãîâîðèò ñàìî çà ñåáÿ.

Øòåéíáåðã æèë â òÿæåëûå âðåìåíà. Íà åãî ãëàçàõ ðàçâîðà÷èâàëñÿ
ñòàëèíñêèé òåððîð, çàòðîíóâøèé è áëèçêèõ åìó ëþäåé. Îí î÷åíü äîñ-
òîéíî âåë ñåáÿ â ýòèõ íåïðîñòûõ ó ñëîâèÿõ – íå ïîáîÿëñÿ âñòóïèòüñÿ çà
Øîñòàêîâè÷à, êîãäà ïîñëå ðàçãðîìíîé ðåäàêöèîííîé ñòàòüè Ñóìáóð âìå-
ñòî  ìóçûêè â ãàçåòå Ïðàâäà  (28 ÿíâàðÿ 1936) åãî ó÷åíèê ñòàë îáúåêòîì
íàïàäîê è âîçíèêëà ðåàëüíàÿ óãðîçà íå òîëüêî åãî òâîð÷åñòâó , íî è æèçíè.

Âîçìîæíî, â êàêîé-òî ìåðå îõðàííîé ãðàìîòîé  äëÿ Øòåéíáåðãà ñëó-
æèëî ðîäñòâî ñ âåëèêèì Ðèìñêèì-Êîðñàêîâûì, îäíàêî ýòà çàùèòà áûëà
èëëþçîðíîé. Øòåéíáåðã â ïîëíîé ìåðå îòäàâàë ñåáå îò÷åò â ïðåñòóïíîé
ñóùíîñòè ñòàëèíñêîãî ðåæèìà è îïàñíîñòè, êîòîðîé îí ïîäâåðãàë ñåáÿ,
âñòóïèâøèñü çà òåõ, êòî ïðåñëåäîâàëñÿ âëàñòüþ. Îí, îäíàêî, íå ìîã ïî-
ñòóïèòü èíà÷å, òàêîâà áûëà åãî íàòóðà: «Øòåéíáåðã áûë èñòûé ïåòåð-
áóðæåö, âñåãäà àáñîëþòíî ïðàâäèâ, ÷åñòåí, áëàãîðîäåí, íåëèöåìåðåí ,»
ïèñàë î íåì Äìèòðèé Ò îëñòîé (Òîëñòîé 1995: 161).

Â ýòîì ñìûñëå çíàìåíàòåëüíî, ÷òî ãîòîâíîñòü îòêëèêíóòüñÿ íà áåäû
äðóãèõ áûëà ñåìåéíîé ÷åðòîé Øòåéíáåðãîâ – âèëüíþññêèå êîðíè
èãðàëè çäåñü íå ìåíåå âàæíóþ ðîëü, ÷åì íðàâñòâåííûé êîäåêñ ïåòåð-
áóðæöà. Òàê, ñåñòðà Øòåéíáåðãà, Íàäåæäà Ùóïàê, â òå æå ãîäû ðàçâåð-
íóëà âî Ôðàíöèè êàìïàíèþ â ïîääåðæêó âèäíîãî ðîññèéñêîãî èñòîðèêà
àêàäåìèêà Åâãåíèÿ Òàðëå, àðåñòîâàííîãî è ñîñëàííîãî â íà÷àëå òðèäöà-
òûõ ãîäîâ â Êàçàõñòàí. Ñ Òàðëå åå ñâÿçûâàëà äàâíÿÿ äðóæáà, íà÷àâøàÿñÿ
â íà÷àëå âåêà, êîãäà îíà áûëà ñëóøàòåëüíèöåé Áåñòóæåâñêèõ êóðñîâ â
Ñàíêò-Ïåòåðáóðãå, à îí – ó÷èòåëåì èñòîðèè ýòèõ êóðñîâ. Ïîçäíåå îíè
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ïîääåðæèâàëè äðóæåñêèå è íàó÷íûå ñâÿçè. Â áîðüáå çà ñâîáîäó ðîññèé-
ñêîãî ó÷åíîãî îíà ñïëîòèëà ìíîãèõ ôðàíöóçñêèõ èíòåëëåêòóàëîâ, â òîì
÷èñëå Ðîìåíà Ðîëëàíà è Ýäóàðäà Ýððèî. Â ðåçóëüòàòå îáùèõ óñèëèé Òàðëå
áûë îñâîáîæäåí 4.

Çàêëþ÷åíèå

Èñòîðèÿ èñêóññòâà ÿâëÿåò ñîáîé çàìûñëîâàòóþ àðàáåñêó ðàçíîîá-
ðàçíûõ ñâÿçåé è ïåðåñå÷åíèé. Â ýòîì ñìûñëå æèçíü è òâîð÷åñòâî Ìàê-
ñèìèëèàíà Øòåéíáåðãà ÿâëÿåòñÿ ñâèäåòåëüñòâîì òîãî, êàê ñìåíà ìåñòà
è òå÷åíèå âðåìåíè, âûðàæàþùååñÿ â èñòîðè÷åñêèõ êàòàêëèçìàõ, êà÷å-
ñòâåííûì îáðàçîì ìåíÿþò ñóäüáó õóäîæíèêà.

Ðîäíîé Âèëüíþñ, ãäå ïðîøëî äåòñòâî è þíîøåñòâî Øòåéíáåðãà,
äàë åìó ýëèòàðíîå îùóùåíèå áîãàòîé èíòåëëåêòóàëüíîé ñðåäû; Ñàíêò-
Ïåòåðáóðã îáîãàòèë ðàäîñòüþ ñîïðèêîñíîâåíèÿ, îò÷àñòè è ñîïðè÷àñò-
íîñòè ñ ýïîõîé Ñåðåáðÿíîãî âåêà – âðåìåíåì íåáûâàëîãî ïîäúåìà ðó ñ-
ñêîé êóëüòóðû; ïîñëåäóþùèå äåñÿòèëåòèÿ ïîäòîëêíóëè ê ñîõðàíåíèþ è
ñòðîãîìó ñîáëþäåíèþ òðàäèöèé êàê âîçìîæíîñòè â ýòîì ïåðåìåí÷èâîì
ìèðå îïåðåòüñÿ íà ðàç è íàâñåãäà óñòîÿâøèéñÿ ïîðÿäîê, óòâåðäèëè ïî-
íèìàíèå ýòè÷åñêèõ è ýñòåòè÷åñêèõ íîðì – îí òâåðäî çíàë, ÷òî õîðîøî,
à ÷òî ïëîõî è â èñêó ññòâå, è â æèçíè.

Ñóäüáà ðàñïîðÿäèëàñü òàêèì îáðàçîì, ÷òî Øòåéíáåðã îêàçàëñÿ íà
ðóáåæå ñîâåðøåííî ðàçíûõ ýïîõ è ðàçíûõ ìèðîâ. Â åãî æèçíè ïðîøëîå
è íàñòîÿùåå ñëèëèñü âîåäèíî, è ó÷èòûâàÿ, ñêîëüêèõ ìîëîäûõ ìóçûêàí-
òîâ îí ïîäãîòîâèë, ìîæíî ñìåëî óòâåðæäàòü, ÷òî åìó óäàëîñü âîçâåñòè
ìîñò ìåæäó èñêó ññòâîì â÷åðàøíèì è ñåãîäíÿøíèì.

Âîñïðèÿòèå äåëà æèçíè õóäîæíèêà ÷àñòî íå ïîääàåòñÿ ëîãèêå ëè-
íåéíîãî èçìåðåíèÿ. Ýòî î÷åâèäíî è â îòíîøåíèè Øòåéíáåðãà. Ñ îäíîé
ñòîðîíû, ìîæåò êàçàòüñÿ, ÷òî åãî òâîð÷åñêàÿ ñóäüáà ñëîæèëàñü äîñòà-
òî÷íî òðàãè÷åñêè – ïîçíàâ â ñàìîì íà÷àëå êàðüåðû áîëüøîé ó ñïåõ, â
äàëüíåéøåì îí âèäåë, êàê îíà òåðÿåò ñâîþ ñòðåìèòåëüíîñòü è ãàñíåò . Ñ
äðóãîé ñòîðîíû, òî÷êà îòñ÷åòà ìîæåò áûòü ñîâåðøåííî èíîé è åãî ñóäüáà
ïîêàçàòüñÿ çàâèäíîé – íà ïðîòÿæåíèè âñåé æèçíè îí áûë ðÿäîì ñ òåìè,
êòî îïðåäåëÿë òðàåêòîðèþ èñòîðèè ìóçûêè è íûíå âîñïðèíèìàþòñÿ êàê
âåëèêèå òâîðöû èñêóññòâà ñâîåãî âðåìåíè, îí è ñàì âñåãäà áûë â öåíòðå
ñîáûòèé, îñòàâèë íà íèõ ñâîé ñëåä. Òàêîâà ïàðàäîêñàëüíàÿ ñóùíîñòü
ñóäüáû ýòîãî ìóçûêàíòà.

4 Êèïåðìàí, Ñåìåí. Íè÷òî ÷åëîâå÷åñêîå: Íàäåæäà Ùóïàê-Øòåéíáåðã è Åâãåíèé
Òàðëå. http://v elelens.livejournal.com/260141.html (ïðîñìîòð 15 èþíÿ 2013)
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Place and Time as Factors of the Artistic Biography
of Maximilian Steinberg

Leonidas Melnikas

Summary

The creative work of a musician is always tightly connected with the
era and artistic environment in which he works. Interacting with the environ-
ment forms a system of values, determines the modes of thinking, and molds
the key qualities of an artist’s creative vision of the world. For Maximilian
Steinberg, a talented composer and a sensitive, superbly competent peda-
gogue, Vilnius and St. Petersburg/Petrograd/Leningrad, formed such an
environment. They formed his character and provided signposts which guided
him throughout his life. In turn, the era with which he is inextricably con-
nected is the first half of the 20th century, with its revolutions, wars, violence
and suffering. From this point of view, the place and time certainly were
contradictory and sometimes tragic leitmotifs of his life and work.

Steinberg’s life and creative fortunes reflect the sharp changes constantly
encountered by him. His childhood and youth took place in Vilnius, in the
environment of Jewish intellectuals. Famed rabbis and writers were among
his ancestors; his father was an eminent philologist and commentator on the
language of the Bible. The tensions of modernization, though, were clearly
present in this environment. On the one hand, there were the traditions of
the Lithuanian Jews, adhered to for centuries and constituting the foundation
of their way of life. On the other, were the tidings of Haskala, the Jewish
enlightenment, a sign of a new historical era connected with qualitative
changes in all such traditions. Steinberg’s parents and their generation were
active proponents of the Haskala, and they managed to find their place
between the past and the present. Steinberg and his generation, however,
were placed before a more radical choice. In many ways they severed their
connection with the traditional Jewish way of life. Nevertheless, their tradi-
tions continued, on a subconscious level, to affect their perception of the
world.

In musical terms, the Vilnius years also played a large role in Steinberg’s
future, providing him with the wonderful professional foundations and
knowledge that became crucial to his subsequent dynamic creative growth.

Images of his beloved Vilnius, colorful and multifaceted in both the
national and artistic spheres, forever remained in the life and memory of
Maximillian Steinberg. He retained the intellectual baggage accumulated in
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Vilnius, and the musical knowledge and experience gathered by him there
enabled him quickly to take his due place in the musical culture of his time.

Saint Petersburg opened brand new artistic horizons for Steinberg. This
was the era of an unprecedented growth burst in Russian art. Here, old and
new intertwined into one, creating a fertile soil for artistic activity. Innovative
ideas percolated, finding multifaceted expression in the art of the 20th century.
Steinberg came to be in the very vortex of these events. His closeness to
Nikolai Rimsky-Korsakov and friendship with Igor Stravinsky placed him
strategically at an intersection where, while feeling himself at home amidst
the acknowledged authorities of the Russian musical school, he also moved
among those who spearheaded the paths of its reform.

Saint Petersburg is tied to Steinberg’s happiest and most productive
years. Here he started to believe in himself, was able to realize his potential,
to feel the joy of his first significant artistic success.

The transformation of Saint Petersburg into Petrograd/Leningrad once
again heralded a sharp turn in Steinberg’s fate. Like many representatives of
the intelligentsia of his generation, Steinberg quickly grew disappointed in
the path which Russia seemed to have taken. The democratic yearnings of
many who surrounded him, including his idol and mentor Rimsky-Korsakov,
turned out to be far from post-revolutionary reality. People close to Steinberg
were leaving Russia.

Nonetheless Steinberg found the strength to continue with artistic work
despite the unpromising vector of development in the situation. His work
was multifaceted and productive. Unable to challenge the unspoken prohi-
bition on creative activity, he found professional satisfaction in other areas,
first and foremost in musical pedagogy. He became a wonderful teacher,
with Dmitry Schostakovich his most famous student.

The perception of the life’s work of an artist often cannot be subjected
to the logic of a linear measure. This is also true with respect to Steinberg.
On the one hand, his creative fate may seem to have turned out to be rather
tragic. Having known great success at the very beginning of his career, in
the future he saw his promise lose its momentum and dim. On the other
hand, it is possible to choose an entirely different starting point for an assess-
ment. From this point, Steinberg’s fate can seem enviable. Throughout his
life he was close to the people who determined the trajectory of the history
of music – the people who are now perceived as the greatest creators of art
of their time. Steinberg himself was always in the center of these events and
left his imprint on them. This is the paradoxical essence of the fate of this
musician.
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K e y  w o r d s :  Maximilian Steinberg, first half of the 20 th century,
Vilnius, St. Petersburg, Leningrad, Nikolai Rimsky-Korsakov, Igor Stra-
vinsky, Dmitry Schostakovich.
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Klavieru trio muzicçðanas tradîcijas
Latvijas brîvvalstî (1918–1940)

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

Latvijas pirmâs brîvvalsts izveidoðanâs (1918) savulaik iezîmçja pavçr-
sienu visâs mûzikas dzîves jomâs. Viena no bûtiskâkajâm tâ izpausmçm:
bijuðâ Rîgas Pilsçtas (Vâcu) teâtra un privâto mûzikas skolu vietâ priekðplânâ
izvirzîjâs jauni mûzikas dzîves centri – divas Latvijas valsts subsidçtas un
jebkurai kultûrtautai bûtiskas institûcijas. Viena no tâm bija nacionâlais
operteâtris1, kura paspârnç jau kopð 1918. gada nogales noritçja ne vien
operizrâdes, bet arî intensîva simfoniskâs un kamermûzikas2 dzîve. Savukârt
par otru centru kïuva nacionâlâ mûzikas augstskola – 1919. gada beigâs
dibinâtâ Latvijas Konservatorija.

Raksta mçríis ir atklât, kâdu attîstîbu ðajos jaunajos apstâkïos piedzîvoja
viena no kamermuzicçðanas pamatformâm – klavieru trio. Uzmanîbas centrâ
bûs gan atseviðíi ansambïi un to ieguldîjums mûzikas dzîvç, gan arî zîmîgâkâs
repertuâra vadlînijas. Tâdçjâdi raksts turpina iepriekðçjos krâjumos aizsâkto
(Pçtersone 2012, 2013), Latvijas klavieru trio vçsturei veltîto publikâciju virkni.

Pçtot 20.–30. gadu koncertprogrammas, redzam, ka tajâs krietni bieþâk
nekâ jebkad agrâk minçti latvieðu tautîbas komponisti, solisti un kamermû-
ziíi, tomçr nebût nevar apgalvot, ka viòi pilnîbâ izspiestu no Rîgas mûzikas
dzîves tajâ agrâk dominçjoðos cittautieðus. Gluþi otrâdi – jo îpaði instrumen-
tâlâs kamermûzikas sfçrâ vçrojams, ka latvieðu mâkslinieki nereti iesaistîjuðies
ansambïos kopâ ar cittautu mûziíiem, kuru bijis daudz gan Nacionâlâs operas
oríestrî, gan arî Konservatorijas mâcîbspçku vidû.

Kâdu laiku kamermûzikas vakari regulâri rîkoti gan operteâtrî, gan
(kopð 1919) Konservatorijas paspârnç. Tomçr ilgstoðâkâ periodâ operteâtrim
ðâda spçku sadale acîmredzot kïuvusi apgrûtinoða, un pçc 1921. gada 27.feb-
ruâra tâ darbîba regulâru kamerkoncertu organizçðanâ apsîkusi. Tieði Kon-

1 Nosaukumi sâkumperiodâ bijuði mainîgi: Latvju opera (1918), Padomju Latvijas
opera (1919. gada sâkumâ, boïðeviku varas periodâ), tad atkal Latvju opera un
kopð 1919. gada nogales Latvijas Nacionâlâ opera.

2 Plaðu informâciju par operteâtra rîkotajiem kamerkoncertiem sniedz Antras
Jankavas (Bigaèas) maìistra diplomreferâts (Jankava 2009).
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servatorija turpmâk, lîdz pat brîvvalsts pastâvçðanas beigâm, bijis galvenais
kamermûzikas dzîves centrs; tâs paspârnç atskaòoti pirmie trio þanra jaun-
darbi (Jâòa Mediòa, Jâòa Íepîða, Paulas Lîcîtes sacerçjumi3) un savu darbîbu
izvçrsis izcili augstas klases ansamblis – Vîtola trio . Tas noticis 30. gados –
laikmetâ, kuru var uzskatît par latvieðu klavieru trio attîstîbas pirmo kul-
minâciju; taèu, iekams pievçrðamies ðim periodam, izvçrtçsim arî, kâ veidojies
ceïð lîdz tam.

Brîvvalsts pastâvçðanas sâkumposmâ Nacionâlâs operas un Latvijas
Konservatorijas koncertos lielâkoties muzicçja stîgu kvarteti. Operas kvartetâ
tolaik spçlçja Alberts Bçrziòð (pirmâ vijole), Verners Taube (otrâ vijole),
Jânis Smiltiòð (alts) un Vladimirs Ciganovs (Âëàäèìèð Öûãàíîâ, èells). Savu-
kârt Konservatorijas kvartetâ sâkotnçji muzicçja, attiecîgi, Jânis Lazdiòð,
Edmondo Luèîni (Edmondo Luccini), Augusts Jungs (August Jung) un Alfrçds
Ozoliòð4. Uz ðo kvartetu bâzes ik pa laikam izveidojâs arî kâds klavieru trio;
parasti gan tâ darbîba aprobeþojâs tikai ar vienu lîdz trim koncertiem. Pianisti–
sadarbîbas partneri – visbieþâk bija Pauls Ðûberts, Ludmila Gomane-Dom-
brovska, Bonifâcija Roge un Helçna Gubene-Zandere. Lûk, daþi no program-
mâs minçtajiem sastâviem:
— Pauls Ðûberts – Alberts Bçrziòð – Alfrçds Ozoliòð (1920. gada 18.jan-

vâris, 6. aprîlis),
— Ludmila Gomane-Dombrovska – Arvîds Norîtis – Vladimirs Ciganovs

(1920. gada 19. novembris, 17. decembris; 1921. gada 21. janvâris),
— Pauls Ðûberts – Âdolfs Mecs – Vladimirs Ciganovs (1923. gada

16. marts).
Zîmîgu liecîbu par trio vietu kamermûzikas dzîvç sniedz Jûlija Sproìa

apkopotâ statistika. Tâ publicçta 1920. gada laikraksta Latvijas Kareivis
74. numurâ un raksturo 1919./1920. gada sezonu, taèu atspoguïo daþâdu
þanru proporcijas, kas raksturîgas 20. gadu pirmajai pusei kopumâ. Proti,
abu kvartetu (Latvijas Konservatorijas un LNO) rîkotajos koncertos izska-
nçjuði 18 stîgu kvarteti, pieci klavieru trio, divi kvinteti ar pûðaminstrumen-
tiem un viens klavieru kvartets (Sproìis 1920).

3 Vçl agrâk (gads nav zinâms) tapis vienîgi Nikolaja Alunâna Klavieru trio (Straume
1926: 75), kurð nav saglabâjies, un nav arî ziòu par tâ atskaòojumiem.

4 Kvarteta sastâvs ir pastâvîgi mainîgs: no 1920. gada novembra pirmais vijolnieks
ir Arvîds Norîtis, no 1921. gada novembra – V. Zamiko ( Â. Çàìûêî ), no 1922. gada
novembra – Âdolfs Mecs (Adolph Metz); otro vijolnieku Edmondo Luèîni no 1920. gada
novembra nomaina Aleksandrs Arnîtis (pilnâ uzvârdâ Arnis-Arnîtis), epizodiski arî
Eduards Vînerts. Altists Augusts Jungs savas pozîcijas gan saglabâ nemainîgas, bet
ðî kvarteta èellisti ir Alfrçds Ozoliòð un Vladimirs Ciganovs.
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Pçtot koncertprogrammu veidoðanas principus, redzams, ka ïoti izplatîts
bijis ðâds modelis: malçjie skaòdarbi ir stîgu kvarteti, bet kâ vidçjais (otrais)
priekðnesums izskan klavieru trio5. Repertuâra izvçles ziòâ interpreti bijuði
samçrâ konservatîvi – nav tiekuðies meklçt jaunus, mazdzirdçtus skaòdarbus
un galvenokârt pievçrsuðies pârbaudîtâm pagâtnes vçrtîbâm, proti, klasiíu
un romantiíu mûzikai: programmâs sastopam gan Johannesa Brâmsa (H
dur op. 8) un Franèa Ðûberta (B dur op. 99), gan arî Pçtera Èaikovska (a moll
op. 50) un Antona Arenska (d moll  op. 32) trio. Tomçr visbieþâk skançjuði
Ludviga van Bçthovena trio6. Tendence aprobeþoties galvenokârt ar þanra
klasikas stûrakmeòiem Latvijas klavieru trio vidç dominçjusi visâ 20. gadu

gaitâ. Tikai vçlâk, 30. gados, to
mainîjis Vîtola trio .

Tieði uz Konservatorijas stîgu
kvarteta bâzes 1923. gadâ izvei-
dojies pirmais regulâri muzicç-
joðais Latvijas brîvvalsts klavieru
trio – jaunieðu ansamblis, kura
koncertdarbîbai bijis lemts nepil-
nus vienpadsmit gadus ilgs mûþs,
lîdz pat pianistes traìiskajai nâvei
1934. gada 9. februârî. Ðajâ ansam-
blî spçlçjuði toreizçjie divdesmit-
gadnieki – pianiste Lilija Kalniòa
(vçlâk Kalniòa-Ozoliòa, 1903–
1934), vijolnieks Arvîds Norîtis
(1902–1981) un viòu nedaudz
vecâkais kolçìis, èellists Alfrçds
Ozoliòð (1895–1986)7.

1923. gada 19. oktobrî ðî
trijotne Rîgas koncertdzîvç aizsâ-
kusi jaunu tradîciju – sonâðu un

5 Piemçram, 1921. gada 18. martâ 5. kamermûzikas vakarâ izskan Fçliksa Men-
delszona Stîgu kvartets op. 44 nr. 2, Roberta Ðûmaòa Klavieru trio op. 63 un pçc
starpbrîþa – Kloda Debisî Stîgu kvartets op. 10.

6 Vispopulârâkie to vidû bijuði trio c moll op. 1 nr. 3, D dur  op. 70 nr. 1 un B dur
op. 97.

7 Pianiste Lilija Kalniòa-Ozoliòa klavierspçli apguvusi pie Ludviga Bçtiòa. Strâ-
dâjusi par koncertmeistari Rîgas Radiofonâ, uzstâjusies gan solo, gan daþâdu kamer-

1. attçls. Klavieru trio ansamblis:
Arvîds Norîtis, Alfrçds Ozoliòð,

Lilija Kalniòa (vçlâk Kalniòa-Ozoliòa)
(foto no JVLMA bibliotçkas

Attçlu datubâzes)
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trio vakarus8. Komponists un kritiíis Jçkabs Graubiòð (pseidonîms Arnolds)
viòu debiju atzîst par labâko koncertu 1923. gada rudens sezonâ – ne tikai
kamermûzikas dzîves ietvaros (Arnolds 1923). Kâ îpaðu notikumu ðî an-
sambïa raðanos izceï arî Jânis Zâlîtis:

“Gandrîz visa mûsu interese lîdz ðim piekïâvâs vai vienîgi vokâlai mûzi-
kai – dziedâðanai. Ðie mâkslinieki râda nu arî citus ceïus – uz instrumentâlo
mûziku. Konservatorijas kvartets un viòi sekmîgi vairo izpratni kamermûzikâ,
rada instrumentâlâs mûzikas tradîcijas” (Zâlîts 1924).

Visi ansambïa dalîbnieki guvuði plaðu ievçrîbu 20.–30. gadu Rîgas
mûzikas dzîvç arî kâ solisti. Trio atpazîstamîbu visvairâk veicinâja pianiste
L i l i j a  K a l n i ò a - O z o l i ò a – romantiska personîba, kuras attçls, jo îpaði
30. gadu sâkumâ, nereti rotâja þurnâlu (Atpûta, Daile u. c.) lappuses.

Lasot tâlaika presi, brîþam ðíiet, ka interese par mâkslinieces personisko
dzîvi9 aizçnoja viòas pianistisko veikumu; taèu arî tas parasti izpelnîjies

ansambïu sastâvâ. Viòai veltîti vairâki Jâòa Mediòa klavierdarbi – Septîtâ un Astotâ
daina, arî Balâde.

Vijolnieks Arvîds Norîtis ir pirmais neatkarîgajâ Latvijâ akadçmiski izglîtotais
vijolnieks un arî pirmais Latvijas Konservatorijas absolvents (beidzis Edmondo Luèîni
vijoles klasi 1921). 1924. gadâ viòð papildinâjies Parîzç pie franèu vijolnieka Lisjçna
Kapç (Lucien Capet). Norîtis bijis vairâku stîgu kvartetu un citu kameransambïu
pirmais vijolnieks, Latvijas Nacionâlâs operas oríestra vijolnieks tâs darbîbas sâkum-
posmâ, Rîgas Radiofona jaundibinâtâ simfoniskâ oríestra pirmais koncertmeistars,
ievçrojams solists un vijoïspçles pedagogs Latvijas brîvvalstî; ðajâ laikâ aizsâcis arî
diriìenta darbîbu Latvijas Nacionâlajâ operâ, vadot baleta izrâdes. Otrâ pasaules
kara beigu posmâ atstâjis dzimteni un mûþa atlikuðo daïu aizvadîjis Zviedrijâ, kur
turpinâjis aktîvu vijolnieka un pedagoga darbîbu.

Èellists Alfrçds Ozoliòð èella spçles pamatiemaòas ieguvis Rîgâ pie Jâzepa Mediòa
un Oto Fogelmaòa, 1916.–1917. gadâ studçjis Maskavas konservatorijâ pie Alfrçda
fon Glena (Alfred von Glenn), 1920.–1923. gadâ papildinâjies Berlînç pie Hugo
Bekera (Hugo Becker) un Leipcigâ pie Jûliusa Klengeïa (Julius Klengel). Kopð Latvijas
Konservatorijas dibinâðanas Ozoliòð vadîjis èella klasi un spçlçjis Konservatorijas
stîgu kvartetâ, no 1927. gada bijis Rîgas Radiofona oríestra èellu grupas koncert-
meistars, kâ arî Latvieðu mûziíu biedrîbas priekðsçdis. 1944. gadâ devies trimdâ uz
Vâciju, bet 1949. gadâ izceïojis uz ASV, kur 1951.–1955. gadâ darbojies Sirakûzu
Universitâtç kâ pasniedzçjs, savukârt 1955.–1965. gadâ spçlçjis Bufalo simfoniskajâ
oríestrî. Miris Bufalo, ASV.

8 Nosaukums sonâðu un trio vakari sastopams galvenokârt 1923. un 1924. gada
koncertdzîves apskatos, vçlâk jau presç sniegtas atsauksmes vienkârði par trio vaka-
riem (sk., piem., Brçms 1926).

9 Sk. par to arî Ingrîdas Zemzares komentâros Jâòa Mediòa grâmatai Toòi un
pustoòi (Zemzare 1992: 235–238).



81

L. Pçtersone. Klavieru trio muzicçðanas tradîcijas Latvijas brîvvalstî..

kritikas cildinâjumus. Jçkabs Graubiòð
jau 1923. gadâ norâda: “L. Kalniòa izgâ-
jusi priekðzîmîgu skolu pie klavieru liel-
meistara L. Bçtiòa, viòa jâatzîst par visap-
soloðâko no mûsu jaunajiem pianistiem”
(Arnolds 1923). Vairâki recenzenti, pie-
mçram, Jûlijs Ziediòð (-nsch 1923), Jânis
Sudrabkalns (Sudrabkalns 1934), kâ
spilgtu Kalniòas-Ozoliòas spçles iezîmi
min smalku ritma precizitâti. Pianistes
îsâ mûþa noslçgumâ Sudrabkalns sniedz
arî plaðâku viòas radoðâs darbîbas rak-
sturojumu:

“Dzirkstoða tehniska virtuozitâte, sie-
viðíîga grâcija, dzidrs lirisms [..]. Viòas
delikâtums neïâva daþkârt izvirzîties tur,
kur bieþi droði uzstâjâs nevarîgi ïaudis”
(Sudrabkalns 1934).

Vijolnieku A r v î d u  N o r î t i  Jânis
Zâlîtis portretç ðâdi:

“[..] plaðais, droði veidotais, vairâk
cildeni vçsais nekâ silti jûsmîgais tonis

[..] Norîða vijoles valoda neapbur, bet valdzina ar savu tîro un dzedro skaòu
plûsmi. Ne vîna karsta reiba, bet avotu nektâra veldze” (Zâlîts 1923).

Zâlîða pieminçtais Norîða “cildeni vçsais” tonis piesaistîjis arî citu vçr-
tçtâju uzmanîbu – tas reizçm licis pârmest viòam “vienaldzîbu, nepietiekoðu
dedzîbu, aizrautîbas trûkumu” (Arnolds 1923). Taèu, neraugoties uz
iebildçm, jaunais mâkslinieks baudîjis lielu atzinîbu, un to apliecina Jûlija
Ziediòa rakstîtais par Otro sonâðu un trio vakaru 1924. gada 8. februârî
(Roberta Ðûmaòa g moll trio op. 110):

“Norîtis jau sen no kritikas un sabiedrîbas ir atzîts par spçjîgâko un
apdâvinâtâko latvieðu vijolnieku. Pârsteidzoði viòa kristâltîrâ intonâcija,
sulîgais tonis, labâ ritma sajûta” (Ziediòð 1924).

Pieredzçjuðâkâ trio dalîbnieka, èellista A l f r ç d a  O z o l i ò a , spçles rak-
sturiezîmju vidû Zâlîtis izceï “atturîgu eleganci un îstu mâkslas nosvçrtîbu.
Viòa lociòa vilcieni slaidi, mierîgi un seviðíi labi atbilst kantilçnes prasîbai”
(Zâlîts 1923). Savukârt Jçkabs Graubiòð par Ozoliòa spçles stipro pusi atzîst
dziïu lirismu un emocionalitâti, kas, iespçjams, bija zinâms pretstats Arvîda
Norîða spçles veidam:

2. attçls. Pianiste
Lilija Kalniòa-Ozoliòa

(attçls no þurnâla Atpûta 442.
numura 1933. gada 21. aprîlî)
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“[..] brîniðís siltums dveð [..] no èella zem Ozoliòa glâstoðâ lociòa. [..]
radniecîgâkais, tuvâkais (lirisms) atdarinâs viòa spçlç ar lielâku pilnîbu nekâ
pârçjais. Tas arî citâdi nevar bût: ðíietama vispusîba bieþi vien ir indiferen-
tisma pazîme. [..] Bezbçdîba, bravûra, kas prasa izpildîjumu “con brio”,
Ozoliòa stiprâ puse nekad nebûs. Tas, zinâms, nenozîmç, ka mâkslinieks
nebûtu arî ðajâ daïâ parâdîjis savas lielâs spçjas” (Arnolds 1923).

 Ansambïa kopçjo veidolu pçc debijas koncerta ieskicçjis Jânis Zâlîtis:
viòa uztverç ðî trio spçle saistâs ar “dzîviem, gaiðiem mâkslas centieniem,”
tâ ir “pilna rîta rasas [..] dzidra dzestruma. Viòu saule vçl rîta cçlienâ, mçreni
silta, bet spoþa” (Zâlîts 1923).

Raksturojot trio repertuâru, vispirms vçrts citçt Zâlîða vârdus, ko viòð
ansamblim devis ceïamaizei pçc debijas 1923. gadâ ar Brâmsa Klavieru trio
H dur  op. 8:

“Ir taèu bez klasiíiem vçl tik daudz brîniðías mûzikas, par kuru citur
priecâjas un jûsmo” (Zâlîts 1923).

Arî kâds cits, anonîms autors – laikraksta Latvijas Vçstnesis recenzents–
pçc pirmâ koncerta jo îpaði mudina ansambli nodoties jaunu skaòdarbu mek-
lçjumiem, turklât pauþ visai kritisku skatu uz tâlaika Rîgas mûzikas dzîvi:

“Un katrâ ziòâ koncertos nepiecieðami dodams vârds jaunâs mûzikas
priekðstâvjiem; koncertu dzîvç esam pusgadu-simtu nopakaï vakarzemju
kultûrai. [..] Bûtu patîkami, ja jaunâ ansambïa attîstîba ietu tieði jaunâs mû-
zikas kultivçðanâ un popularizçðanâ mûsumâjâs. Klasiíiem mums pastâv
ansamblis, kura mçríis vairâk seno tradîciju glabâðana10: jauniem jaunus
ceïus lauzt” (-ans 1923)11.

Neraugoties uz ðiem mudinâjumiem, arî Kalniòas-Ozoliòas – Norîða –
Ozoliòa trio repertuâra izvçlç lielâkoties aprobeþojies ar 19. gadsimta mûziku.

10 Tâ kâ cita regulâri koncertçjoða klavieru trio tolaik Latvijâ nebija, visticamâk,
runa ir par Latvijas Konservatorijas stîgu kvartetu.

11 Interesanti atzîmçt, ka vienlaikus presç sastopam arî pretçjus viedokïus – tas
liecina, ka modernismam Rîgas mûzikas aprindâs tolaik bijuði gan kaismîgi aizstâvji,
gan pretinieki. Raksturojot 1923. gada 19. oktobra sonâðu un trio vakara programmu,
laikraksta Latvijas Sargs recenzents Jûlijs Ziediòð raksta: “Sezârs Franks, R. Ðtrauss
un J. Brâmss pieskaitâmi pie labâkiem kamermûzikas radîtâjiem. Tikai jaunie mâk-
slinieki jâbrîdina no pârâk krasas novirzîðanâs no klasiíiem uz modernistiem. Tas
nu gan pagaidâm vçl nav vçrojams, bet viena, otra tendenc[e], mûziíu un apmeklçtâju
grupa uz to viòus skubinât skubina. [..] Protams, lai neiestâtos zinâms sastingums,
jeb vienpusîba, ar laiku varçtu pasniegt vienu otru gabalu no tâ saucamâs “jaunâs”
mûzikas. Bet tieði nodoties viòas popularizçðanai un kultivçðanai, pagaidâm pie mums
varçtu rasties visai nevçlamas sekas” (-nsch 1923).
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Tomçr uzmanîbu piesaista kâda iezîme, kas pieðíir savdabîbu jauno mûziíu
koncertprogrammâm: lîdzâs vâcu mûzikai (Bçthovena Trio c moll op. 1 nr. 3,
jau pieminçtie Brâmsa, Ðûmaòa trio) otra prioritâte ansamblim bijusi franèu
skaòumâksla. Programmâs iekïauts Sezâra Franka Trio fis moll  op. 1 nr. 1
(1924, 14. oktobrî) un Vensâna d’Endî Trio B dur op. 29 (1924, 9. aprîlî).
Iespçjams, ka interesi par franèu mûziku rosinâjuðas Norîða studijas Parîzç.
Vienlaikus ðeit izpauþas jauna paradigma, kas, pçc vçsturnieku atziòas, rak-
sturîga 20.–30. gadu Latvijas kultûrai kopumâ – proti, agrâko orientâciju
uz Vâciju un Krieviju jaundibinâtajâ Latvijas brîvvalstî (iespçjams, arî, lai
garîgi atbrîvotos no iepriekð tik stiprâs abu lielvaru ietekmes) nomaina dziïa
interese par franèu kultûru, tiekðanâs uz Parîzi kâ uz modernâs Eiropas centru12.
Par to raksta, piemçram, Benita Smilktiòa (Smilktiòa 1999: 24). Lai gan an-
sambïa spçle nav fiksçta skaòierakstos, gribçtos paust pieòçmumu, ka arî tâ
spçles manierç, iespçjams, izpaudusies saikne ar franèu mûzikâ dominçjo-
ðajiem estçtiskajiem ideâliem13: par to varçtu liecinât gan Kalniòas-Ozoliòas
“grâcija, dzidrs lirisms [..] apskauþams ritmiskums [..] delikâtums” (Sudrab-
kalns 1934), gan Norîða “cildeni vçsais” tonis un Ozoliòa “atturîgâ elegance”
(Zâlîts 1923).

1924. gadâ Norîtis saòem Kultûras fonda stipendiju mâcîbâm Parîzç.
Pçc ðîm studijâm viòa ceïð periodiski ved gan atpakaï uz Latviju, gan arî uz
Austrâliju, Lietuvu, lîdz tikai 1934. gadâ viòð pavisam atgrieþas Latvijâ.
Tas, protams, kaitç trio muzicçðanas regularitâtei, taèu sadarbîba pilnîbâ
neapsîkst. Gan preses publikâcijas, gan koncertprogrammas liecina, ka
ansamblis turpina uzstâties lîdz pat 1934. gadam, tomçr Norîða prombûtnes
laikâ atseviðíi trio dalîbnieki iesaistâs arî kopspçlç ar citiem tobrîd pazîsta-
miem Rîgas kamermûziíiem. Piemçram, Lilija Kalniòa-Ozoliòa un Alfrçds
Ozoliòð kopâ ar ebreju cilmes vijolnieku Âdolfu Mecu14 1932. gada kamermû-

12 Kamermuzicçðanas jomâ ðo jauno pieeju apliecina arî fakts, ka Vensâna dÿEndî
skaòdarbs Rîgâ pirmoreiz izskançjis jau iepriekð – 5. Operas kamermûzikas koncertâ
1921. gada 27. februârî, Paula Ðûberta, Alberta Bçrziòa un Nikolaja Graudâna
sniegumâ. Viss ðis koncerts bija pilnîbâ veltîts franèu mûzikai – blakus d’Endî arî
Þana Roþç-Dikasa (Roger-Ducasse), Morisa Ravela un Kloda Debisî daiïradei (Valle
1921).

13 Ðie ideâli (skaidrîba, loìika, precizitâte, tieksme nevis uz vçrienu, bet smalki,
filigrâni izstrâdâtâm niansçm) bieþi pieminçti franèu mûzikai veltîtos pçtîjumos.
Daþâdos aspektos tos skâris, piemçram, grâmatas French Pianism autors Èârlzs
Timbrels (Timbrell 1992: 75 u. c.).

14 Âdolfs Mecs (1888–1943) vijoïspçli apguvis Pçterburgas Konservatorijâ pie
profesora Leopolda Auera, papildinâjies pie beïìu vijolnieka un komponista Eþçna
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zikas rîtâ atskaòojuði Pçtera Èaikovska Klavieru trio a moll op. 50 (Graubiòð
1932) – ðis arî ir vienîgais krievu klasikas paraugs ansambïa repertuârâ.

Îpaðu izcçlumu pelnîjis vçl kâds sastâvs – Pauls Ðûberts15, Âdolfs Mecs
un Alfrçds Ozoliòð; lai arî ðâds ansambïa variants izveidojies tikai uz vienu
koncertu, tomçr tieði tas iegâjis vçsturç, pirmoreiz iekïaujot savâ repertuârâ
latvieðu komponista klavieru trio – Jâòa Mediòa Pirmo klavieru trio, kas
pirmatskaòots 1931. gada 20. aprîlî. Ðis darbs sacerçts jau 1930. gadâ un ir
agrînâkais klavieru trio þanra paraugs latvieðu mûzikâ, kurð saglabâjies lîdz
mûsdienâm. Pçc pirmatskaòojuma kritiíi jauno opusu raksturo kâ improviza-
toriska rakstura kompozîciju ar kuplu faktûru un temperamentîgu izstrâdâ-
jumu (Zâlîts 1931). Daþiem recenzentiem gan improvizatoriskums ðíiet
pârmçrîgs: “Jâòa Mediòa jaunais trio no sausas noras16 ievada kuplâ jaun-
laiku dârzâ. Tikai âtri tur nogurst viesis, dârzs ir juceklîgs, celiòi pinas, tinas–
kurp viòi ved?,” retoriski taujâ Jânis Sudrabkalns (Sudrabkalns 1931). Savu-
kârt Volfgangs Dârziòð raksta:

“Ðis neizsîkstoða zemesspçka pârpilnais darbs iecerçts drîzâk simfoniskâ,
kâ kamerstilâ. Kâ savâ muzikâlâ vielâ, tâ formas lînijâs tas ðíiet kâ plaðs
dramatiska rakstura simfonijas fragments, un prasa no izpildîtâjiem lielu
izteiksmes spçku, enerìiju” (Dârziòð 1934).

Komentçjot ðo atziòu, jâsecina, ka simfonisko iespaidu nosaka pirmâm
kârtâm klavieru partijas piesâtinâtîba – tajâ nozîmîga loma ir akordu faktûrai,
un izmantots arî zvanu efekts, kas pieðíir îpaðu, episki smagnçju svinîgumu
(otrâ daïa); “zemesspçka” iespaidu rada gan plaðais melodiskais elpojums,
gan daudzviet dominçjoðâ diatonika, arî liels mçreno/lçno tempu îpatsvars
(Moderato con motto – Adagio – Allegro moderato). Stîgu instrumentu pat-
stâvîba izteikta maz: tie daudzviet piebalso klavierçm vai arî atskaòo plaðas

Izaî. 1922. gadâ Mecs uzsâcis pedagoìisku darbu Latvijas Konservatorijâ, vçlâk
ieguvis profesora nosaukumu. Bieþi koncertçjis gan kâ Konservatorijas stîgu kvarteta
pirmais vijolnieks, gan solo. 1943. gadâ gâjis bojâ koncentrâcijas nometnç Kaizer-
valdç.

15 Pauls Ðûberts (1884–1945) bijis viens no populârâkajiem un pieprasîtâkajiem
Latvijas brîvvalsts pianistiem, solists un koncertmeistars. 1903.–1911. gadâ viòð
studçjis Pçterburgas Konservatorijâ Annas Jesipovas klavieru klasç, ko beidzis ar
lielo sudraba medaïu. No 1919. gada Ðûberts bijis Latvijas Konservatorijas klavieru
klases vadîtâjs, 1926.–1934. gadâ arî LK prorektors.

16 Ar “sauso noru”  ðai gadîjumâ domâti pirms Mediòa trio izskançjuðie Harija
Ores Stîgu kvarteta un Stîgu trio pirmatskaòojumi, kuros, kritiía ieskatâ, nav bijis
“ne vçsts no dziïâkas izdomas, krâsâm un dzîvîbas” (Sudrabkalns 1931).
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elpas kantilçnu (bieþâk ritma unisonâ, retâk ar polifonijas elementiem); arî
uz virtuozitâti ðo instrumentu partijâs Mediòð nav tiecies.

Lîdz 1934. gada nogalei, kad ar nâkamo trio sevi piesaka Jânis Íepîtis,
ðis ir vienîgais trio þanra opuss latvieðu mûzikâ. Un tam, attiecîgi, arî ir sava–
stabila vieta 30. gadu koncertprogrammâs: Mediòa darbs izskan astoòos no
aptuveni 30 koncertiem ar klavieru trio lîdzdalîbu, kas notikuði 1931.–
1940. gadâ.

Pçc Lilijas Kalniòas-Ozoliòas nâves ansamblis vçl lîdz 40. gadu sâkumam
(pçdçjais zinâmais koncerts datçjams ar 1941. gada 13. septembri) turpina
pastâvçt nedaudz mainîtâ veidolâ: 1934. gadâ lîdzâs Arvîdam Norîtim un
Alfrçdam Ozoliòam tâ sastâvâ iekïaujas Pauls Ðûberts – pianists, kura vârds
kopð Konservatorijas dibinâðanas regulâri lasâms kamermûzikas koncertu
programmâs, tai skaitâ daþâdu trio sastâvâ.

3. attçls. Klavieru trio sastâvs: Arvîds Norîtis, Pauls Ðûberts, Alfrçds Ozoliòð
(foto no JVLMA bibliotçkas Attçlu datubâzes)

Domâjams, ka lîdz ar Ðûberta iesaisti ansamblis saglabâjis tam raksturîgo
franciskas elegances niansi. Tâ rosina spriest Knuta Lesiòa rakstîtais:

“Ðûberta priekðnesumam piemît savs îpatns, mazliet atturîgs, korektîbas
un nobleses pilns stils. Ar pilnskanîgu dzidri sudrabainu piesitienu un vieglu
tehniku apveltîts, viòð spçj pieðíirt atskaòojamam darbam vizmainu ârçju
spoþumu, tanî paðâ laikâ iekðçjo pârdzîvojumu ieliedçdams viegli, bet asi
zîmçtâs formas lînijâs” (Lesiòð 1939).

Ðâdâ sastâvâ trio koncertçjis arî ârzemçs: Tallinâ, Kauòâ, Helsinkos un
Kopenhâgenâ.
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* * *

1933. gadâ publika iepazîst ansambli, kura artava trio þanra attîstîbâ
Latvijâ ir neatsverama. Tas ir prof. Jâzepa Vîtola vârdâ dçvçtais trio jeb t. s.
Vîtola trio  – pianists Jânis Íepîtis (1908–1989), vijolnieks Voldemârs
Ruðçvics (1907–1995) un èellists Atis Teihmanis (1907–1987).

4. attçls. Vîtola trio : Voldemârs Ruðçvics, Jânis Íepîtis, Atis Teihmanis
(materiâls no JVLMA bibliotçkas Attçlu datubâzes)

1935. gadâ Ruðçvics ar zinâmu humoru raksturo ansambïa dalîbnieku
kopîgâs iezîmes:

“Visiem mums ir sievas – dziedâtâjas [..]. Visi esam vienâdi, maza
auguma. Dzimuði arî gandrîz vienâ gadâ. Interesanti bija mûsu iepazîðanâs
konzervâtorijas laikos, kad nodibinâjâm savu draudzîbu, un visi beidzâm
konservâtoriju kâ laureâti” ( Trîs mâkslinieki dodas uz Parîzi 1935).

Savâ pirmajâ koncertâ 1933. gada 21. martâ ansamblis sevi piesaka ar
nosaukumu Laureâtu trio : kâ jau minçts, visi trîs tâ dalîbnieki nesen ar izcilîbu
beiguði Latvijas Konservatoriju17. Pçc septiòiem mçneðiem jaunie mûziíi lûdz
profesoram Vîtolam atïauju saukt trio viòa vârdâ, kas viòiem netiek liegts.
Pats Vîtols ðai sakarâ raksta:

17 Jânis Íepîtis 1931. gadâ absolvç Jâzepa Vîtola kompozîcijas klasi, bet 1932.
gadâ– Paula Ðûberta klavieru klasi; Voldemârs Ruðçvics beidz Âdolfa Meca vijoles
klasi 1931. gadâ, bet Atis Teihmanis Alfrçda Ozoliòa èella klasi – 1930. gadâ.
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“[..] ansamblis vçlas vçl vairâk pasvîtrot savu piederîbu pie Latvijas na-
cionâlâs mâkslas un ðinî nolûkâ griezies pie manis ar lûgumu pieðíirt tam
nosaukumu “Prof. J. Vîtola trio”. No sirds priecâjos par pagodinâjumu, kas
ðinî aktâ slçpts arî manai kâ jauno mâkslinieku lîdzvadîtâja personai. Ar
prieku izpildu arî ansambïa otro lûgumu: to, ka “Prof. Vîtola trio” pats
ievadu muzikâlâ pasaulç un atklâtîbâ. Savu pretveltîjumu – trio klavierçm,
vijolei un violonèellam gan pagaidâm vçl palieku parâdâ” (Vîtols 1933)18.

Pirmais koncerts ar jauno nosaukumu Prof. Vîtola trio  notiek 1933. gada
23. novembrî. Jau no paða sâkuma ansambïa dalîbnieki postulç, ka viòu
“mçríis nav viens vai divi koncerti, nedz dzîðanâs pçc seklas popularitâtes,
bet gadiem strâdâjot, sasniegt to lîmeni, ko prasa no îsta ansambïa” (Íepîtis
1933). Tas arî nosaka trio darbîbas plaðo vçrienu. Vîtola vârds pasvîtro
vçlmi pârstâvçt nacionâlo mûziku, taèu reizç jau kopð darbîbas sâkuma jûtami
jauno mûziíu centieni iekïauties starptautiskâ apritç – iepazît jaunâko gan
pasaules atskaòotâjmâkslâ, gan klavieru trio literatûrâ. Ðai ziòâ lieti noder
Kârïa Ulmaòa valdîbas un Kultûras fonda finansiâls atbalsts seðu mçneðu
studijâm Parîzç, kas pieðíirts 1935. gada oktobrî. Sâkotnçji mûziíi plâno
studçt pie pasaulslavenâ Korto trio dalîbniekiem Alfreda Korto (Alfred Cortot ),
Þaka Tibo (Jacques Thibaud) un Pablo Kazalsa (Pablo Casals). Tomçr ðî
vçlme neîstenojas. Neraugoties uz to, visi trîs mâkslinieki dodas uz Parîzi,
un viòu pedagogu vidû ir interpreti ar pasaules vârdu – Íepîtim ir iespçja
mâcîties pie Robçra Kazadesî (Robert Casadesus), Ruðçvicam – pie Ivana
Galamjana (Ivan Galamian), bet Teihmanim – pie Kazalsa asistenta Morisa
Eizenberga (Maurice Eisenberg)19. Pieredzçjuðais kritiíis S. Almazovs atsauk-
smç par koncertu pçc atgrieðanâs no Parîzes raksta:

“[..] koncertanti nav braukuði uz ârzemçm velti – katrs no viòiem ir
savâ mâkslâ pilnveidojies, tâdçjâdi koncerts atklâja visas labâs îpaðîbas, kas
piemît kamerspçlei – saliedçtu skaòu, izturîbu un pakïauðanos stila likumiem”
(Àëìàçîâ 1936).

Mçìinot ieskicçt katra mûziía portretu kopçjâ ansambïa gleznâ, izgais-
mojas ðâda aina:

18 Diemþçl iecerçtais pretveltîjums – Jâzepa Vîtola Klavieru trio – tâ arî nav tapis.
19 Ðeit minçti slavenâkie pedagogi, pie kâ ansambïa dalîbnieki papildinâjuðies.

Vçl detalizçtâks pedagogu uzskaitîjums sniegts Ilzes Krojes (Kroje 1991) un Lolitas
Fûrmanes (Fûrmane 2011) darbos; Lolitas Fûrmanes pçtîjumâ ietverts arî ieskats
Jâòa Íepîða apmâcîbas procesâ, kura pamatâ ir dokumentâlas liecîbas – Íepîða vçs-
tules Latvijas Kultûras fondam (Fûrmane 2011: 55, 61 u. c.).
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— par ansambïa garîgo vadîtâju nereti tiek dçvçts J â n i s  Í e p î t i s  (sk.,
piemçram: Günther 1936). Laikabiedru atsauksmes liecina, ka viòð bijis
nepârtraukti enerìijâ kûsâjoðs ideju ìenerators. Eduards Ramats,
raksturojot komponista Pirmo klavieru trio un tâ atskaòojumu, atzîmç:
“Viss viòâ kûsâ, gavilç, dzied un lauþas uz âru un pats autors nespçj
ietilpt nospraustâs tekâs – skaistie tempu apzîmçjumi jaucas viens ar
otru un pat “sapnis” (Ïoti lçni), iznâca stipri drâmatisks, ar paâtrinâtu
pulsu. [..] Seviðíi paða autora spçlç bija spçja uzliesmojuma vietas”
(Ramats 1934);

— V o l d e m â r s  R u ð ç v i c s 30. gadu otrajâ pusç uzskatîts par vienu no
izcilâkajiem vijolniekiem solistiem (Brusubârda 1937). Visspilgtâk viòð
izpaudies romantiski virtuozajâ mûzikâ, savukârt Ruðçvica spçle kamer-
muzicçjot raksturota ðâdi: “Viòa tonis tîrs, valgi kolorçts, tehnika viegla
un vingra, frâzçjums izteiksmîgs un bez “èigânismiem”” (Zâlîts 1933);

— A t i s  T e i h m a n i s dzîvç un tâtad, iespçjams, arî trio pildîjis pelçkâ
kardinâla lomu – tâ vedina domât Marisa Vçtras rakstîtais: “Atis allaþ
dominçja [..] tikai neviens to nekad nemanîja. Viòð tik diplomâtiski prata
panâkt savus uzskatus mûzikâ, ka nekad nevarçja just, kas kuru pamâca
un kas kuram paklausa. Atis pat draugu mûzikâ mâcçja tâ izbârt, ka
draugs jutâs priecîgs un pagodinâts” (Vçtra 1959). Savukârt, rakstot
par Teihmaòa mâksliniecisko sniegumu, Vçtra izceï “suverçnu spçles
tehniku un mulsinoði kaislu lociòu” (Vçtra 1959). Vâcu laikraksts Badische
Zeitung jau pçc Otrâ pasaules kara (1970) atzîmçjis, ka “Teihmaòa
èellam ir kultivçts, aristokrâtisks un reizç ekspresîvs, vitâls tonis, ar ne-
maldîgu tehnisku precizitâti” (citçts pçc: Mauriòa 1970). Jâpiebilst, ka
Teihmanis piederçjis pie nedaudzajiem trimdas latvieðu mûziíiem, kas
pçc Otrâ pasaules kara guvuði plaðu atsaucîbu ne vien savu tautieðu
aprindâs, bet arî mîtnes zemes (Rietumvâcijas) auditorijâ kopumâ; Zenta
Mauriòa viòa iemantoto atzinîbu salîdzina ar Tâlivalþa Íeniòa repu-
tâciju (Mauriòa 1970).
Vîtola trio  ir viens no pirmajiem ansambïiem Latvijas klavieru trio

vçsturç, par kuriem varam spriest ne tikai pçc laikabiedru atsauksmçm: tâ
spçle fiksçta arî skaòierakstâ. Ðis ieskaòojums glabâjas Latvijas Valsts kino-
fotodokumentu arhîvâ, ir pavisam îss un ietver fragmentu no Íepîða Otrâ
klavieru trio Largo daïas ar hronometrâþu 3’25’’ (skaòas dokumenta fonda
nr.: F 22–2). Nav norâdîts ieskaòojuma gads, bet, tâ kâ skaòdarbs sacerçts
1940. gadâ, tad acîmredzot tas ir ieskaòots 40. gadu sâkumâ – ansambïa
darbîbas beigu posmâ.
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Ieraksts nepârprotami liecina, ka spçlç ïoti augsta lîmeòa mâkslinieki.
Ruðçvica vijoles dziedâjums, ar ko iesâkas daïa, izskan ar spçcîgu un reizç
liegu toni, to caurvij meistarîgi lietots, pârdomâts vibrato. Kad ar savu melo-
diju iestâjas èellists, saklausâma iezîme, kas raksturo jebkura ansambïa meis-
tarîbas virsotni – mûziíis it kâ turpina tikko spçles partnera aizsâkto melodiju;
vçlâk, jau kopâ muzicçjot, dzirdams saliedçts, gandrîz identisks vibrato un
nevainojama intonâcija; frâzçjums izskan tâ, ka klausîtâjs jau no pusvârda
elpo lîdzi interpretiem. Un tikai pçc brîþa attopamies, ka pamatu ðai kantilçnai
rada Íepîtis ar delikâtu, it kâ nemanâmu, bet stabilu pavadîjumu, uz kura
fona stîdzinieki rod iespçju dziedât.

Lîdz ðim apzinâtajâs recenzijâs par Vîtola trio  koncertiem gandrîz nav
nâcies sastapties ar recenzentu izteiktâm iebildçm par ansambïa kopspçli.
Lielâkoties sastopami tikai cildinâjumi, turklât gan latvieðu, gan cittautu
presç. Piemçram, ansambïa dalîbnieku saliedçtîbu, ko atspoguïo jau aplûko-
tais skaòieraksts, netieði apliecina arî laikraksta Ventas Balss anonîmâ kritiía
H. D. rakstîtais: “[..] klausoties divos no tiem (Íepîtis–Ruðçvics, Íepîtis–
Teihmanis) jau domâjam par treðo” (H. D. 1936). Savukârt krievu avîzes
Ñåãîäíÿ Âå÷åðîì lîdzstrâdnieks S. Almazovs uzsver, ka “Prof. Vîtola trio
uzstâðanâs arvien ir atpûta “recenzenta izmocîtajai dvçselei”. Ðî ansambïa
programmas un priekðnesumi vienmçr ir augstâ lîmenî un vienmçr ieinteresç”
(Àëìàçîâ 1 936).

Tieði Vîtola trio  Latvijas brîvvalsts laikâ veicis gluþi vai revolûciju repe r-
t u â r a  jomâ, un ðai ziòâ tam ir divçjâdi nopelni. Pirmkârt, ansamblis dod
lielu ieguldîjumu latvieðu instrumentâlâs kamermûzikas attîstîbâ – gan to
popularizçjot, gan arî stimulçjot jaunradi. Skaidri jûtama trio dalîbnieku
vçlme gandrîz ik programmâ iekïaut kâdu latvieðu komponista darbu. Tas
arî rosina skaòraþus pievçrsties ðim þanram, un samçrâ îsâ laikposmâ – seðos
gados – rodas îsts latvieðu trio bums: lîdz ðim vienîgajam Jâòa Mediòa Pir-
majam trio (Vîtola trio  to pirmatskaòojis 1934. gada 18. aprîlî) piepulcçjas
veseli trîs opusi. Tie ir Paulas Lîcîtes Trio (pirmatskaòots 1934. gada 31.martâ),
kâ arî paða Jâòa Íepîða Pirmais (pirmatskaòots 1934. gada 9.decembrî) un
Otrais trio (pirmatskaòots 1940. gada 8. aprîlî).

Otra jauna, iepriekð Latvijas trio muzicçðanai neraksturîga tendence:
Vîtola trio  iestudç ne vien visiem labi pazîstamus klasiíu un romantiíu opusus
(lai gan bez tiem, protams, neiztiek), bet nozîmîgu savu programmu daïu
veido no laikmetîgâm kompozîcijâm un maz dzirdçtu komponistu darbiem.
Ðâda repertuâra politika bijusi apzinâta, un to apliecina Íepîða rakstîtais:

“Mûsu [..] nolûks – iepazîstinât publiku ar kaimiòvalstu komponistu
darbiem, vispirms ar Lietuvas un Igaunijas. Tad stâties sakaros ar Poliju,
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Somiju un Zviedriju. Tur ceram arî popularizçt latvju mûziku ðai nozarç.
Cerçsim, ka jaunie komponisti neslinkos, bet dos mums spoþus darbus”
(Íepîtis 1933).

Modernâ repertuâra daïu pârstâv tâdi skaòdarbi kâ ðveicieða Folkmâra
Andrç (Volkmar Andreae) Trio f moll  op. 1 un trio Es dur op. 14, krievu
komponista Aleksandra Dzegeïonoka (Àëåêñàíäð Äçåãåëåíîê) Trio poçma,
Anatolija Drozdova ( Àíàòîëèé Äðîçäîâ ) Klavieru trio, spâòa Hoakîna Turînas
(Joaquin Turina) Trio d moll  op. 35, vâcu skaòraþa Paula Grçnera (Paul
Graener) Trio f moll  op. 61, somu komponista Toivo Kûlas (Toivo Kuula )
Trio op. 7 u. c. Uzreiz gan jâkonstatç, ka ðî repertuâra izvçle nav rosinâjusi
Rîgas mûzikas kritiíos tâdu paðu sajûsmu kâ Vîtola trio  spçles augstais lîmenis–
par izraudzîtajiem skaòdarbiem ansamblis nereti saòçmis pârmetumus.
Piemçram, laikraksta Ñåãîäíÿ Âå÷åðîì pârstâvis Vidvuds Jurçviès, rakstot
par kâdu koncertu 1934. gada aprîlî, pauþ viedokli, ka jaunâ ðveicieða Andrç
agrînais opuss (f moll ) un Turînas trio ðíituði garlaicîgi, jo abi ir “eklektiíi
bez noteiktas mâkslinieciskâs fizionomijas, bez spilgtas fantâzijas un stingras
formas izjûtas. Savukârt visbûtiskâko – plaðu melodijas plûdumu, dinamismu,
kontrastus – ðajâs partitûrâs neatrast pat ar uguni” (Þðåâè÷ 1934).

Protams, prasît no 20. gadsimta mûzikas plaðu melodijas plûdumu ne
vienmçr ir pamatoti – ðai ziòâ acîmredzot izpauþas paða kritiía uzskatu kon-
servatîvisms. Tomçr jâatzîst, ka repertuâra izvçle tieði modernâs literatûras
jomâ ansamblim nemaz tik viegla nebija. Tiesa, arî periodâ no 20. gadsimta
sâkuma lîdz 30. gadiem klavieru trio þanrâ raduðies daþi ðedevri – piemçram,
Morisa Ravela (1914)20, Gabriçla Forç (1923), Bohuslava Martinû (1930)
skaòdarbi, taèu kopumâ jâpiekrît klavieru trio pçtniekam Bazilam Smolme-
nam, kurð 20. gadsimta pirmâs desmitgades atzîst par repertuâra ziòâ trûcî-
gâm: tâlaika izcilâkie komponisti ðim þanram pievçrsâs ïoti reti, jo acîmredzot
neredzçja tajâ pietiekoðas eksperimentçðanas iespçjas, bet, ja arî pievçrsâs,
tad nereti ârpus sava parastâ (modernâ) stila – mûzikai aizplûstot atpakaï
uz romantiskâ skançjuma pasauli (Smallman 1990: 172).

Iepazîðanâs ar Latvijas brîvvalsts mûzikas dzîvi apliecina, ka latvieðu
klavieru trio muzicçðanas vçsturç 20., bet jo îpaði 30. gadus var uzskatît par
savveida zelta laikiem – ðajâ periodâ samçrâ ilgstoði darbojuðies pastâvîgi
ansambïi, un to darbîbu stimulçjis kultûras institûciju (Latvijas Konserva-

20 Pagaidâm apzinâtajâs 20.–30. gadu koncertprogrammâs Ravela Trio gan pie-
minçts tikai vienreiz: 1925. gada 23. janvârî Konservatorijas 3. kamermûzikas vakarâ
to atskaòoja Ludmila Gomane (agrâk Gomane-Dombrovska), Âdolfs Mecs un Alfrçds
Ozoliòð.
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torijas, Latvijas Kultûras fonda) regulârais labvçlîgais atbalsts – gan morâls,
gan nereti arî materiâls. Tieði tolaik radîts pamats nacionâlajam repertuâram
klavieru trio jomâ, un aizsâktas tâs atskaòotâjmâkslas tradîcijas, kuras pçc
kara Jânis Íepîtis nodeva jau citu paaudþu mûziíiem.

Piano Trio Performance Traditions in Latvia
During the First Independence Period (1918–1940)

Lîga Pçtersone

Summary

During the First Independence period of Latvia (1918–1940), comparing
with the previous epochs there outlined several important changes in the
music life. Instead of The City (German) Theatre (Rigaer Stadttheater) as
well as the private music schools appeared the Latvian National Opera Theatre
where already since the end of 1918 not only the opera genre was actively
cultivated but also symphonic and chamber music genres. The second centre
was the national higher music education institution – Latvian Conservatoire,
founded at the end of 1919.

The objective of the article is to give insight into the development of
piano trio performance traditions during the above-mentioned period in
Latvia, by analyzing the musical activities of the most remarkable piano trio
ensembles and their repertoire.

At the beginning of the Independence period, there were mostly string
quartets, which could be heard in the chamber music concerts of The National
Opera and Latvian Conservatoire. There were some piano trio ensembles,
which were founded on bases of the quartet. Unfortunately, the existence of
those trios usually prolonged just from one to three concerts. In 1923, the
first piano trio ensemble performing on regular basis was founded from the
quartet of the Conservatoire, the ensemble, which performed for almost 11
years until the tragic death of the pianist (1934). The members of the trio
were the pianist Lilija Kalniòa  (later Kalniòa-Ozoliòa, 1903–1934), the
violinist Arvîds Norîtis  (1902–1981), and the cellist Alfrçds Ozoliòð (1895–
1986). All of them were remarkable also as soloists in 20’s–30’s.

The repertoire of the ensemble of Kalniòa-Ozoliòa – Norîtis – Ozoliòð
mostly included the music of the 19th century. Nonetheless, the priority
together with works of German composers (trios by Ludwig van Beethoven,
Johannes Brahms, and Robert Schumann) was also the French music. The
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concert programmes include the Trio op. 1 No. 1 by César Franck as well as
Trio op. 29 by Vincent d’Indy. It is possible that the interest towards the
French music arose because of the violinist’s Norîtis studies in Paris in 1924.
At the same time, we can see a new paradigm, which characterises the culture
in Latvia in 20’s–30’s overall: probably to get mentally freer from the
historical influence of Germany and Russia in previous epochs, there is a
deep interest towards the French culture and a striving to see Paris as a
centre of the modern Europe.

Although more than ever before musicians of Latvian nationality were
named in the concert programmes of 20’s–30’s they did not show the door
to the previously dominant musicians of other nationalities. The tendency
appears even the opposite; Latvians very often created various chamber
ensembles with musicians of other nationalities from the Opera orchestra
and Conservatoire. The example is the ensemble where the Latvian pianist
Pauls Ðûberts and the cellist Alfrçds Ozoliòð played together with the Latvian
Conservatoire professor of Jewish origin Adolph Metz – the former student
of Eugène Ysa’e and Leopold Auer. The concert of this ensemble on 20th of
April 1931 is noticeable because of the historical first performance of the
First Piano trio by Jânis Mediòð. The piece was composed in 1930 and it is
the most long-standing composition in piano trio genre in Latvian music
extant until nowadays.

In 1933, the new trio ensemble started to perform. Its role in the deve-
lopment of the piano trio genre in Latvia is invaluable – it was so-called
Vîtola trio , named after the composer and the founder of Latvian Conser-
vatoire Jâzeps Vîtols. The members of the trio were the pianist Jânis Íepîtis
(1908–1989), the violinist Voldemârs Ruðçvics (1907–1995), and the cellist
Atis Teihmanis (1907–1987). This is the ensemble, which made a kind of
revolution in the sphere of the repertoire. It was developed in two directions:
the members of the trio paid attention to Latvian music by playing it and
stimulating the Latvian composers to write new pieces for the ensemble.
During just 6 years (1934–1940) three new trios were written by Paula Lîcîte
(1934), and Jânis Íepîtis (1934, 1940).

The second tendency, which was new for the piano trio performance in
Latvia: beside well-known compositions of Classical and Romantic era Vîtola
trio  staged contemporary, unknown pieces, which made a very significant
part of the concert programs. Among those were trios by, for example, Volk-
mar Andreae, Alexander Dzegeljonok, Anatoly Drozdov, Joaquin Turina,
Paul Graener, and Toivo Kuula.
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The choice of the contemporary music was not an easy choice for the
ensemble. Studies about the history of the piano trio in the 1st half of the 20 th

century show that there was a lack of valuable trio compositions during this
period. Of course, there were some masterpieces, but as considers also a
piano trio genre researcher Basil Smallman, at the beginning of the 20th

century only few eminent composers of the world found the piano trio genre
attractive enough for new searchings in music. They paid attention to it just
returning from the usual (modern) style to the world of the romantic harmony
(Smallman 1990: 172).

As a result of the study the following conclusions can be drawn – the
20’s but especially the 30’s of the 20th century can be referred as the golden
age of the piano trio performance in Latvia. Ensembles performing on regular
bases were active for a remarkable period. Several Cultural institutions
(Latvian Conservatoire, Latvian Culture Foundation) stimulated their
existence regularly morally as well as financially. Exactly in that period, the
basis of the national repertoire of the piano trio genre was created. As well
as those traditions of the piano trio performance arose which Jânis Íepîtis
handed over to the next generation of musicians after World War II.
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With the approach of the threat of World War II, the cultural life of
Lithuania had acquired a momentum that connected the national and the
Western origins in music. Lithuanians who had studied in music schools of
Lithuania and elsewhere in Europe educated their own generation of soloists,
instrumentalists and composers. Lithuanian organists gave concerts not only
in Lithuania but also in Italy, Germany, France, the Czech Republic and the
USA. Interest in Lithuanian music, including organ music, was on the rise.
Opera was no longer a centralised factor shadowing other musical spheres,
while symphonic, chamber, choral and organ music became equally important
branches of music (Jakubënas 1990: 694).

However, just like the whole fast-developing Lithuanian cultural life,
the integration of European traditions into Lithuanian organ culture was
terminated by World War II that started the era of breaking culture and art.
On the threshold of World War II, in March 1939, German army occupied
the region of Klaipëda, while in September of the same year the Soviet army
occupied Vilnius. On the basis of secret protocols signed by Soviets and Ger-
many, Vilnius was supposedly given back to Lithuania. Various artists and
active scholarly figures started moving to Vilnius from Kaunas and other
Lithuanian cities. The University of Steponas Batoras that was functioning
in Vilnius was reformed to Vilnius University. 1940 was the year of the
establishment of the Academy of Art and Vilnius Drama Theatre; the Radio-
phone started to function, the symphonic theatre of Radiophone (led by
Jeronimas Kaèinskas) moved from Kaunas, the City symphonic orchestra
(led by Balys Dvarionas) was established. The meeting of the Lithuanian
musicians’ fellowship (led by Nikodemas Martinonis) was also held in that
same year.

* The article was prepared during the implementation of the project Performer’s
Polyfunctionality in Musical, Cultural and Social Processes. The research was funded
by a grant (No. MIP-095/2013) from the Research Council of Lithuania.
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Higher education in music was already spread in the largest Lithuanian
cities: Kaunas Conservatoire was open since 1933, which had its roots in
the State school established by Naujalis (1922); in 1940 Vilnius Music School
was established with the majority of its staff coming from the Lithuanian
public music school that operated in 1930–1940 and was supported by Elena
Laumenskienë. Klaipëda music school (1923–l939) established by Stasys
Ðimkus continued its work in Ðiauliai music school that started its activity in
1939. The specialty of organ playing was taught in all of these schools.
Teaching in these schools was based on the curriculum of Kaunas Conser-
vatoire. Apart from their main work, teachers of these schools organised
music courses in Lithuanian provinces1.

First Soviet occupation. When Lithuanian activists in culture, arts and
science started to revive the national foundation and to develop cultural life,
on the 15th of June 1940 Lithuania was occupied by the Soviet rule. An inde-
pendent life of the Republic of Lithuania was over. The first Soviet occu-
pation that shook the whole country, also considerably affected Lithuanian
music life. Musical pieces were started to be divided into permissible and
non-permissible ones, the collection of the Radiophone was started to be
cleansed by taking valuable Lithuanian compositions to the paper factory
or by tearing out some of the pages of the repertoire of the Song Festival.
The state theatre, instructed by Moscow, signed contracts with composers,
Soviet songs were pre-scheduled and ordered to be played (Jakubënas 1990:
695).

Germans, who occupied Lithuania in 1941, were not so interested (as
in the period of the first Soviet occupation) in Lithuanian cultural life and
higher education in music. The attention and efforts of the Nazi rule were
around political and diplomatic affairs that did not directly include art.
Contrary to the situation in Latvia, Lithuanian opera did not have to stage
operas in the German language. However, Germans strictly forbade perfor-
mances of Russian composers2. This fact is confirmed by the programmes of

1 A letter by acting director of Kaunas Conservatoire Kazimieras Viktoras Banaitis
to Education Management Science and Art Department, Kaunas, September 25,
1942. Lithuanian Archive of Literature and Art (hereafter LALA), fund 84, record 5,
file 7, p. 71

2 A letter by deputy general adviser on education Antanas Rukða to all institutions
of education management, [Vilnius], December 10, 1941. LALA, fund 84, record 5,
file 7, p. 22
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private and public concerts of Kaunas Conservatoire and Vilnius Music School
students. These programmes include no names of Russian composers during
the German rule. In addition, school curricula were also amended by with-
drawing disciplines of the Russian language and history and teachers of
these subjects were laid off.

With no doubt, Nazis strictly forbade any kind of Jewish artists’ activity
in Lithuania such as exhibitions, concerts, theatre performances, etc. They
were forbidden to work in the field of education. The lists of Kaunas Conser-
vatoire and Vilnius Music School personnel reflect their tragic destinies by
such records as “discharged from work on the 22nd of June due to Jewish
nationality” 3. Contrary to other teachers, these records do not include any
information regarding their education, work experience, knowledge of lan-
guages and other facts of that kind. It seems as if the aim was to depersonalise
them, to erase their past, to rob them of their future. Lithuania lost many
bright personalities and excellent professional educators.

Support for studies by collecting donations. Higher musical education,
just like the whole culture, existed under unfavourable conditions. Together
with musicians, many instruments also disappeared4. Part of the instruments
and the necessary equipment were successfully retrieved and taken over from
educators of Jewish and Russian origin who had to move suddenly to East
and West as well as to the USA and left their homes empty5. However, space
for studies was not enough, there was a necessity for a dormitory, and there
was shortage of teaching materials6. With living conditions getting more
and more complicated, at the end of 1942 an urge was made by addres-
sing all educational and scholarly institutions to start supporting science

3 Baytë Adelë, Berðtelmanas Samuelis, Brumbergienë Ida, Feigusienë Ona, Galper-
nienë Cirel, Goldbliataitë Rachelë, Golynskienë Olga, Kapilovienë Gitel, Malbergienë
Halina, Plotnikovaitë Marija, Rachtdikaitë Sara, Ðeiniukienë Riva, Zakomas Jokûbas,
Þukauskaitë-Levinaitë Basë. See: Lists of Vilnius Music School employees who were
laid down since June 22, 1941. LALA, fund 270, record 1, file 9, pp. 1–14

4 A letter by Kaunas Conservatoire director Kazimieras Matiukas to the director
of Kaunas Flat Community Management, [Kaunas], August 6, 1941. LALA, fund
84, record 5, file 7, p. 5

5 Correspondence between Kaunas Conservatoire director Kazimieras Matiukas
and Kaunas City Flats Management Office, [Kaunas], August 9, 1941, and September
4, 1941. LALA, fund 84, record 5, file 7, pp. 6–7

6 Information on the premises of Kaunas Conservatoire, [Kaunas], June 09, 1941.
LALA, fund 84, record 5, file 7, p. 10
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financially and collecting private donations7. Those who were studying, took
initiative and engaged in this charitable activity. Hardly making their own
ends meet, facing shortage of money and food, not having proper living and
work conditions, students, for whom it was enough to donate 80 Rpf
(Reichspfennig), instead donated maximum sums – from 1 to 10 RM (Reichs-
mark). The most frequent sum was 2, 3 or 5 RM. However, some of them
donated as much as 20 and 25 RM8. These facts reflect their serious approach
towards studies. Teachers donated the salary of their day, i.e. from 2 to 12
RM 9.

Compulsory works in agriculture and fuel production.  Kaunas and
Vilnius gymnasia and special schools had to take care of the fuel necessary
for winter seasons on their own. Compulsory works in agriculture and fuel
production had to be carried out by all teachers and last-year male students,
irrespective of their status or availability10. Taking into consideration the
specificity of a musician-performer’s profession, such works can hardly be
combined, therefore they would frequently ask to exempt them from such
tasks. However, such exceptions would only be made for school principal
and keeper, pupils under 14, women over 45 who were raising kids under
17, men over 50 as well as persons who provided a doctor’s notification. In
rare cases exceptions would be made to teachers who were away to perform
during summer time or those who worked in army orchestra11. Students
who did not perform this obligation, were expelled from schools.

 Table 1 reflects the disciplines taught in Kaunas Conservatoire in the
study year of 1942–1943.

7 A letter by general adviser on education Dr. Pranas Germantas to the adminis-
tration of all institutions of education management, [Vilnius], December 3, 1942.
LALA, fund 84, record 5, file 7, p. 83

8 Reports on the donations collected from Vilnius Music School students, [Vilnius],
1942. LALA, fund 270, record 1, file 20, pp. 10–35

9 A list of donations of Vilnius Music School employees one-day wage (November
1943), [Vilnius], December 6, 1943. LALA, fund 270, record 1, file 20, p. 7

10 A letter by director of the Kaunas Department of Education Management
A. Juðka to the director of Kaunas Conservatoire, [Kaunas], June 30, 1942. LALA,
fund 84, record 5, file 7, p. 56

11 A letter by acting director of Kaunas Conservatoire Kazimieras Viktoras Banaitis
to the Kaunas Department of Education Management, [Kaunas], October 16, 1942.
LALA, fund 84, record 5, file 7, p. 77
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Table 1.
Disciplines taught in Kaunas Conservatoire

in the study year of 1942–194312

1 2
Special subjects Piano

Singing
Composition
Organ

Department of string instruments Violin
Cello
Contrabass

Department of wind instruments Flute
Oboe
Clarinet
Bassoon
Trumpet
The French horn
Trombone

Department of pedagogy Different specialties
Classes of general subjects Elementary music theory

Solfeggio
Harmony
Forms of music
Symphonic instrumentation
Choir; Choir management
History of music
Improvisation
Percussion instruments
Military instrumentation
Lithuanian language phonetics
Music methodology of secondary schools
Psychology
History of pedagogy
Plastic
Acting techniques
Vocal ensembles (Opera class)
Chamber ensembles of string instruments
Chamber ensembles of wind instruments

12 Kaunas Conservatoire in the study year of 1942–1943. LALA, fund 84, record5,
file 8, p. 6
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1 2
Orchestra ensemble
Compulsory singing
Compulsory piano
Chant; Liturgics; Score reading
Italian; German; Lithuanian

Kaunas Conservatoire. The most outstanding figures representing Ger-
man, French and Italian organ playing traditions in Lithuanian organ schools
of the first part of the 20 th century were educators who worked in Kaunas
Conservatoire: Juozas Naujalis, Nikodemas Martinonis, Konradas Kaveckas,
Jonas Þukas and Zigmas Aleksandravièius. They created a specific methodo-
logical system of Lithuanian organ school, based on their individual pedago-
gical principles. Up to the third decade of the 20th century Lithuanian organ
school followed the methodological practice acquired by organists Juozas
Naujalis and Jonas Bendorius in Germany (higher schools of Regensburg
and Leipzig) and Poland (Warsaw Music Institute). These musicians were
pioneers not only in organ but also piano methodology in Lithuania. Niko-
demas Martinonis was guided by the Moscow organ school based on German
organ playing traditions. The methodology of Jonas Þukas who graduated
from Paris Conservatoire which reflected the interpretational principles of
Marcel Dupr é, was founded on improvisation basis and free treatment of
thought. Whereas the pedagogical principles of organ methodology, such as
virtuosity, melodiousness, emphasis of the romantic element, were charac-
teristic features in the whole European organ playing experience of the first
part of the 20 th century. Continuing the traditions of the romantic school of
France, Konradas Kaveckas paid more attention to phrasing and register in
comparison to other organists. Teaching methodology of Zigmas Aleksan-
dravièius (who had graduated the Conservatoire Santa Cecilia in Rome and
the Vatican Institute of Church Music) based on fundamental theoretical
works introduced organists of that time with the relevant literature on Italian
organ art and provided the latest information that has remained relevant for
contemporary organists.

The Organ Department of Kaunas Conservatoire had high requirements
of the acquisition of the repertoire. Along with subjects aimed at preparing
students for examinations both in specialty and piano fields, the study year
included extensive programmes that were not part of the requirements of
obligatory credits or examinations. Each year the requirements in the Organ
Department were getting higher and involved a wider spectrum of subjects
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taught. In the study year of 1940–1941, the study plan of the organ class
was supplemented by a few more compulsory disciplines. The newly introduced
improvisation studies took three years to complete from the fifth to the
seventh year of study on a two-weekly-hour basis. Starting with the Gregorian
chant and choral melody harmonisation during the first year (fifth year of
study), in their second year of improvisation studies organists were already
studying counterpoint and forms of homophonic music. During their exami-
nations at the end of the study year organ students would improvise such
pieces as preludes and fugues from two to four voices. In their last, i.e. seventh
year all the attention was focused on fugue and variations, and the free
theme. Along with improvisation, another compulsory subject was specialty
methodology and teaching practice. Organ building was added also only in
the last year of study. In 1940–1941, Kaunas Conservatoire Statute still
included ensemble practice and accompaniment. The disciplines of organ,
Gregorian chant and liturgics were taught by Zigmas Aleksandravièius; those
of organ, improvisation and general piano – by Jonas Þukas; the specialties
of organ and solfeggio – by Nikodemas Martinonis. Unfortunately the studies
of organist students in Kaunas Conservatoire, studied on the basis of the
seven-year Organ Department programme (1942) with three years of impro-
visation and 2 years of specialty courses, lasted only for a few years. In 1943,
together with numerous other schools, Germans closed Vilnius University
and Kaunas Conservatoire (its inactivity lasted for a year and in 1944 it was
opened again and functioned until 1949, i.e. the year of merging Vilnius and
Kaunas Conservatoires).

Table 2 reflects the disciplines taught in Vilnius Music School in the
study year of 1941–1942.

Table 2.
Table of disciplines taught in Vilnius Music School

in the study year of 1941–194213

1 2
Special subjects Organ

Piano
Singing

Department of string instruments Violin
Cello
Contrabass

13 Vilnius Music School in the study year of 1941–1942. LALA, fund 270, record 1,
file 5, pp. 1–7
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1 2
Department of wind instruments Clarinet

Flute
Oboe
Bassoon
Trombone
The French horn
Trumpet
Choir conducting

Classes of general subjects Choir
Harmony
Counterpoint
Solfeggio
Music history
Elementary music theory
Compulsory piano
Compulsory singing
Vocal ensemble
Wind instrument ensemble
Military instrumentation
Orchestra
Italian

Vilnius Music School. Differently from Kaunas, Vilnius was a multicul-
tural city, therefore there were students from different countries studying in
Vilnius Music School during World War II. The list included the following
facts related to students’ nationalities: Lithuanian – 193, Polish – 112, Russian–
9, Belorussian – 3, other 114. Up to the year of the German occupation,
Jewish students were also studying music in this school. The studies of Vilnius
Music School were based on the programme of Kaunas Conservatoire. In
the study year of 1941–42, there were 9 students of organ specialty; wind
instrument department included 27 students, there were 32 students of string
instruments. A surprisingly high number of students studied in the piano
and singing specialties. Singing specialty included 69 students, while there
were as many as 103 pianists15. These were much higher numbers in compa-
rison to Kaunas Conservatoire which was open since 1933. The School inclu-

14 Vilnius Music School (Vilnius, Skapo street 11), Statistics News, [Vilnius],
January 1, 1942. LALA, fund 270, record 1, file 12, p. 75

15 Vilnius Music School report on the study year of 1941–1942, [Vilnius], July
14, 1942. LALA, fund 270, record 1, file 12, p. 351
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ded well-known teachers of different nationalities who resided in Vilnius:
the piano specialty was taught by Leopoldas Szpinalskis, Elena Laumenskienë;
singing specialty – by Adomas Liudwigas, Juozas Bieliûnas; theoretical discip-
lines – by Konstantinas Galkauskas, Tadas Ðeligovskis (Tadeusz Szeligowski)
and others. Organ playing was taught by the founders of this School Jonas
Bendorius and Konradas Kaveckas, as well as Zenonas Nomeika16.

Table 3.
Percentage of the distribution of organ specialty in Lithuanian music

education institutions in the study year of 1942–1943

Music education instition Total number of students Organ specialty
1 Kaunas Conservatoire 300 10%
2 Vilnius Music School 300 8%
3 Ðiauliai Music School 200 20%
4 Panevëþys Music Course (3 years) 150 20%
5 Telðiai Music Course (3 years) 100 20%
6 Kaunas Music Course (3 years) 100 30%

Second Soviet occupation in 1944. The tendency to refuse organ specialty
was especially strong after the second Soviet occupation, when the approach
towards organ was narrowed down to its view as an instrument of church
ceremonies. Having granted Vilnius Music School the status of a State Con-
servatoire (since 1945), for some time the Department of Piano and Organ
was still working. Pianists could choose the specialisation of organ. There
were only a few students who studied organ as a second specialty. It was
taught by Zigmas Aleksandravièius and Konradas Kaveckas. But there was
no organ in the Conservatoire, the only thing students could use was a harmo-
nium, the library of the Conservatoire had almost no literature on organ.

In 1945, a separate organ department in Kaunas State Conservatoire
was closed down and instead the department of piano and organ was estab-
lished. In this department organ specialty was taught by Nikodemas Marti-
nonis, while organ as an obligatory discipline was taught by Albinas Èeièys.
In 1945, organ was taught episodically by Zigmas Aleksandravièius17. In
the study year of 1946–1947, the department of piano and organ included

16 Vilnius Music School. Teachers’ pay-sheets. Subjects taught, July – December,
1941. LALA, fund 270, record 1, file 5, pp. 1–7

17 Kaunas State Conservatoire: lists of teachers. LALA, fund 84, record 1, file 36,
p. 22
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44 pianists, 8 of whom studied organ as a second specialty, there were 7
pianists who chose organ as a compulsory discipline18. However, organ spe-
cialty no longer had prospects, there were fewer and fewer students choosing
it. In this epoch permeated with fear, the concept of organ art acquired a
negative connotation as it had a direct relation with church. In 1948, before
the merger of Vilnius and Kaunas Conservatoires, the most important role
was played by the department of Marxism-Leninism. Along with it, there
were the departments of piano, solo singing, choral conducting, theory and
composition, languages, physical education, compulsory piano and the chamber
class19. In 1949, having joined Kaunas and Vilnius Conservatoires, the
specialty of organ in the Lithuanian SSR State Conservatoire was abolished.
For some time religious music concerts were still taking place in churches,
but when the organ was started to be considered an instrument of religious
ceremonies, organists could no longer have public performances and were
forced to choose other professions close to their original one.

The second Soviet occupation, which started in 1944, was especially
threatening period not only for Lithuanian music but also for the whole
Lithuanian culture. With the particularly persistent persecution of churches,
organ, as an instrument of church ceremonies, was forbidden, no longer
relevant and removed from Lithuanian concert life. There was no more place
for it in the official culture.

In the Soviet period instruments themselves were also ruined: the organ
at Ðiauliai Music School was demolished together with the whole building,
the organ at Kaunas Jesuit church was disassembled and removed part by
part, in Panevëþys the metal pipes were used by melting them and making
household items. Kaunas Conservatoire organ that had been moved to the
basement, was also ruined and dismantled by parts and the remains of it
were exchange for a piano.

With the implementation of physical and spiritual genocide by the Soviet
government, the majority of Lithuanian musicians were forced to move to
the West. The community of Lithuanian organists lost numerous outstanding
educators and players whose further contribution to organ culture was
cherished in foreign countries. The list of people who moved to West Europe

18 Table of disciplines taught in Kaunas State Conservatoire in the study year of
1946–1947, [Kaunas]. LALA, fund 84, record 1, file 36, p. 27

19 Kaunas State Conservatoire: composition of teachers across departments. LALA,
fund 84, record 1, file 36, p. 42
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and later to the USA included organists Zenonas Nomeika, Jonas Narkevièius
(Narkus) and many other bright personalities. One of them was Jonas Þukas
who moved to Germany in 1944 and left for the USA in 1949 where he
spent the rest of his life. During his composition studies in Church Music
Institute in Heidelberg (1946–1948, supervised by W. Forner), he created
two sonatas for piano, which, unfortunately did not remain, just like his
graduation thesis about the history of Lithuanian organ art. Musicians that
stayed in Lithuania, were involved into the art system controlled by the
Soviet Union.

Having replaced the German occupation, the Soviet authority was strictly
persecuting even the smallest expressions of national identity in cultural and
especially spiritual field, withdrew organ and organ playing from the cultural
sphere as an instrument of church ceremonies, while organists had to retreat
from further public professional, educational and performance-involving
activities because they could no longer participate in public musical life.
Organ art further developed in a closed environment which included no pro-
fessional competition, while professional requirements were set by organists
themselves. Persecuted by the Soviet rule, organists worked in the under-
ground and again had to fight for Lithuanian independence, denationali-
zation, just like in the time of the organists’ epoch (vargonininkø gadynë);
they were concerned with the preservation of Lithuanian identity, Catholic
faith, therefore the artistic level of music was not the top priority. Unfavourable
political state that had developed during the prime of the whole Lithuanian
national culture, also prevented the development of organ school in the peak
of professional achievements. The traditions of organ art which was not
played for more than a decade, was not allowed to disappear thanks to
organists who worked in churches and to musicians who emigrated during
the World War II who continued their concert and educational activity on
the other side of the Atlantic, in the USA. As a result of the varied political
and ideological conditions, in the second half of the 20th century Lithuanian
organ school was forced to adapt to the new developmental circumstances.
The organ class established by the initiative of Prof. Leopoldas Digrys
(b. 1934) in 1962 in the Lithuanian State Conservatoire (currently Lithuanian
Academy of Music and Theatre) was oriented only to concert organ playing.
The specialisation of church organist was reintroduced after three more
decades (1991).
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Profesionâlas çrìeïmâkslas izglîtîbas pçdçjâ desmitgade
(1939–1949) Lietuvâ padomju un vâcu okupâcijas apstâkïos

Egle Ðeduikîte-Koriene

Kopsavilkums

Lietuvieðu çrìeïmâksla 19. gadsimta beigâs un 20. gadsimta pirmajâ
pusç piedzîvojusi vairâkas attîstîbas fâzes. Pakâpeniski un mçrítiecîgi ðajâ
periodâ veidojâs ne vien çrìelnieku, bet visu Lietuvas mûziíu profesionâlâ
izglîtîba. Nacionâlâs çrìeïskolas tradîciju un sakòu apzinâðana ïauj labâk
izprast lietuvieðu çrìeïskolu pastâvçðanas vçsturisko fonu 20. gadsimta otrajâ
pusç un mûsdienâs.

20. gadsimta 30. gadu beigâs Lietuvas çrìeïmâksla jau bija tuva Eiropas
lîmenim: strauji bagâtinâjâs çrìelnieku repertuârs, visai komplicçtâs koncert-
programmas ietvçra daþâdu laikmetu vâcu, franèu un itâïu meistaru ðedevrus.
Çrìeïmâkslas uzplaukumu ðajâ laikâ veicinâja arî Lietuvas çrìelnieku atgrie-
ðanâs no studijâm Francijâ, Itâlijâ, Èehoslovâkijâ un Vâcijâ.

Tâdçjâdi Otrâ pasaules kara priekðvakarâ Lietuvas kultûras dzîvç naci-
onâlais un rietumnieciskais jau bija vienâdi augstâ attîstîbas lîmenî. Karð ðo
uzplaukumu pârtrauca. Tomçr profesionâlâ mûzikas izglîtîba arî okupçtajâ
un saðíeltajâ Lietuvâ pastâvçja lielâkajâs pilsçtâs, un galvenais centrs bija
Kauòa. Kauòas konservatorijas mûzikas izglîtîbas plâns bija pamats, uz kura
balstîjâs arî labi nostâdîtâ profesionâlâ izglîtîba Ðauïu Mûzikas skolâ (1939–
1944), Viïòas Mûzikas skolâ (1940–1945) un pçc kara Viïòas Konservatorijâ
(1945–1949).

Otrâ padomju okupâcija (1944) cirta robus visâ Lietuvas kultûrâ, taèu
jo îpaði postoði ietekmçja baznîcas pârziòâ esoðo mâkslu, tai skaitâ visu ar
çrìeïspçli saistîto. Baznîcas vajâðana izpaudâs arî kâ çrìeïmâkslas izslçgðana
no publiskâs mûzikas aprites, un 1949. gadâ (kad apvienojâs Kauòas un
Viïòas konservatorijas) profesionâla çrìeïspçles apmâcîba Lietuvâ valstiskâ
lîmenî tika pârtraukta. Çrìeïmâkslas tradîcijas turpinâja baznîcu çrìelnieki,
kâ arî mûziíi, kas emigrçja Otrâ pasaules kara beigu posmâ: pçckara periodâ
viòi koncertçja un strâdâja pedagoìisku darbu galvenokârt ASV.

Raksta ietvaros, balstoties uz arhîvu dokumentiem, atklâts, kâ padomju
(1940, 1944) un vâcu (1941) okupâcijas vara iespaidoja prominentu mûziíu
un pedagogu dzîvi, Kauòas un Viïòas mûzikas augstskolu mâcîbu plânus un
koncertrepertuâru Lietuvâ. Pçtîjumâ aplûkoti arî mâkslinieku pedagoìiskâ
darba un koncertgaitu sociokulturâlie aspekti.
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A t s l ç g v â r d i :  profesionâla çrìeïspçles apmâcîba, çrìeïskolas, Otrais
pasaules karð, padomju okupâcija, vâcu okupâcija, Kauòas Konservatorija,
Viïòas Mûzikas skola, Viïòas Konservatorija, çrìeïmâkslas tradîcijas.
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Development Trends of Lithuanian Piano Music
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It was not until the early 20 th century that Lithuanian piano music assumed
the national identity. The development of professional music had been
impeded by an unfavourable historical situation, and the most important
positions had been occupied by foreign composers, performers and educators.

National piano music began to be composed at the turn of the 20th

century, after a number of Lithuanian composers for the first time graduated
from the conservatoires of St. Petersburg (Mikas Petrauskas, Èeslovas
Sasnauskas, Jurgis Karnavièius, Juozas Tallat-Kelpða, Stasys Ðimkus),
Warsaw (Juozas Naujalis, Mikalojus Konstantinas Èiurlionis) and Leipzig
(Èiurlionis). However, it was vocal music that predominated in their works.
Instrumental pieces, including ones for piano, were being composed just
occasionally (except Èiurlionis and Karnavièius).

The first authors of Lithuanian piano music aimed to answer the cultural
needs of the time and mostly wrote genre pieces. The national repertoire
then consisted of such works as preludes by Juozas Naujalis (1869–1934),
arrangements of Lithuanian folk dances by Mikas Petrauskas (1873–1937)
and miniatures by Juozas Tallat-Kelpða (1889–1949). These compositions
featured both vivid elements of Lithuanian folk art and, in a wider context,
connections with the Russian compositional style and the 19th-century West
European traditions.

A separate chapter in the history of Lithuanian piano music was written
by Mikalojus Konstantinas Èiurlionis (1875–1911) who contributed greatly
to the development of the piano culture. Highly innovative and truly national,
his piano works could be compared to the greatest achievements of the West
European composers of the time. His more than 150 piano compositions –
preludes, mazurkas, sonatas, variations, fugues, canons, etc. – reflected
various methods of using elements of the national folklore, from direct
quotations and imitations of the most obvious external features to the display
of the deepest layers, embodied the aesthetics of Romanticism, and promoted
the ideas of the European compositional school. Èiurlionis’ piano music led
to the formation of the national performing style and inspired further trends
in the development of the art of piano.
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After Lithuania gained its independence, the professional piano music
culture began to develop rapidly. The cultural life became more active and
the art more modern due to the growing relations with many European
countries, where Lithuanian musicians studied and gave concerts. Concert
pianists often included Lithuanian pieces into their repertoire, which in turn
was an inspiration to Lithuanian composers, whose new works reflected
many features characteristic of young cultures, such as issues of originality
of creative style, and the synthesis of folk elements and new means of expression.

Though many composers of this period followed traditions, their com-
posing styles were quite different. Juozas Tallat-Kelpða and Stasys Ðimkus
remained faithful to the Romantic style, however, their means of musical
expression gradually changed to become more modern. Works of Jeronimas
Kaèinskas (1907–2005), Julius Gaidelis (1909–1983) and Vytautas Bacevièius
(1905–1970) were full of experiments and attempts to employ 20th-century
innovations. As often as not, these composers were criticised for going for
modern trends of the art world, especially impressionism and expressionism,
which supposedly ruined the national character of their music.

The fairly active development of the Lithuanian national piano school
was interrupted by World War II and Soviet occupation. Many distinguished
artists emigrated to devote their knowledge and talents to the cultures of
foreign countries. Those who remained at home were forced to change their
artistic beliefs. All fields of art were greatly influenced by the specific lifestyle
of the time, political and cultural isolation, and the new Marxist ideology.
The imposed method of socialist realism encouraged to reflect the reality of
life and dictated the choice of themes and genres.

In the field of piano music, the first two decades after World War II
were rather poor. No more than several piano concertos and a number of
short pieces, often grouped into cycles, suites or collections, were added to
Lithuanian piano literature. At the time, piano music was composed by Juozas
Gruodis (1884–1948), Juozas Tallat-Kelpða (1889–1949), Antanas Raèiûnas
(1905–1984) and the renowned pianists Balys Dvarionas (1904–1972) and
Stasys Vainiûnas (1909–1982), who all adapted themselves to the aesthetic
beliefs of the time and continued the deep-rooted traditions of the national
professional art. Their compositions feature links with the tradition of folk
singing and playing and the ability to combine principles of classical art
with more restrained ideas of modernism.

The 1960s saw the beginning of an important stylistic revival that
inspired creative changes in many areas of art. At that time, it was customary
to strongly highlight the positive relationship between man and the world
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and to promote optimistic moods and the belief in a better life, which was to
be brought by social changes in the Soviet Union, and the universal indus-
trialisation and technologization.

At that time, more and more composers began to write instrumental
chamber music. Piano music was often treated as a kind of experimental
research laboratory. Many Lithuanian composers broke with the long-
established national romantic tradition and lyrical elements, and the sincere
and narrative character of music was replaced by a rational and emphatic
expression. In the field of music composition, aesthetic beliefs were changing
and a re-orientation towards new stylistic trends, characteristic of Béla Bartók,
Sergei Prokofiev, Igor Stravinsky and other colossuses of the early 20th

century, was taking place.
The new aesthetic ideals and artistic criteria resulted in the need of new

means of expression. The significance of rationality increased, new compo-
sitional techniques, such as dodecaphony, serial technique and aleatory, began
to be used, and individual principles of sound organization were being created.

In the fields of form, rhythm and intonation, processes of intensive
innovation took place and touched also the modal and harmonic expression
and textural solutions. However, the most important Lithuanian piano works
still retained national individuality, though the use of folk sources changed
radically. Direct quotations of Lithuanian tunes and sketchy imitations of
their elements were replaced by a more creative attitude towards folklore
and its thorough studies.

Having extended the range of tonality and traditional major/minor scale
system, the composers began using polytonal and polymodal means of
expression, in which the unity of the horizontal and vertical can often be
observed. Quite often, extended tonalities with an indefinite chord function
can be found there. These works abound in altered chords with additional
fleeting sounds and harmonic structures based on the intervals of second
and fourth. Other composers’ stylistic attitude was to further develop the
possibilities of expression of tonal music.

As functional harmonic relations had weakened, other elements of mu-
sical expression, and especially rhythm, became more important. Strictly
organised, sharp and tense pulse often restricted by steady metro-rhythmic
patterns was often used to enhance the emotional and dynamic tension.
Very often, a syncopation based on the Lithuanian sutartinë tradition was
used. Some authors renounced regular rhythmic structures to avoid symmetry
and squarishness and to enjoy free and constantly changing rhythmic patterns
reminiscent of expressive prose speech.
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The composers’ attitude to instrumental sound was also changing radi-
cally. Many of them extended the range of dynamics, highlighted the nature
of the piano as a percussion instrument, and used huge dynamic contrasts.
This was reflected in the piano texture. The multi-layered romantic sounding
was often replaced by a transparent and graphically clear two-voice texture
and harmonic figurations of non-traditional intervallic structure. Toccata-
like pianistic patterns, martellato, repetitions and cluster-type chords became
widely employed.

The question of form was being solved in many different ways. Alongside
the classically clear binary and ternary forms, pieces of an improvisatory
nature, seemingly considerably remote from standard musical schemes, began
appearing more and more often. The range of genres of piano music was
increasing, and the composers were showing their inclination towards large-
scale forms, such as concertos, sonatas and piano cycles.

After Lithuania restored its independence and the social and political
life changed radically, the process of the development of Lithuanian piano
music went on. As the Iron Curtain  was raised, it became possible for artists
to freely participate in international art forums, which broadened their
worldview, encouraged their creative freedom and search for more diverse
styles and techniques and more effective means of expression. According to
Rûta Rudvalytë, “From a store of concert works for solo piano, clear stylistic
trends are hard to be distinguished. At the end of the 20th century, composers
employed innumerable quantities of techniques, creative principles and ways
of music-making, which they combined, changed and fragmented in search
of the most diverse methods to create their own original style, often
characteristic of a single composition” (Kryþauskienë, Rudvalytë 2004: 119).

New concert venues and possibilities began to be looked for, and the
composers’ work has been inspired by commissions from competitions,
festivals and other arts events. The increasing number of young talented
pianists and their playing skills and intensive concert activities, including
the promotion of new piano works, has been providing a stimulus for music
creation. With its rich texture and endless possibilities of expression, Lithu-
anian piano music is a medium to express performers’ artistic individualities
and to display their virtuoso skills, artistic temperament and intellectual
thinking. In the promotion of the national pianism, the most important events
are the international piano competitions of Balys Dvarionas, Stasys Vainiûnas
and Mikalojus Konstantinas Èiurlionis, which include performances of com-
pulsory pieces by these Lithuanian authors. The International Èiurlionis Piano
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Competition, alongside pieces by this genius, features brand new Lithuanian
piano works commissioned especially for this event.

Lithuanian piano music is now undergoing new artistic changes. Many
creative experiments are taking place before our very eyes. With no historical
retrospect, it is hard to assess objectively the facts, events and circumstances
and to analyse them fully. However, many phenomena still offer an optimistic
prognosis for the further development of Lithuanian piano music.

Lietuvas klaviermûzikas attîstîbas tendences

Ramune Kriþauskiene

Kopsavilkums

Gandrîz lîdz pat 20. gadsimta sâkumam Lietuvas klaviermûzikâ neiz-
paudâs nacionâlais kolorîts, un ðajâ þanrâ dominçja cittautieði – komponisti,
atskaòotâjmâkslinieki un pedagogi. Nacionâlâ klaviermûzika sâka veidoties
19./20. gadsimta mijâ. Repertuârs ðajâ laikposmâ ietvçra galvenokârt mini-
atûras; to autori bija Jozs Naujalis, Miks Petrausks, Jozs Tallatkelpða un citi
komponisti. Ðajos skaòdarbos parâdîjâs saikne ar lietuvieðu folkloru, bija
jûtama arî 19. gadsimta krievu un Rietumeiropas mûzikas ietekme. Jaunu,
spilgtu lappusi þanra attîstîbâ pavçra Mikolajs Konstantîns Èurïonis. Vairâk
nekâ 150 viòa klaviersacerçjumos – prelûdijâs, mazurkâs, sonâtçs, variâcijâs,
fûgâs u. c. – izpaudâs daþâdas metodes darbâ ar nacionâlo folkloru: no tie-
ðiem citâtiem un ârçjo pazîmju atdarinâjuma lîdz dziïai iekðçjai radniecîbai;
ðie darbi atspoguïoja romantisma estçtiku un Eiropas kompozîcijas skolas
iespaidu.

Lietuvas neatkarîbas atjaunotne 1919. gadâ ievçrojami stimulçja kla-
viermûzikas uzplaukumu. Kultûras dzîves aktivizâciju un mâkslas moderni-
zâciju veicinâja cieðâkas saiknes ar daudzâm Rietumeiropas zemçm, kurâs
lietuvieðu mûziíi studçja un koncertçja. Tâdçjâdi daudzveidîgâka kïuva arî
stilistiskâ panorâma: Jozs Tallatkelpða un Stasis Ðimkus palika uzticîgi roman-
tiskajam virzienam mâkslâ, lai gan arî viòu daiïradç iezîmçjâs evolûcija,
savukârt Jeronîms Kaèinskis, Juïus Gaidelis un Vîtauts Baceviès daudz ekspe-
rimentçja un izmantoja 20. gadsimta jaunâs kompozîcijas tehnikas.

Lietuvieðu nacionâlâs klaviermâkslas aktîvo atjaunotni pârtrauca Otrais
pasaules karð un padomju okupâcija. Liela daïa no spilgtâkajiem mâkslas
pârstâvjiem emigrçja, savas zinâðanas un talantu turpmâk atdodot citzemju
kultûrai. Tiem, kas palika dzimtenç, nâcâs mainît savas daiïrades pamatno-
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stâdnes. Tâlaika dzîves specifika, izolâcija, kas izpaudâs gan politikas, gan
kultû ras sfçrâ, un jaunâ marksistiskâ ideoloì ija ietekmçja visas mâkslas
jomas.

Pavçrsienu iezîmçja 20. gadsimta 60. gadi. Ðajâ laikâ lietuvieðu kompo-
nistu daiïradç arvien lielâku lomu guva instrumentâlie kamerdarbi, un
klaviermûzika kïuva par ðî þanra savveida laboratoriju. Bija vçrojama estç-
tisko uzskatu maiòa, pârorientâcija uz jauniem stilistiskiem modeïiem – jo
îpaði Bçlas Bartoka, Sergeja Prokofjeva, Igora Stravinska un citu 20. gadsimta
korifeju daiïradi.

Jauni mâksliniecisko vçrtîbu kritçriji stimulçja arî jaunu izteiksmes
lîdzekïu meklçjumus. Klaviermûzikas autoru redzeslokâ nokïuva laikmetîgâs
kompozîcijas tehnikas – dodekafonija, sçrijtehnika, aleatorika, tika izstrâdâti
arî individuâli skaniskâs organizâcijas principi.

Intensîvâ atjaunotne formas, ritma, intonatîvâ ziòâ iespaidoja harmoniju
un faktûru. Paplaðinâjâs mûzikas skaòkârtiskais spektrs, arvien bieþâk kom-
ponisti izgâja ârpus ierastâs maþorminora sistçmas ietvariem, brîvi lietoja
politonâlas un polimodâlas saskaòas, nereti bija vçrojama horizontâles un
vertikâles vienotîba.

Vienlaikus sâka radikâli mainîties priekðstati par paðu instrumenta ska-
nçjumu. Paplaðinâjâs dinamikas gradâciju spektrs un to savstarpçjie kontrasti,
tika akcentçts klavieru perkusîvais efekts. Tas iespaidoja arî skaòdarbu fak-
tûru. Romantisko daudzslâòu izklâstu bieþi nomainîja dzidra, grafiski reljefa
divbalsîba, harmoniskâ figurâcija uz netradicionâlu intervâlisko struktûru
pamata. Daudz tika izmantotas tokâtiskas formulas, martellato, repetîcijas,
klasterveida akordi utt.

Formas jomâ bija sastopami daþâdi risinâjumi. Lîdztekus klasiski skaid-
râm, proporcionâlâm divdaïu un trijdaïu struktûrâm arvien bieþâk parâdîjâs
arî improvizatoriskas uzbûves, kas nebija balstîtas kâdâs standartizçtâs
shçmâs. Paplaðinâjâs skaòdarbu þanriskais diapazons, pieauga apjomîgu
sacerçjumu (koncertu, sonâðu, cita veida ciklu) îpatsvars.

Lietuvieðu komponistu klavierdarbi ar to plaðo izteiksmes diapazonu
sniedz daudzveidîgas iespçjas interpretam atklât savu radoðo individualitâti–
demonstrçt gan virtuoza dotîbas un spilgtu temperamentu, gan intelektuâlu
dziïumu.

Arî patlaban lietuvieðu klaviermûzikâ vçrojamas progresîvas pârmaiòas.
Daudzi radoðie eksperimenti norit mûsu acu priekðâ. Bez laika distances
grûti izvçrtçt daudzos faktus, notikumus un apstâkïus. Tomçr neapðaubâmi
ir pamats optimistiskam skatam uz lietuvieðu klaviermûzikas turpmâko
attîstîbu.
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Piano Culture of Lithuania in the USA:
Past, Present and Future

Dr. art.  Ramunë Kryþauskienë
Professor at the Lithuanian Academy of Music and Theatre

 The piano culture of Lithuanian emigrants, which has long been known
to us only from episodic events, unfolds itself more and more. Many pro-
minent pianists began their careers in Lithuania, improved their skills in
exile camps in Western Europe, and reached their artistic maturity already
overseas. Some of them worked as accompanists and piano teachers, while
others, who had better living and working conditions, appeared in concerts
as soloists and chamber musicians.

The Lithuanian piano school has been functioning in the USA for many
decades. Nevertheless, it has never been properly analysed and discussed.
This paper is the first attempt to investigate problems in this sphere.

The development of Lithuanian piano culture in the USA has not been
consistent for many years. Various historic events conditioned its more active
or peaceful existence. Although Lithuanian emigration occurred throughout
all periods of the country’s existence, there were historic moments during
which it was more intense and would become an important ordeal for the
whole nation.

Lithuanian emigration in the USA had already started in the mid of the
19th century and became more active in the years 1905–1907 when young
people being oppressed and seeking to avoid military service in the Tsar’s
army moved from Lithuania on a mass scale.

A vastly growing community of Lithuanian emigrants settled in big
cities in the USA. Nostalgia for their native land encouraged them to gather
at parish churches. For a long time a Lithuanian parish became the main
rather closed centre which had determined the development of Lithuanian
cultural life during the whole century.

In the musical educational system developed by Lithuanian emigrants
in the USA, an important role was played by the Lithuanian Music Con-
servatoire, founded by Mikas Petrauskas (1873–1937), and the Beethoven
Conservatoire, set up by Antanas Pocius (1884–1953), both established in
Chicago, where piano classes were given by Pocius, Bruno Lauraitis and
Kostas Gaubis among others. There were also a number of private music
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studios with universal programmes offering more amateurish than serious
professional training.

The universal character of some schools and the fact that the same
teachers taught not only instrumental music (piano, violin), but also singing
is quite amazing. Partly, this proves that these schools were more of an
amateur character, provided only primary music education and were not
able to prepare serious professional musicians. As often as not, a rather
dilettante approach to art prevailed there.

With neither special musical training nor knowledge of piano metho-
dology, choirmasters and other instrumentalists still taught the piano. Many
of them had a lack of knowledge of elementary music theory, harmony and
counterpoint, and a very poor experience in music analysis. A scarce under-
standing of pedagogy and child psychology is also evident from the principles
of choosing an educational repertoire, which usually included too many
nice sentimental piano pieces of low artistic value.

Being music training centres of fairly closed nature, these studios disrupted
further development of pedagogical thought. A shortage of new methodolo-
gical ideas and more interesting forms of activities as well as poor integration
into the American system of music education was characteristic of theses
establishments. However, their contribution to the development of music
education is highly considerable. It was there that the basic fundamentals of
professional pedagogy were being developed and talented performers were
being discovered and properly directed. These schools helped young people
develop their musical abilities, understand the language of music, exercise
their intellects and broaden their horizons, and learn to evaluate different
phenomena of art.

After World War II, a great number of well-known artists left Lithuania.
Among them were many pianists, including Andrius Kuprevièius (1921–
1997), Aleksandras Kuèiûnas (1914–2002), Vladas Jakubënas (1904–1976),
Aleksas Mrozinskas (1914–1969), Galina Juodakytë-Leonienë (1909),
Aldona Kepalaitë (1929–2005) and Julija Rajauskaitë (1922–1988) whose
performing and teaching activities stimulated further development of piano
culture.

These artists were not satisfied with a poorly developed cultural level of
countrymen and sought to expand the horizons of artistic activity. They
organised recitatives, played with orchestras, in various chamber ensembles,
played accompaniment for vocalists and choirs at prestigious concert halls –
Carnegie Hall in New York, Orchestra Hall  in Chicago or others. They
managed to form a nucleus of emigrants’ piano culture. Furthermore, they
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managed to develop the art of performance to its professional heights by
infusing it with masterly completeness, filling it with artistic expression and
a profound emotional content.

Searching for a variety of programmes, pianists often attune musical
compositions of different style and genres in recitatives. This allowed them
to better reveal their artistic possibilities to render interpretation subtleties.
Modern opuses of the 20th century were performed at the concerts, excluding
the compositions of traditional classical and romantic music. Lithuanian
piano music was often represented by miniatures of the classics (Mikalojus
Konstantinas Èiurlionis, Juozas Gruodis, Juozas Tallat-Kelpða) and by works
of emigrant composers (Vladas Jakubënas, Julius Gaidelis, Darius Lapinskas,
Jonas Ðvedas, Giedra Gudauskienë).

Performers combined concert activity with their educational work.
Owing to their professional skills, training of young pianists was trans-

formed into a systematically organised educational process. Lithuanian peda-
gogues’ progressive educational ideas and the experience they had acquired
from the famous Russian piano school in their early youth were creatively
complemented by methodological ideas from other piano schools, making it
possible for them to carry on the professional piano teaching and to prepare
students for various piano competitions.

A great contribution was made by pianists of a younger generation:
Nijolë Bogutaitë-Dëdinienë (1939), Darius Lapinskas (1934), Nijolë Stadal-
nykaitë-Ulënienë (1935) and Manigirdas Motekaitis (1938). Born in hard
war times in Lithuania, in the post-war DP camps and then in emigration
they got a music education degree at music departments of American univer-
sities, continued fostering ethnic culture and carried on the traditions of
yearly culture. However, an unfavourable cultural situation in the USA urged
young people to choose better-paid specialties of applied science which would
ensure a more stable future. This narrowed a circle of active performers, pre-
venting them from developing comprehensively their own artistic capabi-
lities.

This paper reviews also their methodological experience, analyses their
repertoire and highlights the changes in the development of Lithuanian piano
school.

A big majority of these pianists worked also as teachers and owned
private piano studios, which were quite popular: the number of students
was steadily increasing and sometimes reached 30–40. After the war, piano
playing became extremely popular among children of the Lithuanian diaspora,
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and the growth in quantity was matched by the growth in quality. The
students of Lithuanian educationalists performed regularly at student concerts
and the best became the laureates of serious piano competitions, which added
to the international prestige of their teachers. Successful appearances by
Lithuanian pianists’ pupils, as well as a good evaluation by press showed
that their artistic activities often had encouraged the authorities of American
universities to invite Lithuanian teachers to work in state schools of art, also
including higher schools of music. Julija Rajauskaitë worked at the Westmin-
ster Choir College of Princeton University; Vytautas Bacevièius at the Long
Island Institute of Musical Art (from 1965), the Conservatoire of Musical
Art (1943–1947) and the Union City Conservatory (from 1952) in New
York; Andrius Kuprevièius and Birutë Smetonienë spent their most productive
years at the Music School Settlement in Cleveland; and Kuprevièius taught
also at the Cleveland State University (from 1971). Progressive pedagogical
ideas that they had brought along from their homeland, their independent
work experience and the fundamentals of professional piano school that
they had acquired in their youth allowed these pedagogues to establish an
important position in the music world, to do their favourite job and to achieve
excellent results.

Private schools established by Lithuanian piano teachers in the United
States became also important centres of national art and a kind of core of
local cultural life, and continued developing the principles of piano pedagogy.
As compared to the former private piano studios, these had a marked advan-
tage in terms of professionalism. The teachers’ great concern about the
development of students’ pianistic skills, about correct hand and body posi-
tion, accurate note reading, technical mastery, sound culture and pedalling
skills produced highly positive results.

However, not every pupil in these piano studios provided emotional
satisfaction for their teachers. It was quite often that American mass culture,
so contradictory to the criteria of artistic professionalism, made the peda-
gogues work especially patiently and constantly revise their working prin-
ciples. Despite this, Lithuanian pedagogues established quite high professional
standards. They sought to avoid superficiality, outward brilliance, virtuoso
display and groundless emotional outbursts. Being also teachers of elementary
music theory, harmony (on which Jakubënas was particularly strong) and
history, they taught the fundamentals of musical analysis and encouraged to
recognise, understand and listen very carefully to changes in form, harmony
and texture of a composition being performed.
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Though the majority of Lithuanian pedagogues were very creative and
resourceful in their work, they also sought to give practical pieces of advice
about how to play difficult virtuoso passages, how to choose the proper
fingering and how to better hear every modulation or harmonic side-step.
They were also very much concerned about the development of their pupils’
piano technique. The basis for technical improvement was considered the
playing of scales and piano exercises (mostly by the French author Charles
Louis Hanon), which were recommended, by some teachers, to be played in
all possible keys. Equally important was considered the playing of studies
and etudes by various authors, the most popular among whom were Carl
Czerny, Frederic Nicolas Duvernoy and Henry Lemoine, and virtuoso concert
pieces by German composers.

Pianistic quality was usually achieved through a rich and diverse reper-
toire. The majority of Lithuanian teachers did not confine themselves to
strict programme requirements in order that their students could get better
acquainted with work of different composers and music from various periods.
All Lithuanian teachers knew the repertory very well, perfectly understood
its pedagogical aims, artistic and methodic value and pianistic difficulties.

Many Lithuanian pedagogues ignored light music and took a dim view
of simplified piano transcriptions of popular music, which are becoming
increasingly popular in piano pedagogy in the United States: pupils have a
desire to approach the greatest works of music as soon as possible, but are
not patient enough to learn systematically and in a progressive manner.

Unfortunately, contemporary music was represented by only few examples
in the educational repertory, which was especially lacking in 20th-century
opuses with their colourful harmony and modern rhythms.

Also, the works of Lithuanian composers (mostly easier piano compo-
sitions by Èiurlionis) made up only a very small percentage of the whole
educational repertory. This was mostly due to objective reasons, such as
severed connections with homeland and complete unawareness of what was
happening or what was being created there.

In summing up the methodical principles of Lithuanian piano teachers,
a synthesis of different theories and personal experiences can be noticed.
These principles were often based on teaching and performing experiences
of teachers themselves as well as on what they had found out from their
own teachers and from works by other authors.

Lithuanian piano teachers were never fond of passive art. They always
encouraged to approach music artistically and logically and to make bold
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artistic decisions. Yet, not all students were talented and well-prepared virtu-
osos, so that the work with them could reveal their teachers’ true pedagogical
abilities and knowledge and expertise in music.

Some of Lithuanian pianists’ teaching activities were too episodic to
make it possible for them to outline their own pedagogical principles. How-
ever, their contribution to the development of Lithuanian national piano
school is also considerable and as important as a tiny tile in a mosaic.

After the restoration of Lithuanian independence and several decades
of cultural isolation, there emerged a possibility to study abroad at higher
schools of music, perform at different concert halls around the world, and
participate in competitions and interpretation masterclasses conducted by
experienced educationalists. Dramatic reforms occurred in the music sphere
changed the lives of many performers in essence. Cultural emigration of
young performers and integration into the USA and Western Europe turned
artistic spaces into a common phenomenon.

Lithuanian pianists having recently arrived in the USA attributed new
colours to cultural life of countrymen. Nowadays no one gets surprised at
the prize-winning places at international competitions, successful performance
with various symphony orchestras, the evenings of chamber music, recitals
discussed in broadsheet papers. Having already grown in the USA music
life, young musicians fascinate listeners by virtuosity, a broad repertory,
intellect and artistic individuality.

Some new emigrants in the USA readily absorb the traditions of Lithu-
anian culture having already existed for many years, others isolate from
countrymen with the aim of associating themselves with a new country as
quickly as possible and integrating into its cultural life. On the other hand,
good means of communication, visiting native land and general cultural
programmes do not make people lose contact with their homeland.

On the one hand, the spread of young Lithuanian pianists in the USA
delights us, on the other – worries. Many performers who went to the USA
to study or intern and accumulated new knowledge and artistic impressions
stay there for a long time. Lithuanians performing at prestigious concert
halls around the world and teaching at higher schools of art are like ambas-
sadors of culture, making it known far beyond its boarders. However, it is
pity to acknowledge that we loose the best specialists due to brain drain ,
while their knowledge and professional skills become part of a foreign
country’s culture.
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Lietuvieðu klavierspçles mâksla ASV: pagâtne, tagadne, nâkotne

Ramune Kriþauskiene

Kopsavilkums

Klavierspçles mâkslas attîstîba ASV ilgu gadu gaitâ noritçja pakâpeniski.
Lai gan lietuvieði emigrçjuði uz ðo zemi visos tâs pastâvçðanas periodos, tomçr
emigrâcijas intensitâte daþâdos laikposmos atðíîrâs.

Lietuvieðu izceïoðana uz ASV aizsâkâs jau 19. gadsimta vidû; aktîvâka
tâ kïuva 1905.–1907. gadâ, kad nabadzîba un nevçlçðanâs diençt cariskajâ
armijâ mudinâja jaunatni masveidâ pamest dzimteni. Arvien pieauga to lietu-
vieðu emigrantu skaits, kas apmetâs uz dzîvi ASV lielajâs pilsçtâs. Ilgas pçc
dzimtenes rosinâja viòus saliedçties, un lietuvieðu baznîcu draudzes daudzu
gadu desmitu gaitâ kïuva par nozîmîgiem kultûras centriem, kas vçrotâjiem
no malas tomçr bija mazpieejami.

Pçc Otrâ pasaules kara Lietuvu pameta daudzi izcili mûziíi. Viòu vidû
bija ievçrojami pianisti – Andrus Kupraviès (1921–1997), Vîtauts Baceviès
(1905–1970), Birute Smetoniene (1912–2003), Aleksandrs Kuèins (1914–
2002), Vlads Jakubçns (1904–1976), Jûlija Rajauksaite (1922–1988), Alekss
Mrozinskis (1914–1969), Gaïina Judakîte Leonienå (1909), Aldona Kepalaite
(1929–2005) u. c. Ðie mâkslinieki nesamierinâjâs ar samçrâ niecîgajâm
kultûras prasîbâm apkârtçjâ vidç, bet meklçja plaðâkas radoðâs darbîbas
iespçjas. Viòi uzstâjâs prestiþâs koncertzâlçs – Òujorkas Carnegie Hall,
Èikâgas Orchestra Hall  u. c. – gan ar solokoncertiem, gan kameransambïu
sastâvâ, gan kâ solistu un koru pavadîtâjpianisti. Ðie mûziíi arî veidoja emig-
râcijas klavierspçles mâkslas kodolu, pacçla to profesionâli augstâ lîmenî
gan virtuozi tehniskâ, gan emocionâlâ satura ziòâ.

Tiecoties paplaðinât koncertprogrammas, pianisti savos solokoncertos
bieþi iekïâva daþâda stila un þanra darbus. Tâdçjâdi viòi varçja vispusîgâk
parâdît savas spçjas. Blakus klasiíu un romantiíu mûzikai nereti skançja
arî 20. gadsimta kompozîcijas. Lietuvieðu klaviermûziku pârstâvçja gan
klasiíi (Mikolajs Konstantîns Èurïonis, Jozs Grodis, Jozs Tallatkelpða), gan
emigrâcijas komponisti (Vlads Jakubçns, Juïus Gaidelis, Darjus Lapinskis,
Jons Ðveds, Ìiedre Gudauskiene). Blakus atskaòotâjmâkslai pianisti arî aktîvi
pievçrsâs pedagoìijai.

Îpaðu ieguldîjumu klavierspçles attîstîbâ deva pianistu jaunâkâ paaudze:
Nijole Bogutaite-Dediniene (1939), Darjus Lapinskis (1934), Nijole Stadal-
nikaite-Uleniene (1935) un Maniìirds Motekaitis (1938). Bçrnîbu viòi pava-
dîjuði Lietuvâ grûtajos kara gados, kâ arî pçckara nometnçs vai emigrâcijâ,
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vçlâk ieguvuði mûzikas izglîtîbu Amerikas universitâðu mâkslas fakultâtçs.
Ðie mûziíi stiprinâja lietuvieðu kultûras tradîcijas, lai gan ASV kultûrpolitika
to nestimulçja, tâpçc daïa no viòiem bija spiesta izraudzîties labâk apmaksâtu
darbu praktiskâs specialitâtçs, kas sniedza iespçju nodroðinât stabilu nâkotni.
Lîdz ar to emigrâcijas aktîvi koncertçjoðo pianistu loks bûtiski saðaurinâjâs.

Pçc Lietuvas neatkarîbas atjaunotnes, kas nomainîja vairâkas desmit-
gades ilgo kultûras izolâciju, Lietuvas jaunatnei radâs iespçja mâcîties ârzemju
mûzikas augstskolâs, spçlçt slavenâkajâs ârvalstu koncertzâlçs, piedalîties
koncertos. Daudzi t. s. jaunie emigranti labprât iekïâvâs jau ASV izveidotajâ
lietuvieðu kultûras tradîciju vidç, taèu bija arî citi, kas izvairîjâs no kontaktiem
ar tautieðiem, cenðoties âtrâk iesaistîties jaunâs mîtnes zemes kultûras dzîvç.
Tomçr mûsdienu komunikâcijas, plaðâs iespçjas apmeklçt Lietuvu, kopîgas
kultûras programmas stiprina emigrantu saikni ar dzimteni.

Lietuvieðu pianistu panâkumi ASV priecç un vienlaikus rada zinâmas
baþas. Daudzi no jaunajiem mâksliniekiem dodas turp tikai studçt vai staþç-
ties, gût jaunas zinâðanas un radoðos iespaidus, tomçr paliek ðajâ zemç ilgu
laiku. Lietuvieði, kas demonstrç savu atskaòotâjmâkslu ievçrojamâs pasaules
koncertzâlçs un pasniedz prestiþâs mûzikas augstskolâs, nenoliedzami ceï
Lietuvas reputâciju, ir dzimtenes kultûras sûtòi tâlu aiz tâs robeþâm. Tomçr
satrauc, ka smadzeòu noplûdes dçï Lietuvu pamet vislabâkie speciâlisti, kas
savas zinâðanas un spçjas turpmâk ziedo citas valsts kultûrai.
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ÞANRA SPECIFIKAS IZPAUSMÇS

Êîìïîçèöèî ííûå òèïû
åâðîïåéñêîãî õîðîâîãî êî íöåðòà

Dr. art. Ãàëèíà Öìûã
Öåíòð èññëåäîâàíèé áåëîðóññêîé êóëüòóðû, ÿçûêà è ëèòåðàòóðû

Íàöèîíàëüíîé àêàäåìèè íàóê Áåëàðóñè

Åâðîïåéñêèé õîðîâîé êîíöåðò – ýòî ïîëèõîðíàÿ êîìïîçèöèÿ, êî-
òîðàÿ íàïîëíåíà êðàñî÷íûìè ôàêòóðíûìè ýôôåêòàìè, íàïðÿæåííûì
äâèæåíèåì, ÷àñòîé ñìåíîé ôàêòóðíûõ ïðèåìîâ. Õ î ð î â à ÿ  ê î í ö å ð ò -
í à ÿ  ô à ê ò ó ð à, îðãàíèçóþùàÿ õóäîæåñòâåííîå ïðîñòðàíñòâî, ÿâëÿåòñÿ
ñïåöèôè÷åñêèì æàíðîâûì ïàðàìåòðîì õîðîâîãî êîíöåðòà. Îíà ðàñêðû-
âàåò ïðèðîäó ìíîãîãîëîñíîé ìóçûêàëüíîé òêàíè, åå ñòèëèñòè÷åñêèå îñî-
áåííîñòè. Ïîýòîìó â öåíòðå íàøåãî âíèìàíèÿ ôàêòóðà åâðîïåéñêîãî
õîðîâîãî êîíöåðòà, êîòîðàÿ çäåñü ðàññìàòðèâàåòñÿ â ôóíêöèîíàëüíîì
àñïåêòå. Äàííûé ïîäõîä îáó ñëîâëåí âîêàëüíî-õîðîâîé ñïåöèôèêîé
îáúåêòà èññëåäîâàíèÿ, çàïå÷àòëåííîé â òêàíè ìóçûêàëüíîãî ïðîèçâå-
äåíèÿ. Îòñþäà èñõîäèò è ñòîÿùàÿ ïåðåä íàìè çàäà÷à – îïðåäåëåíèå îá-
ùèõ ïðèçíàêîâ  õ î ð î â û õ  ê î í ö å ð ò î â  â çàâèñèìîñòè îò ô à ê ò ó ð í û õ
ñ ð å ä ñ ò â (ñîñòàâ èñïîëíèòåëåé èëè õîðîâàÿ îðãàíèêà) è ô à ê ò ó ð í û õ
ï ð è å ì î â  (ñïîñîáîâ ãðóïïèðîâêè ãîëîñîâ). Ýòî äàåò îñíîâàíèå âûÿ-
âèòü âèäû õîðîâîé êîíöåðòíîé ôàêòóðíîé îðãàíèçàöèè è îõàðàêòåðè-
çîâàòü ê î ì ï î ç è ö è î í í û å  ò è ï û  å â ð î ï å é ñ ê î ã î  õ î ð î â î ã î
ê î í ö å ð ò à .

Â çàâèñèìîñòè îò èñïîëíèòåëüñêîãî ñîñòàâà è ñïîñîáîâ ãðóïïèðîâ-
êè ãîëîñîâ õîðîâîé êîíöåðò äåëèòñÿ íà òðè æàíðîâûõ òèïà, ñôîðìèðî-
âàâøèåñÿ â òâîð÷åñòâå âåíåöèàíñêèõ êîìïîçèòîðîâ: ì à ë û é  õîðîâîé
êîíöåðò , ïðåäíàçíà÷åííûé äëÿ âîñüìè (è ìåíåå) ãîëîñîâ, êîòîðûå ìî-
ãóò äóáëèðîâàòüñÿ èíñòðóìåíòàìè (a cappella èëè colla parte ad libitum);
á î ë ü ø î é  õîðîâîé êîíöåðò äëÿ âîñüìè è áîëåå ãîëîñîâ, êîòîðûå, êàê
ïðàâèëî, äóáëèðóþòñÿ èíñòðóìåíòàìè ( colla parte ad libitum); õîðîâîé
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ã ð à í ä-êîíöåðò ( ãðàíäèîçíûé , ñàìûé áîëüøîé) äëÿ äâåíàäöàòè è áîëåå
ãîëîñîâ è âêëþ÷àåò èíñòðóìåíòàëüíûå ïàðòèè, âûïèñàííûå îòäåëüíî
(colla parte è obligato). Â ðàìêàõ êàæäîãî èç ýòèõ òèïîâ ñôîðìèðîâàëèñü
îïðåäåëåííûå ïðèåìû õîðîâîé êîìïîçèöèîííîé òåõíèêè, êîòîðûå
âïîñëåäñòâèè áûëè ðàçâèòû â äðóãèõ æàíðàõ åâðîïåéñêîé ìóçûêè. Îñ-
òàíîâèìñÿ íà èõ õàðàêòåðèñòèêå.

Ðàçëè÷èÿ ìåæäó îïðåäåëåííûìè âûøå òèïàìè õîðîâîãî êîíöåðòà
ëåæàò ïðåæäå âñåãî â îáëàñòè ñïîñîáîâ ãðóïïèðîâêè ãîëîñîâ (ñòðîåíèÿ
õîðîâîé ôàêòóðû). Âñå òðè òèïà âåíåöèàíñêîãî õîðîâîãî êîíöåðòà – ýòî
ï î ëèõ îð íûå  êîíöåðòíûå êîìïîçèöèè. Âìåñòå ñ òåì ïîëèõîðíîñòü âû-
ñòóïàåò â êàæäîì òèïå â ðàçíûõ ñâîèõ âèäàõ. Â ìàëîì  – ýòî ñêðûòàÿ è
ìîáèëüíàÿ â ñèëó ïîñòåïåííîãî âûÿâëåíèÿ è èçìåíÿþùåãîñÿ ñîñòàâà
êîíöåðòèðóþùèõ ãðóïï (ïðèåì âðåìåííûõ  cori spezzati). Çäåñü íàìå÷à-
åòñÿ òåíäåíöèÿ ê ãðóïïèðîâêå ãîëîñîâ â êîíöåðòèðóþùèå ãðóïïû, ñî-
ñòàâ êîòîðûõ íîñèò âðåìåííûé õàðàêòåð. Â áîëüøîì  – ýòî îôîðìèâøèéñÿ
òåìáðîâî-ðåãèñòðîâûé ïðèíöèï ðàçäåëåíèÿ èñïîëíèòåëüñêîãî ìàññèâà
íà ñòàáèëüíûå ãðóïïû ( ÿ â í à ÿ  ï î ë è õ î ð í î ñ ò ü ). Ïðèåì cori spezzati
ïðåäñòàâëåí â íàèáîëåå êëàññè÷åñêîì ñâîåì âèäå. Ïðè÷åì, â îòëè÷èå îò
ãðàíä-êîíöåðòà, ãäå ñîñòàâ òåìáðîâûõ êîìïëåêñîâ âûÿâëÿåòñÿ íå â íà-
÷àëå, à â ïðîöåññå ðàçâåðòûâàíèÿ êîìïîçèöèè ( ì î á è ë ü í à ÿ  ï î ë è õ î ð -
í î ñ ò ü ), â áîëüøîì  õîðîâîì êîíöåðòå ãðóïïû èñïîëíèòåëåé îïðåäåëåíû
è ïîêàçàíû óæå â íà÷àëå ñî÷èíåíèÿ.

Àíñàìáëåâûé âèä àíòèòåçû èñïîëíèòåëüñêèõ ñîñòàâîâ (êîëè÷å-
ñòâåííûé ôàêòîð) ñâîéñòâåíåí è ìàëîìó , è áîëüøîìó , è ãðàíä-êîíöåðòó .
×òî æå êàñàåòñÿ ñîëüíî-àíñàìáëåâîé àíòèòåçû èñïîëíèòåëüñêèõ ñîñòà-
âîâ, òî îíà ÿâëÿåòñÿ ïðåðîãàòèâîé ãðàíä-êîíöåðòà. Àíòèòåçà èñïîëíè-
òåëüñêèõ ñðåäñòâ (òåìáðîâàÿ) â áîëüøîì  õîðîâîì êîíöåðòå ïðåäñòàâëåíà
õîðîâûì è ñìåøàííûì òåìáðîì ïðè âçàèìîäåéñòâèè âîêàëüíî-õîðîâîãî
è èíñòðóìåíòàëüíîãî íà÷àë íà îñíîâå äóáëèðîâêè. Â ãðàíä-êîíöåðòå ýòî
àíòèòåçà èíñòðóìåíòàëüíûõ è ñìåøàííûõ (âîêàëüíî-èíñòðóìåíòàëü-
íûõ) òåìáðîâûõ ãðóïï íà îñíîâå äóáëèðîâîê, êîíòðàñòèðîâàíèÿ è êîð-
ðåñïîíäèðîâàíèÿ. Â ìàëîì  àíòèòåçû èíñòðóìåíòàëüíîãî è âîêàëüíîãî
íà÷àë â ïàðòèòóðå íå çàôèêñèðîâàíî.

Ìàëûé  õîðîâîé êîíöåðò ( Cantate Domino Äæîâàííè Ã àáðèåëè) àïåë-
ëèðóåò ê ìîòåòó è ìàäðèãàëó, âêëþ÷àÿ ñâîéñòâà ýòèõ æàíðîâ1 â àðñåíàë

1 «Ìîòåò âòîðîé ïîëîâèíû XVI âåêà ïðåäñòàåò â äâóõ ñâîèõ îñíîâíûõ âàðèàí-
òàõ: â ôîðìå ïðåäíàìåðåííî ïðîñòîé ïüåñû, ïåñåííîãî, ïî÷òè íàðîäíîãî õà-
ðàêòåðà, áîëüøåé ÷àñòüþ ãîìîôîííîãî ñòðîåíèÿ, ñ ìåëîäèåé â âåðõíåì ãîëîñå,
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êîíöåðòíûõ ñðåäñòâ 2. Òèïè÷íûå ïðèçíàêè êîíöåðòíîãî æàíðà èìåþò
çäåñü óòîí÷åííûé, êàìåðíûé  õàðàêòåð â ñèëó äåòàëèçàöèè, èñêóñíîé ðàç-
ðàáîòêè òåìàòè÷åñêîãî ìàòåðèàëà, òîíêèõ ãðàäàöèé â îáëàñòè ýìîöèî-
íàëüíîãî íàïîëíåíèÿ.

Áîëüøîìó  õîðîâîìó êîíöåðòó ( Buccinate Äæ. Ãàáðèåëè) ñâîéñòâåííû
÷åðòû, âïîñëåäñòâèè ïðèñóùèå îðàòîðèàëüíûì æàíðàì: ìîíóìåíòàëüíîñòü
è ýïè÷íîñòü, îáúåêòèâíîñòü âûñêàçûâàíèÿ, ñþæåòíîñòü, ÷òî â îïðåäåëåí-
íîé ñòåïåíè íàïîìèíàåò êîìïîçèöèîííóþ ñòðóêòóðó îðàòîðèè – íàïðè-
ìåð, ïîìåùåíèå òóòòèéíûõ ( omnes) ðàçäåëîâ â óçëîâûõ òî÷êàõ ôîðìû 3.

Õîðîâîé ãðàíä-êîíöåðò  (In ecclesiis Äæ. Ãàáðèåëè) áëèçîê ê êàíòàòå,
÷òî ïðîÿâëÿåòñÿ â öèêëè÷íîñòè ôîðìû; ñî÷åòàíèè ÷àñòåé ïî ïðèíöèïó
êîíòðàñòà èëè ðåïðèçíîñòè; îáîáùàþùåé ôóíêöèè ôèíàëüíîãî ðàçäå-
ëà, òåìàòè÷åñêèõ è òîíàëüíûõ ñâÿçÿõ, ñïîñîáñòâóþùèõ åäèíñòâó öèê-
ëè÷åñêîé ôîðìû 4.

è â ôîðìå èñêó ñíîé êîíòðàïóíêòè÷åñêîé ïüåñû, íåðåäêî ìíîãî÷àñòíîé, âûïîë-
íåííîé â ñëîæíîé ïîëèôîíè÷åñêîé òåõíèêå, ãäå ïðåîáëàäàþò ðàçíîãî ðîäà
èìèòàöèîííûå ôîðìû, îõâàòûâàþùèå âñå áåç èñêëþ÷åíèÿ ãîëîñà, êîëè÷åñòâî
êîòîðûõ íåðåäêî äîõîäèò äî âîñüìè-äâåíàäöàòè» (Ñèìàêîâà 1985: 80).

2 «Ìàäðèãàë XVI âåêà, êàê ïðàâèëî, ïèøåòñÿ äëÿ ï ÿ ò è - ø å ñ ò è  (ðåæå ÷åòû-
ðåõ) ã î ë î ñ î â  è îòëè÷àåòñÿ îò äðóãèõ æàíðîâ ýòîãî âðåìåíè íåîáû÷àéíîé ñâî-
áîäîé, ãèáêîñòüþ â îòíîøåíèè è êîìïîçèöèîííîé ñòðóêòóðû, è ìåòðîðèòìà, â
êîòîðîì íåðåäêî ìåíÿåòñÿ òàêòîâûé ðàçìåð (òî÷íåå, ìåíçóðû), à òàêæå è â îò-
íîøåíèè ôàêòóðû, ãäå ïîñòðîåíèÿ èìèòàöèîííîãî õàðàêòåðà ÷åðåäóþòñÿ ñ àê-
êîðäîâûìè ðàçäåëàìè» (Ñèìàêîâà 1985: 131).

3 «Î ð à ò î ð è ÿ  (èòàë. oratorio, ïîçäíåëàò . oratorium – ìîëåëüíÿ, îò ëàò . oro –
ãîâîðþ, ìîëþñü) – ýòî âîêàëüíî-èíñòðóìåíòàëüíàÿ öèêëè÷åñêàÿ ôîðìà (è æàíð)
íà äóõîâíûé, ìèôîëîãè÷åñêèé èëè èñòîðè÷åñêèé òåêñò çíà÷èòåëüíîãî èëè äàæå
ãåðîè÷åñêîãî ñîäåðæàíèÿ [..]. Ïî ñâîåìó ñòðîåíèþ îðàòîðèÿ äîâîëüíî áëèçêà
îðàòîðèàëüíûì “ñòðàñòÿì”, íî ïðåäñòàâëÿåò âíåöåðêîâíûé æàíð äëÿ êîíöåðò-
íîãî èñïîëíåíèÿ. [..] Ïîâåñòâîâàòåëüíûé õàðàêòåð îðàòîðèè (êîãäà ñîáûòèÿ íå
ïîêàçûâàþòñÿ êàê â îïåðå, íî ïðåäñòàâëÿþòñÿ â èçëîæåíèè “ðàññêàç÷èêà”) ïî-
äîáåí “ñòðàñòÿì”, ðàâíî êàê ìóçûêàëüíûé ñîñòàâ, âêëþ÷àþùèé õîðû, àðèè,
ðå÷èòàòèâû. Ñóùåñòâåííîå îòëè÷èå ñîñòîèò â îòñóòñòâèè õîðàëîâ, à òàêæå â
î ñ î á î  ç í à ÷ è ì î é  ð î ë è  õ î ð î â  [ðàçðÿäêà ìîÿ – Ã. Ö.], îáó ñëîâëåííîé ýïè-
÷åñêîé ïðèðîäîé æàíðà îðàòîðèè» (Êþðåãÿí 2003: 167).

4 «Êàíòàòà (èòàë. cantata, îò cantare – ïåòü) – ýòî âîêàëüíî-èíñòðóìåíòàëüíàÿ
öèêëè÷åñêàÿ ôîðìà äóõîâíîãî èëè ñâåòñêîãî ñîäåðæàíèÿ, áîëåå êàìåðíîãî, ÷åì
îðàòîðèÿ, õàðàêòåðà è áåç ÿñíî âûðàæåííîãî ñþæåòà» (Êþðåãÿí 2003: 167).

«Ñàìûå êîìïàêòíûå èç âñåõ âîêàëüíî-èíñòðóìåíòàëüíûõ öèêëè÷åñêèõ ôîðì,
êàíòàòû îáíàðóæèâàþò íàèáîëåå âûðàæåííóþ àâòîíîìíî-ìóçûêàëüíóþ îðãà-
íèçàöèþ öèêëà» (Êþðåãÿí: 2003: 168).
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Êîìïîçèöèîíûå ðåøåíèÿ âåíåöèàíñêîãî õîðîâîãî êîíöåðòà õàðàê-
òåðèçóþòñÿ èíäèâèäóàëèçèðîâàííûì ïîäõîäîì ê ñòðóêòóðå. Ïðåèìóùå-
ñòâåííî ýòî ðîíäî, äâóõ- è òðåõ÷àñòíûå è ðåôðåííûå ôîðìû (Êàòóíÿí
1994: 71), êîòîðûå ê òîìó âðåìåíè åùå íå îáðåëè çàêîí÷åííûé âèä 5. Ýòî
ïðîèçîøëî ïîçæå â òâîð÷åñòâå êîìïîçèòîðîâ-êëàññèêîâ. Ïîýòîìó âàæ-
íåéøèì îðãàíèçóþùèì êà÷åñòâîì äàííûõ ôîðì ÿâëÿåòñÿ ïðèíöèï ïî-
âòîðíîñòè. Õîðîâûå êîìïîçèöèè îòëè÷àåò ìàñøòàáíîñòü, ãðàíäèîçíîñòü
è ìíîãî÷àñòíîñòü. Âåíåöèàíñêèé õîðîâîé êîíöåðò – ýòî âñåãäà êðóï-
íûå õîðîâûå (âîêàëüíî-èíñòðóìåíòàëüíûå) ñî÷èíåíèÿ äëÿ õîðà, ñî-
ëèñòîâ è îðêåñòðà (àíñàìáëÿ). Ïðè ýòîì ïðèíöèï ïîâòîðíîñòè ðàñïðî-
ñòðàíÿåòñÿ íà ñòðîåíèå ÷àñòè, ðàçäåëà, à òàêæå, åñëè ïðîèçâåäåíèå íå
öèêëè÷åñêîå – íà ôîðìó öåëîãî.

Ñðàâíèì ìîòåò Jubilate Deo Àíäðåà Ãàáðèåëè è ìàëûé  õîðîâîé êîí-
öåðò íà òîò æå òåêñò Äæîâàííè Ãàáðèåëè. Âàæíåéøèì êðèòåðèåì, ïî
êîòîðîìó ìû îïðåäåëÿåì ïðèíàäëåæíîñòü ñî÷èíåíèÿ ê æàíðó õîðîâîãî
êîíöåðòà (íàðÿäó ñî ñïåöèôèêîé õîðîâîé êîíöåðòíîé òêàíè), ÿâëÿåòñÿ
ôîðìîîáðàçîâàíèå: â êîíöåðòå ñòðóêòóðíîé äîìèíàíòîé ÿâëÿåòñÿ öèê-
ëè÷åñêèé êîíòðàñò – â ìîòåòå îí îòñóòñòâóåò; â êîíöåðòå òåìà óòâåðæäàåò
ñåáÿ â òóòòè, áëàãîäàðÿ ÷åìó âîñïðèíèìàåòñÿ êàê ãëàâíàÿ, âåäóùàÿ – â
ìîòåòå ïðåîáëàäàåò ñâîáîäíî-òåêó÷èé ìåëîñ áåç ïðåòåíçèè íà ñòàòó ñ
òåìû; â êîíöåðòå òåìàòè÷åñêàÿ óñòîé÷èâîñòü ðåôðåíà îáó ñëîâëåíà
ò î í à ë ü í î é  ñòàáèëüíîñòüþ è íàëè÷èåì êàäåíöèé – â ìîòåòå òàêèõ ïà-
ðàìåòðîâ íåò . Âîçìîæíî, âåíåöèàíñêèé õîðîâîé êîíöåðò ÿâèëñÿ ïåðå-
õîäíûì æàíðîì îò ìîòåòà ê êàíòàòå è îðàòîðèè 6.

5 «Ð å ô ð å í í î é  ìû íàçûâàåì òàêóþ òåêñòîìóçûêàëüíóþ ôîðìó , êîòîðàÿ îñ-
íîâàíà íà ÷åðåäîâàíèè ïîâòîðÿþùåéñÿ õîðîâîé èëè æå èíñòðóìåíòàëüíîé òåìû
(ðåôðåíà, ðèòóðíåëÿ) ñ âîêàëüíûìè ñòðîôàìè. Ê ñïåöèôè÷åñêèì åå ÷åðòàì îò-
íîñèòñÿ ïðîòèâîïîñòàâëåíèå òóòòè â ïîâòîðÿþùåéñÿ ÷àñòè è ñîëî èëè àíñàìá-
ëÿ â ñòðîôàõ ëèáî êîíòðàñò èíñòðóìåíòàëüíîãî è âîêàëüíîãî èñïîëíåíèÿ. Íå-
ðåäêî ýòî ñîïðîâîæäàåòñÿ êîíòðàñòîì ìåòðèêè: â ðåôðåíàõ – ñîâåðøåííîé, â
ñòðîôàõ – íåñîâåðøåííîé» (Êàòóíÿí 1994: 71).

6 Ñì. îá ýòîì òàêæå ó Äåíèñà Àðíîëüäà: «“Ìîòåò” ïðåäñòàâëÿåòñÿ íåâåðíûì
ñëîâîì äëÿ “ In ecclesiis”. Òàêèì ìíîæåñòâîì ñïîñîáîâ îí íàïîìèíàåò íàì áóäó-
ùåå, ÷òî “êàíòàòà” ïðåäñòàâëÿåòñÿ áîëåå ñîîòâåòñòâóþùèì. Òàì åñòü ñîëî, îò-
÷åòëèâîå îòäåëåíèå îðêåñòðîâîé ñèìôîíèè, õîðîâûå âîçãëàñû – âñå ýòî ïîëó-
÷èò äàëüíåéøåå ðàçâèòèå íà ïðîòÿæåíèè ñåìíàäöàòîãî âåêà» (“ ‘Motet’ seems the
wrong word for ‘In ecclesiis’. In so many ways does it remind us of the future that ‘cantata’
appears more appropriate. There are the solos, the distinct sectionalism of the orchestral
symphony, the choral interjections all of which will be developed through the seventeenth
century”) (Arnold 1977: 68).
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Â îñíîâå ëîãèêè êîìïîçèöèè õîðîâîãî êîíöåðòà âåíåöèàíöåâ ëåæàò
èñêîííûå ïðèíöèïû êîíöåðòíîñòè, îñíîâàííûå íà èäåå àíòèòåçû, òîãäà
êàê â ìîòåòå ýòîò âàæíåéøèé ïàðàìåòð îòñóòñòâóåò. Ïðîöåññ öèêëèçà-
öèè îñîáåííî íàãëÿäíî ïðîòåêàë â õîðîâîì ãðàíä-êîíöåðòå è áîëüøîì
õîðîâîì êîíöåðòå. Ïîïóòíî îòìåòèì è ðàçíûå âèäû êîíòðàñòà, òàêæå
ñôîðìèðîâàâøèåñÿ â êîíöåðòàõ âåíåöèàíöåâ: ñîïîñòàâëåíèå èñõîäíîãî,
âàðèàíòíîãî è íîâîãî ìóçûêàëüíîãî ìàòåðèàëà âíóòðè ðàçäåëîâ ôîðìû,
íàïðèìåð, â ðàìêàõ ýïèçîäîâ èëè ðåôðåíîâ, à òàêæå êîíòðàñò òåìàòèçìà,
òåìïà (òåìïó ñà ñîâåðøåííîãî è íåñîâåðøåííîãî – 3/1, 2/2) è ôàêòóð-
íîãî îôîðìëåíèÿ. Ò àêèõ êîíòðàñòîâ â ìîòåòå òîæå íåò.

Â âåíåöèàíñêîì õîðîâîì êîíöåðòå, îñîáåííî â õîðîâîì ãðàíä-êîí-
öåðòå è â áîëüøîì  õîðîâîì êîíöåðòå, ñôîðìèðîâàëèñü è îñíîâíûå çàêî-
íîìåðíîñòè êîíöåðòíîãî ôîðìîîáðàçîâàíèÿ: êîíöåðòíûé òèï ðàçâèòèÿ
(áåç äîñòèæåíèÿ íîâîãî êà÷åñòâà) è êîíòðàñòèðîâàíèå (ïî òèïó òóòòè-
ñîëî  â èíñòðóìåíòàëüíîì êîíöåðòå). Íàïðèìåð, â In ecclesiis ïðîâåäåíèå
òåìàòè÷åñêîãî ìàòåðèàëà õîðà èç ðåôðåíà ó âñåãî ñîñòàâà èñïîëíèòåëåé
è êîíòðàïóíêòè÷åñêîå ñîåäèíåíèå ýëåìåíòîâ òåìû ðåôðåíà â ýïèçîäàõ
íèâåëèðóþò òåìàòè÷åñêèé, íî óêðóïíÿþò ôàêòóðíûé êîíòðàñò . Â òîì
æå êîíöåðòå îáðàçû ñóáúåêòèâíîãî õàðàêòåðà ïîäàþòñÿ â ýïèçîäàõ â èñ-
ïîëíåíèè ñîëèñòîâ (ñâîåãî ðîäà àðèîçî), à îáúåêòèâíîå íà÷àëî â ðåô-
ðåíå âûðàæàåòñÿ ñîñòàâîì èñïîëíèòåëåé, àíñàìáëåì âîêàëèñòîâ è õîðà
íà îñíîâå ìóçûêè ïðåäûäóùåãî ýïèçîäà, ñîäåðæàùåãî òåìàòèçì þáè-
ëÿöèîííîãî è ôàíôàðíîãî ñâîéñòâà. Ïîñêîëüêó êîìïîçèöèÿ âåíåöèàí-
ñêîãî õîðîâîãî êîíöåðòà îáû÷íî ìàñøòàáíàÿ, òî ìàñøòàá òàêæå ÿâëÿ-
åòñÿ îäíèì èç ïàðàìåòðîâ æàíðà.

Àâòîðû âåíåöèàíñêîãî õîðîâîãî êîíöåðòà ïðèìåíÿëè ðàçíîîá-
ðàçíûå ñïîñîáû îáúåäèíåíèÿ ôîðì â åäèíîå öåëîå. Ñðåäè íèõ ñèñòåìà
èíòîíàöèîííûõ àðîê è òåìàòè÷åñêàÿ èíòåãðàöèÿ â ôèíàëå – «åäèíîâðå-
ìåííûé êîíòðàñò» (Ëèâàíîâà 1980). Â êà÷åñòâå ïðèìåðà ïðèâåäåì Plau-
dite, psallite, jubilate Deo omnis terra, In ecclesiis Äæ. Ãàáðèåëè. Âàæíåéøóþ
îáúåäèíÿþùóþ ðîëü öèêëè÷åñêîé ôîðìû èãðàåò çàðîæäàþùàÿñÿ ìàæî-
ðî-ìèíîðíàÿ ôóíêöèîíàëüíîñòü, êîòîðàÿ øëà íà ñìåíó ìîäàëüíîñòè.
Äëÿ âåíåöèàíñêîãî õîðîâîãî êîíöåðòà õàðàêòåðíî ñáëèæåíèå ýòèõ çâóêî-
âûñîòíûõ ñèñòåì è çâóêîâûñîòíûõ ïðèíöèïîâ îðãàíèçàöèè, êîòîðûå
áûëè ïîëîæåíû â îñíîâó ôîðìû. Ëàäîòîíàëüíàÿ êîîðäèíàöèÿ ñòðóê-
òóðíûõ ðàçäåëîâ òàêæå áûëà âàæíåéøèì ñêðåïëÿþùèì ôàêòîðîì
ôîðìû. Â íåé åùå íå áûëî è ÷åòêîé ðàñ÷ëåíåííîñòè íà çàâåðøåííûå
êîìïîçèöèîííûå ðàçäåëû, ò . å. ÷àñòè.
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Ìóçûêàëüíîé ôîðìå õîðîâîãî êîíöåðòà ÕVI âåêà åùå íå ïðèñóùà
êîíñòðóêòèâíàÿ ÿñíîñòü è ôóíêöèîíàëüíàÿ îïðåäåëåííîñòü ÷àñòåé,
ñâîéñòâåííàÿ êëàññè÷åñêîé ýïîõå. Îäíàêî ôóíêöèîíàëüíûå îñîáåííî-
ñòè ðàçäåëîâ ñòðóêòóðû îïðåäåëÿþòñÿ óæå äîñòàòî÷íî ÷åòêî: íà÷àëüíûé,
ñåðåäèííûé, çàâåðøàþùèé (èíîãäà ðåïðèçà). Ðàçäåëû ôîðìû, áóäó÷è
ñòðóêòóðíûìè åäèíèöàìè, èç êîòîðûõ ñêëàäûâàåòñÿ öåëîå (äåòàëè íà-
õîäÿòñÿ â ôóíêöèîíàëüíîì ïîä÷èíåíèè, ñïåöèôè÷íîì äëÿ êàæäîãî ïðî-
èçâåäåíèÿ), âûïîëíÿþò êîíêðåòíóþ ôóíêöèþ (ýêñïîçèöèîííóþ, ðàç-
âèâàþùóþ èëè ñåðåäèííóþ, çàêëþ÷èòåëüíóþ èëè çàâåðøàþùóþ). Êàæ-
äûé ýòàï ñòàíîâëåíèÿ ìóçûêàëüíîé êîìïîçèöèè õàðàêòåðèçó åò è îïðå-
äåëåííàÿ ñîâîêóïíîñòü èñïîëíèòåëüñêèõ ïðèåìîâ, ñ êîòîðûìè ñâÿçàí
ôàêòóðíûé ðèñóíîê (ñòðóêòóðà õîðîâîãî èçëîæåíèÿ). Ñþäà âõîäÿò ñãó-
ùåíèå è ðàçðåæåíèå ôàêòóðû (çàêëþ÷èòåëüíûå ðàçäåëû – ýòî òóòòè, ñå-
ðåäèííûå – àíòèôîíû â ñîåäèíåíèè ñ òåõíèêîé cori spezzati), à òàêæå
ìåòðè÷åñêàÿ è ôàêòóðíàÿ ïåðåìåííîñòü. Äðóãèìè ñëîâàìè, ôîðìà ñîçäà-
åòñÿ ôàêòóðîé. Ïî ìíåíèþ Ñåðãåÿ Ñêðåáêîâà, ïðîöåññû ôîðìîîáðàçî-
âàíèÿ â ìóçûêå ðàññìàòðèâàåìîãî ïåðèîäà õàðàêòåðèçóþòñÿ êàëåéäîñ-
êîïè÷íîñòüþ (Ñêðåáêîâ 1973).

Êàê îòìå÷àëîñü âûøå, àðõèòåêòîíèêà âåíåöèàíñêîãî õîðîâîãî êîí-
öåðòà â öåëîì íàïðàâëåíà ê ãîìîôîííûì ïðèíöèïàì, ê ðåïðèçíîñòè (î
÷åì ñâèäåòåëüñòâóþò, íàïðèìåð, âîçâðàùåíèå îäíîé õàðàêòåðíîé ìåëî-
äè÷åñêîé ôðàçû èëè ïîÿâëåíèå è âçàèìîäåéñòâèå èíòîíàöèîííî ñõîä-
íûõ ýëåìåíòîâ íà ðàññòîÿíèè). Íåîäíîêðàòíàÿ æå ïîâòîðíîñòü ìóçû-
êàëüíîãî ìàòåðèàëà, áîëåå-ìåíåå îôîðìëåííîãî ñòðóêòóðíî (íà÷àëüíàÿ
òåìà), âíîñèò â ôîðìó ýëåìåíò ðîíäîîáðàçíîñòè (ðåôðåííîñòè). Ñïåöè-
ôèêà òàêèõ ôîðì â âåíåöèàíñêîì õîðîâîì êîíöåðòå çàêëþ÷àåòñÿ â òîì,
÷òî ôîðìà ðîíäî â êëàññè÷åñêîì åå ïîíèìàíèè ê òîìó âðåìåíè åùå íå
ñôîðìèðîâàëàñü (Êàòóíÿí 1994, 2003; Õîëîïîâ 1994; Öóêêåðìàí 1988).
Â ïðîèçâåäåíèÿõ âåíåöèàíñêèõ ìàñòåðîâ ïðåîáëàäàåò ñâîåîáðàçíîå
õîðîâîå ðîíäî , êîòîðîå çèæäåòñÿ íà òåìàòè÷åñêèõ è ôàêòóðíûõ êîíòðàñ-
òàõ òåìû (ðåôðåíà) è èíòåðìåäèéíîãî ìàòåðèàëà (ýïèçîäà); êîäà îáû÷íî
âûïîëíÿåò ôóíêöèþ âûâîäà, îáîáùåíèÿ èëè ñòðîèòñÿ ëèáî íà ïðåæíåì
ìàòåðèàëå, ëèáî íà íîâîì èëè æå èíòåãðèðó åò ìàòåðèàë ñî÷èíåíèÿ. Â
öåëîì ôîðìà îòíîñèòñÿ ê ðàçðÿäó «áàðî÷íûõ ìíîãî÷àñòíûõ» (Êþðåãÿí
2003: 132) ñ ýëåìåíòàìè ðîíäî ðàçëè÷íûõ òèïîâ (ñ îäíèì, äâóìÿ ðåôðå-
íàìè, ÷åòíîå ðîíäî, íå÷åòíîå ðîíäî, ÷åòíîå è íå÷åòíîå ðîíäî è ïð.).
Êîíêðåòíîå âîïëîùåíèå ôîðì ðàññìàòðèâàåòñÿ íàìè â ïðîöåññå àíà-
ëèçà ìóçûêè.
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Â êàæäîì ñî÷èíåíèè âîïðîñ êîíòðàñòèðîâàíèÿ, àíòèòåçû îïðåäå-
ëÿåòñÿ òåêñòîì: êîëè÷åñòâî ñòðîô êîððåëëèðóåò ñ ÷èñëîì ýïèçîäîâ; ðåô-
ðåí ïîâòîðÿåòñÿ ñ îäèíàêîâûì òåêñòîì, ïðè÷åì çà÷àñòóþ îñíîâó äëÿ
ðåôðåíà âûáèðàåò ñàì êîìïîçèòîð â òåêñòå ñ íåïîâòîðÿþùåéñÿ ñòðóê-
òóðîé. Îòñþäà êîíòðàñò ôàêòóðíûõ ðåøåíèé è òåìàòè÷åñêîå íàïîëíå-
íèå ýïèçîäîâ è ðåôðåíà.

Îñîáîå çíà÷åíèå â ôîðìå õîðîâîãî êîíöåðòà èìååò òðàäèöèÿ ðåñ-
ïîíñîðèÿ è àíòèôîíà. Ðåñïîíñîðíîñòü âîçíèêàåò òîãäà, êîãäà ÷åðåäó åòñÿ
ñîëî è õîð. Îòñþäà êîíòðàñò ýïèçîäîâ (â èñïîëíåíèè ñîëèñòîâ â ñîïðî-
âîæäåíèè îðãàíà) è òåìû (ñ ó÷àñòèåì õîðà) â ãðàíä-êîíöåðòàõ. Òàê îáðà-
çîâûâàåòñÿ ðåñïîíñîðíàÿ ôîðìà (ñîëüíî-àíñàìáëåâàÿ àíòèòåçà èñïîëíè-
òåëüñêèõ ñîñòàâîâ). Àíòèôîííîå æå íà÷àëî ëåæèò â îñíîâå êîíòðàñòíîãî
ñîïîñòàâëåíèÿ ãðóïï ( cori spezzati, àíñàìáëåâàÿ àíòèòåçà èñïîëíèòåëü-
ñêèõ ñîñòàâîâ) â ýïèçîäàõ è òóòòè â ðåôðåíå áîëüøèõ õîðîâûõ êîíöåðòîâ.
Â ýòîì ñëó÷àå âîçíèêàåò ôîðìà àíòèôîííîãî òèïà (ñîïîñòàâëåíèå òóòòè
è àíñàìáëÿ). Êîíòðàñò â íåé ïðèîáðåòàåò ðàçëè÷íûå âèäû: êîíòðàñò òåì-
áðîâûé, ñðåäñòâ ìóçûêàëüíîãî ÿçûêà â âèäå, ïðåæäå âñåãî, ñîïîñòàâëå-
íèÿ. Ñîïîñòàâëÿþòñÿ «ïñåâäîìîíîäèÿ» (Malinow ski 1981: 59) è ïðîñòûå
èìèòàöèè, à òàêæå ïðîñòûå èìèòàöèè êîðîòêèõ ìîòèâîâ â ñîåäèíåíèè ñ
ïðèåìîì cori spezzati. Íà íàø âçãëÿä, äèôôåðåíöèàöèÿ ìåæäó ðåñïîí-
ñîðíûì è àíòèôîííûì òèïàìè êîíöåðòíîãî õîðîâîãî ðîíäî ëåæèò íå â
îáëàñòè ñõåìû (âñå óêàçàííûå ôîðìû èìåþò îäèíàêîâóþ ñõåìó – ÷åðå-
äîâàíèå ðåôðåíà è ýïèçîäîâ), à êàñàåòñÿ ðàçëè÷èÿ ãåíåçèñà, ñïåöèôèêè
ñîëüíîãî, àíñàìáëåâîãî è êîëëåêòèâíîãî êîíöåðòèðîâàíèÿ. Îñîáåííî-
ñòè òèïîâ ñîïîñòàâëåíèÿ è ïðèâîäÿò ê òèïèçàöèè ïðèåìîâ êîíòðàñòè-
ðîâàíèÿ â ýïèçîäàõ è ðåôðåíàõ.

Ñïåöèôèêà ðåôðåíà ñáëèæàåò ôîðìó êîíöåðòîâ ñ äðóãèìè ôîðìàìè.
Òàê, ðèòóðíåëüíûé ðåôðåí õàðàêòåðèçóåòñÿ òåêó÷èì, íåóñòîé÷èâûì òå-
ìàòèçìîì, ìîòèâíûì îáíîâëåíèåì; â åãî îñíîâå – ïðîñòåéøèé îáîðîò .
Â ïîëüçó òåìû  ãîâîðÿò íàëè÷èå â íåì êàäåíöèè è ïîâòîðÿåìîñòü ìîòè-
âîâ. Ðåôðåí-ðèòóðíåëü äèêòóåò êóïëåòíîñòü ñ åå àòðèáóòèêîé, ñâÿçàí-
íîé ñ âûïîëíåíèåì ôóíêöèè îáðàìëåíèÿ. Íåêîòîðàÿ àâòîíîìíîñòü ðåô-
ðåíà íå îêàçûâàåò íà ýïèçîäû ñóùåñòâåííîãî âëèÿíèÿ. Åãî ôóíêöèÿ
îêàéìëÿþùàÿ, à çíà÷èò , öåìåíòèðóþùàÿ. Ò àê, â êîíöåðòå Äæ. Ãàáðèåëè
Plaudite, psallite, jubilate Deo omnis terra ðåôðåí ïîâòîðÿåòñÿ â íåèçìåííîì
âèäå, à ýïèçîäû, èìåþùèå ïîëèôîíè÷åñêîå ñòðîåíèå, ñîäåðæàò ñõîä-
íûé ìóçûêàëüíûé ìàòåðèàë è êîíòðàñòèðóþò ðåôðåíó . Âîçíèêàåò ñáëè-
æåíèå ñ êóïëåòíîñòüþ, êîòîðàÿ ïðåäïîëàãàåò èçìåíåíèå òåêñòà ïðè êîí -
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ñòàíòíîñòè ìóçûêàëüíîãî ðÿäà è íàëè÷èè ïðèïåâà. Ôóíêöèþ ïðèïåâà â
äàííîì ñëó÷àå è  âûïîëíÿåò ðåôðåí.

Â õîðîâûõ ãðàíä-êîíöåðòàõ ñòàíîâèòñÿ íîðìîé è òàêîå ñòðîåíèå:
ýïèçîäû êîíòðàñòèðóþò , íî òàêèì îáðàçîì, ÷òî êàæäûé ðàçäåë îáðåòàåò
îïðåäåëåííóþ ñòðóêòóðíóþ àâòîíîìíîñòü, à êîíòðàñò ïîëÿðèçó åòñÿ êàê
â òåìáðîâî-êîëîðèñòè÷åñêîé îáëàñòè (ñîïîñòàâëåíèå ñîëüíîãî, àíñàì-
áëåâîãî, õîðîâîãî âîêàëà è èíñòðóìåíòàðèÿ), òàê è â ñôåðå äðóãèõ ñðåäñòâ
âîïëîùåíèÿ ìóçûêàëüíîãî ñîäåðæàíèÿ (ðàçíîïëàíîâîãî òåìàòèçìà,
ìåòðîðèòìè÷åñêèõ ôîðìóë). Ýòè ÿâëåíèÿ èìåþò ìåñòî è â ðàìêàõ îäíîãî
ðàçäåëà, è ìåæäó íèìè, íàïðèìåð, ìåæäó ðåôðåíîì è êîäîé.

Íà äðóãîì ïîëþñå íàõîäÿòñÿ ôîðìû, â êîòîðûõ ðåôðåí íåïîñðåä-
ñòâåííî ó÷àñòâóåò â ïðîöåññå ôîðìîîáðàçîâàíèÿ. Ïðèìåðîì òàêîé ôîðìû
ÿâëÿåòñÿ êîíöåðò Jubilate Deo, ãäå âëàñòâóþò ñêâîçíûå ïðîöåññû. Çäåñü
ðåôðåí ïðè ïîâòîðåíèè âàðüèðó åòñÿ, à êîíòðàñòèðîâàíèå ýïèçîäîâ îñ-
íîâàíî íà àêòèâíîì ïîëèôîíè÷åñêîì ïðåîáðàçîâàíèè îñíîâíîãî ìóçû-
êàëüíîãî ìàòåðèàëà. Ïðè áëèæàéøåì ðàññìîòðåíèè îí îêàçûâàåòñÿ ïðî-
èçâîäíûì îò îñíîâíîãî òåìàòèçìà ðåôðåíà, áëàãîäàðÿ ÷åìó íèâåëèðó-
åòñÿ êîíòðàñò. Âåñü êîìïîçèöèîííûé ïðîöåññ ïðåäñòàåò êàê ñêâîçíîå
èíòîíàöèîííîå äâèæåíèå îäèíàêîâîé ôàêòóðíîé îðèåíòàöèè. Ðàñøè-
ðåíèå òåìû çà ñ÷åò èíòåðìåäèéíîãî õàðàêòåðà ðàçâèòèÿ îãðàíè÷åíî âîç-
âðàùåíèåì ê ãëàâíûì ìîòèâàì è óçíàâàåìûì èíòîíàöèîííûì îáîðî-
òàì, à òàêæå ê õàðàêòåðó çâó÷àíèÿ, ëàäîòîíàëüíîé îïðåäåëåííîñòè è òèïó
ôàêòóðû. Îñîáî îòìåòèì ïðîâåäåíèå ðåôðåíà íå â îñíîâíîé òîíàëüíîñòè
(ïåðâîå ïðîâåäåíèå â òîíàëüíîñòè  äîìèíàíòû), à òàêæå îòñóòñòâèå åãî
ïîñëåäíåãî ïðîâåäåíèÿ, âìåñòî êîòîðîãî ïîñòàâëåíà êîäà íà ìàòåðèàëå
ðåôðåíà (òðîåêðàòíîå ïðîâåäåíèå). Ñàì ðåôðåí èçëàãàåòñÿ â èçìåíåííîì
âèäå (ïîëèôîíè÷åñêèå âàðèàöèè). Ò îíèêî-äîìèíàíòîâûå ñîîòíîøåíèÿ
ðåôðåíîâ (â òîì ÷èñëå è äîìèíàíòî-òîíè÷åñêèå) ïîçâîëÿþò ó ñìîòðåòü
ðàññðåäîòî÷åííóþ ôóãèðîâàííóþ êîíñòðóêöèþ – ïðåäòå÷ó «âîêàëüíûõ
ôóã» (Jeppesen 1971: 206) ïîñëåäóþùèõ ýïîõ. Èòàê, ôîðìà äàííîãî êîí-
öåðòà ìíîãîïëàíîâà. Â åå ðàìêàõ íàáëþäàåòñÿ äåéñòâèå ïîëèôîíè÷åñ-
êèõ è ãîìîôîííî-ãàðìîíè÷åñêèõ ôîðìîîáðàçóþùèõ ïðèíöèïîâ.

Â êîíñòðóêöèè âåíåöèàíñêîãî õîðîâîãî êîíöåðòà âåñüìà ñóùåñòâåí-
íóþ ðîëü èãðàåò ôîðìà âòîðîãî ïëàíà. Ýòî ïðåäñòàâëÿåò èíòåðåñ ñ òî÷êè
çðåíèÿ ïðîöåññà êðèñòàëëèçàöèè ïðèåìîâ ôîðìîîáðàçîâàíèÿ, ñâîé-
ñòâåííûõ äîêëàññè÷åñêîé ýïîõå. Íî, ïîñêîëüêó äàííûé âîïðîñ íå ÿâëÿ-
åòñÿ òåìîé íàøåãî èññëåäîâàíèÿ, îòìåòèì ñóùåñòâåííóþ ðîëü óæå ñà-
ìîãî íàëè÷èÿ ôîðì âòîðîãî ïëàíà, êîòîðûå ñîçäàþò ýôôåêò ï î ë è ï ë à -
í î â î ñ ò è . Ïîëèïëàíîâîñòü ôîðìû (íàðÿäó ñ íåèñ÷åðïàåìîé âàðèàíò-
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íîñòüþ ìóçûêàëüíîãî ðÿäà è åãî âçàèìîñâÿçÿìè ñ ïîâòîðÿþùèìñÿ, ëèáî
îáíîâëÿþùèìñÿ òåêñòîì, ðàçðåæåíèåì è ñãóùåíèåì ôàêòóðû, ñìåíîé
ôàêòóðíûõ ôîðì) ïðèâîäèò ê ðàçëè÷íûì àðõèòåêòîíè÷åñêèì îáðàçîâà-
íèÿì âûñøåãî ïîðÿäêà, ïîä÷åðêèâàÿ îáúåìíîñòü, ïûøíîñòü, âåëè÷èå,
ãðàíäèîçíîñòü è ìíîãîàñïåêòíîñòü çâó÷àíèÿ âîêàëüíî-èíñòðóìåíòàëü-
íûõ êîìïîçèöèé âåíåöèàíñêèõ ìàñòåðîâ.

Êðèñòàëëèçàöèÿ ïðèåìîâ êîíöåðòíîñòè è êîíöåðòíîãî êîìïîçèöè-
îííîãî ìåòîäà â öåëîì ïðîõîäèëà â ìàëûõ , íå ñòîëü ìàñøòàáíûõ, êàê
áîëüøèå õîðîâûå êîíöåðòû, ñî÷èíåíèÿõ, è íå ñòîëü ïîëÿðíî êîíòðàñò-
íûõ, êàê ãðàíä-êîíöåðò . Â íèõ øëè ïðîöåññû æàíðîâîãî ïîèñêà ìóçûêè,
åùå íå ïîðâàâøåé ñ òðàäèöèÿìè ìîòåòíî-ìàäðèãàëüíûõ ïîëèôîíè÷åñ-
êèõ êîìïîçèöèé ýïîõè âîêàëüíîé ïîëèôîíèè. Ïîýòîìó , íåñìîòðÿ íà
ìåíåå ýôôåêòíûå , ñ òî÷êè çðåíèÿ ñðåäñòâ êîíöåðòèðîâàíèÿ, ìàëûå  õîðî-
âûå êîíöåðòû òàêæå ïðèâëåêàþò âíèìàíèå â ñâÿçè ñ ïðîöåññàìè êðèñ-
òàëëèçàöèè ôåíîìåíà «êîíöåðòíîé ôîðìû » (Õîëîïîâ  1974: 149).

Ôîðìà ìàëîãî  õîðîâîãî êîíöåðòà ñîåäèíÿåò äâà-òðè èëè áîëåå êðóï-
íûõ äîñòàòî÷íî àâòîíîìíûõ ðàçäåëà, êîòîðûå îòëè÷àþòñÿ õàðàêòåðîì
äâèæåíèÿ, ôàêòóðîé, ìåòðîì è èìåþò â îñíîâå ïîëèôîíè÷åñêîå ÿäðî â
ñâîåì ðàçâèòèè. Âîçíèêàþùàÿ îïðåäåëåííàÿ ìîçàè÷íîñòü ñòðîåíèÿ ñãëà-
æèâàåòñÿ ýëåìåíòàìè ïîâòîðíîñòè ìóçûêàëüíîãî ìàòåðèàëà. Ò àê, â êîì-
ïîçèöèÿõ òðåõ÷àñòíîãî ñòðîåíèÿ ïîâòîðåíèå ïåðâîíà÷àëüíîãî ìóçûêàëü-
íîãî ìàòåðèàëà â êîíöå ïðîèçâåäåíèÿ ÿâëÿåòñÿ íå ðåçóëü òàòîì öåëåíàï-
ðàâëåííîãî ðàçâèòèÿ â öåíòðàëüíûõ ðàçäåëàõ, à ñëåäñòâèåì ñòðåìëåíèÿ
ïðèäàòü ôîðìå çàâåðøåííîñòü è ðàâíîâåñèå. Íàïðèìåð, â êîíöåðòå
Cantate Domino ñðåäíèé ðàçäåë îáðàìëÿåòñÿ: da capo ïîñëå êîíòðàñòíîé
ñåðåäèíû äîïîëíÿåòñÿ êîäîé íà ìàòåðèàëå ïîñëåäíåé ôðàçû íà÷àëüíîãî
ïîñòðîåíèÿ; êîäà ìîäóëèðó åò â îñíîâíóþ òîíàëüíîñòü , ïðèäàâàÿ òåì
ñàìûì ôîðìå ñèììåòðè÷íîñòü, à çíà÷èò , è çàâåðøåííîñòü (äîñòàòî÷íî
àâòîíîìíûå ïîëèôîíè÷åñêèå ðàçäåëû).

Èòàê, ïîäâåäåì èòîãè. Êîìïîçèöèîííûå òèïû õîðîâîãî êîíöåðòà,
êîòîðûå ñôîðìèðîâàëèñü â ðàìêàõ âåíåöèàíñêîãî õîðîâîãî êîíöåðòà
(ìàëûé  õîðîâîé êîíöåðò , áîëüøîé  õîðîâîé êîíöåðò è õîðîâîé ãðàíä-êîí-
öåðò), ñòàëè îñíîâîé êðóïíûõ õîðîâûõ êîíöåðòíûõ êîìïîçèöèé äîêëàñ-
ñè÷åñêîé ýïîõè è â äðóãèõ ñòðàíàõ Çàïàäíîé Åâðîïû ( çàïàäíîåâðîïåéñ-
êèé õîðîâîé êîíöåðò), à çàòåì ïðîÿâèëè ñåáÿ  â Âîñòî÷íîé Åâðîïå ( âîñ-
òî÷íîåâðîïåéñêèé õîðîâîé êîíöåðò).  Îíè ïðåäñòàâëåíû â ðàçëè÷íûõ
âèäàõ cïåöèôèêàöèè æàíðà: èñòîðèêî-ñòèëåâîé (áàðî÷íûé, êëàññèêî-
ðîìàíòè÷åñêèé, ñîâðåìåííûé), íàöèîíàëüíîé (ðó ññêèé, áåëîðóññêèé),
ñîöèî-êóëü òóðíîé (ñàêðàëüíûé, ñâåòñêèé, ôîëüêëîðíûé), èíäèâèäóàëü-
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íî-àâòîðñêîé (Äæîâàííè Ã àáðèåëè, Ãåíðèõ Øþòö, Ñàìóèë Øåéäò , Ìàð-
òèí Ìåëü÷åâñêèé, Íèêîëàé Äèëåöêèé, Âàñèëèé Ò èòîâ, Ìàêñèì Áåðå-
çîâñêèé, Äìèòðèé Áîðòíÿíñêèé, Àëåêñàíäð Àðõàíãåëüñêèé, Ñåðãåé Ðàõ-
ìàíèíîâ, Âàäèì Ñàëìàíîâ, Ã åîðãèé Ñâèðèäîâ, Àëüôðåä Øíèòêå, Âëàäè-
ìèð Ðóáèí, Àíäðåé Áîíäàðåíêî, Àíäðåé Ìäèâàíè, Ëþäìèëà Øëåã è äð.) .

Composite Types of the European Choral Concerto

Galina Tsmyg

Summary

The E u r o p e a n  C h o r a l  C o n c e r t o is a polichoral composition
filled with colourful impressive effects, intense movement and frequent change
of the texture methods. The C h o r a l  C o n c e r t o  T e x t u r e  is organizing
art space and is the specific genre parameter of the C h o r a l  C o n c e r t o . It
opens the nature of many-voiced musical texture and its stylistic features.
Therefore, we put a spotlight on the texture of the E u r o p e a n  C h o r a l
C o n c e r t o, which is considered here in functional aspect. This approach is
specified by vocal-choral specific character of the research object, imprinted
in the texture of a work. This is where the task facing us proceeds, i.e. the
definition of the general signs depending on the Choral Concerto texture
means (performers or choral organic) and the Choral Concerto texture
methods (ways of voice grouping). It gives ground to revealing the types of
the C h o r a l  C o n c e r t o  T e x t u r e  organization and to give the charac-
teristic of composite types of the E u r o p e a n  C h o r a l  C o n c e r t o.

The Choral Concerto falls into three C o m p o s i t e  T y p e s that were
created within the V e n e t i a n  C h o r a l  C o n c e r t o: the S m a l l Choral
Concerto intended for eight (or fewer) voices which can be duplicated by
instruments (a cappella or colla parte ad libitum); the B i g  Choral Concerto
for eight and more voices, which as a rule are duplicated by instruments
(colla parte ad libitum); the Choral G rand  Concerto (grandiose, the biggest)
for twelve and more voices and it also includes instrumental parts written
out separately (colla parte and obligato).

Within each of these types there are certain receptions of choral com-
poser’s methods which were subsequently developed and also created in
other genres of music.

The P o l i c h o r a l i t y  acts in each type in its different variety. In the
Small one, it is hidden and mobile owing to gradual identification and changing



134

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VI

structure of concert groups (method of temporary cori spezzati). In the Big
one, it is the issued timbre-register principle of division of the performing
extract into stable groups (an Obvious Polichorality). And unlike the Grand
Concerto where the structure of timbre complexes comes to light not at the
beginning but in the course of composition expansion (a Mobile Polichorality),
in the Big Choral Concerto groups of performers are defined and shown
already at the beginning of the composition.

 The E n s e m b l e type of an A n t i t h e s i s  o f  P e r f o r m i n g  S t r u c-
t u r e s (quantitative factor) is peculiar to both the Small and the Big and the
Grand Concerto. As for a S o l o  a n d  E n s e m b l e  A n t i t h e s i s of perfor-
ming structures, it is the Grand concerto prerogative. The A n t i t h e s i s  o f
P e r f o r m i n g  M e a n s (timbre) in the Big Choral Concerto is presented by
the choral and mixed timbre with interaction of the vocal and choral and
instrumental beginnings on a doubling basis. In the Grand Concerto it is an
antithesis of the instrumental and mixed (vocal and instrumental) timbre
groups on the basis of doubling, contrasting and corresponding. In the Small
one the antithesis of the instrumental and vocal source in the score is not
recorded.

These three types became a basis of a L a r g e Choral Concerto Com-
positions of the preclassical epoch both in other countries of the Western
Europe (the West European Choral Concerto) as well as in the Eastern Europe
(the East European Choral Concerto). They are presented in different types
of a G e n r e  S p e c i f i c a t i o n: historical-stylistic (Baroque, Classic-Ro-
mantic, Modern), national (Russian, Belarussian), sociocultural (sacral,
secular, folklore), individual and author’s (Giovanni Gabrieli, Heinrich
Schütz, Samuil Sheydt, Martin Melchevsky, Nikolay Diletsky, Vasily Titov,
Maxim Berezovsky, Dmitry Bortnyansky, Alexander Arkhangelsky, Sergey
Rakhmaninov, Vadim Salmanov, Georgy Sviridov, Alfred Schnittke, Vladimir
Rubin, Andrey Bondarenko, Andrey Mdivani, Lyudmila Shleg, etc.).

Ëèòåðàòóðà è äðóãèå èñòî÷íèêè

Arnold, Denis (1977). Giovanni Gabrieli . London, New York, Toronto: Oxford
University Press

Gabrieli, Giovanni (1962). Cantate Domino [score]. Opera omnia. Motetta. Sacrae
Symphoniae. Rome: American Institute of Musicology, 87–96

Gabrieli, Giovanni  (1988). Buccinate [Partitur]. Festmotette für neunzehn Stimmen
in vier Chören (auch mit Instrumenten) aus den “Symphoniae Sacrae” (1615).
Neueinrichtung von Paul Winter. Frankfurt, New York, London: C. F.  Peters



135

Ã. Öìûã . Êîìïîçèöèîííûå òèïû åâðîïåéñêîãî õîðîâîãî êîíöåðòà

Gabrieli, Giovanni (1996). In ecclesiis. Grand Concerto [score]. Norton Anthology
of Western Music. New York, London: Norton & Company, 330–355

Jeppesen, Knud (1971). Kontrapunkt: Lehrbuch der klassischen Vokalpolyphonie.
Leipzig: VEB Breitkopf & Härtel Musikverlag

Malinowski, Wùodzimierz (1981). Polifonia Mikolaja Zieleñskiego . Kraków: Polskie
Wydawnictwo Muzyczne

Êàòóíÿí, Ìàðãàðèòà (1994). Ðåôðåííàÿ ôîðìà XVI–XVII âåêîâ (Ê ñòàíîâëåíèþ
ìóçûêàëüíûõ ôîðì ýïîõè áàðîêêî). Ïðîáëåìû ìóçûêàëüíîé ôîðìû â òåîðå-
òè÷åñêèõ êóðñàõ âóçà. Ìîñêâà: Ð ÀÌ èì. Ã íåñèíûõ,  70–101

Êàòóíÿí,  Ìàðãàðèòà (2003). «Beatus vir» Êëàóäèî Ìîíòåâåðäè: ðåôðåííûé ìî-
òåò â èñòîðèè êîíöåðòíîé ôîðìû. SATOR TENET OPERA ROTAS. Þðèé Íè-
êîëàåâè÷ Õîëîïîâ è åãî íàó÷íàÿ øêîëà (ê 70-ëåòèþ ñî äíÿ ðîæäåíèÿ). Ìîñêâà:
ÌÃÊ èì. Ï. È. ×àéêîâñêîãî, 124 –134

Êþðåãÿí, Ò àòüÿíà (2003). Ôîðìà â ìóçûêå XVII– XX âåêîâ. Ìîñêâà: Êîìïîçèòîð
Ëèâàíîâà, Òàòüÿíà (1980). Ìóçûêàëüíàÿ äðàìàòóðãèÿ È. Ñ. Áàõà è åå èñòîðè÷åñ-

êèå ñâÿçè. Ìîñêâà: Ìóçûêà
Ñèìàêîâà, Íàòàëüÿ (1985). Âîêàëüíûå æàíðû ýïîõè Âîçðîæäåíèÿ . Ìîñêâà:

Ìóçûêà
Ñêðåáêîâ, Ñåðãåé (1973). Õóäîæåñòâåííûå ïðèíöèïû ìóçûêàëüíûõ ñòèëåé .

Ìîñêâà: Ìóçûêà
Õîëîïîâ, Þðèé (1974).  Êîíöåðòíàÿ ôîðìà È. Ñ. Áàõà. Î ìóçûêå. Ïðîáëåìû

àíàëèçà. Ìîñêâà: Ìóçûêà,  119– 149
Õîëîïîâ, Þðèé (1994). Ò ðè ðîíäî. Ê èñòîðè÷åñêîé òèïîëîãèè ìóçûêàëüíûõ

ôîðì  Ïðîáëåìû ìóçûêàëüíîé ôîðìû â òåîðåòè÷åñêèõ êóðñàõ âóçà . Ìîñêâà: Ð ÀÌ
èì. Ã íåñèíûõ,  70–101

Öóêêåðìàí, Âèêòîð (1988). Àíàëèç ìóçûêàëüíûõ ïðîèçâåäåíèé. Ìîñêâà: Ìóçûêà



136

Koncertþanrs latvieðu mûzikâ

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

Instrumentâlais koncerts ir viens no latvieðu komponistu iecienîtâkajiem
þanriem. Tomçr tâ attîstîba daþâdos laikmetos nav bijusi vienlîdz intensîva.
Koncertþanra pirmsâkumi rodami 19. gadsimta beigâs, bet pastâvîgu vietu
latvieðu mûzikâ tas ieguvis daudz vçlâk – pagâjuðâ gadsimta 30. gados. Pa-
mazâm koncerts, salîdzinot ar simfonijas þanru, izvirzîjies priekðplânâ. Ievçrî-
bas cienîgs ir fakts, ka Latvijas Mûzikas informâcijas centra (LMIC) kataloga
2012. gada sadaïâ iekïauti deviòi koncertþanra skaòdarbi: Pçtera Vaska
Klâtbûtne èellam un stîgu oríestrim, Çrika Eðenvalda Arktikas nakts vîzijas
klarnetei ar oríestri un elektronikai, kâ arî Koncerts koklei un oríestrim,
Andra Dzenîða E(GO) saksofonam un oríestrim, Kristapa Pçtersona Otrais
Liepâjas koncerts èellam un oríestrim, Riharda Dubras Treðais Liepâjas
koncerts klavierçm un oríestrim, Vinetas Lîces Jûras balsis altsaksofonam
un kameroríestrim, Valta Pûces Koncerts obojai un oríestrim un Zigmara
Liepiòa Koncerts vijolei un oríestrim. Savukârt simfonijas þanru 2012. gada
katalogâ pârstâv tikai divi skaòdarbi: Nika Gothama Kamersimfonija un
Anitras Tumðevicas kamersimfonija Die Stimme (Balss)1.

Ðâdu situâciju veicinâjuði vairâki faktori. Viens no tiem ir koncertatska-
òojuma specifika: pirmkârt, spçles elements, kas slçpjas paðâ þanrâ, otrkârt,
tâ komunikatîvâ bûtîba, kas ðíiet saistoða gan komponistam, gan atska-
òotâjmâksliniekam, gan, visbeidzot, klausîtâjam2. Nav nejauðîba, ka tieði
ðîs koncerta iezîmes bieþi pârceïo uz citiem þanriem, un beidzamajos gados
tas notiek arvien bieþâk. Tâpçc arî jçdzienu koncertçðana daþi pçtnieki traktç
jau kâ muz i kâ lâs  domâðanas  me tod i (Êóçíåöîâ 1981)3. Turklât kopð
19.–20. gadsimta mijas (latvieðu mûzikâ, kâ iepriekð minçts, no 20. gadsimta

1 Katalogi. Latvijas Mûzikas informâcijas centrs. http://www.lmic.lv/core.php?
pageId=731&l=A&name=&afftor=&autors=&zanrs=38&Sastavs=&year=2012
(skatîts 2014. gada 22. janvârî)

2 Cits faktors: komponistiem bieþi tiek pasûtîti tieði koncertþanra darbi. Turklât
simfonijas tradicionâli lielais apjoms arî bremzç ðî þanra attîstîbu.

3 Jâatgâdina, ka arî Latvijas muzikoloìijâ, turpinot Borisa Asafjeva aizsâkto tra-
dîciju (1926), kâ muzikâlâs domâðanas metode visbieþâk tiek skaidrots cits jçdziens–
simfonisms (Àñàôüåâ 1926; 1972).
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30. gadiem) koncertçðanas metode kïûst îpaði populâra, tâs nozîme paplaði-
nâs, tâ atspoguïojas gan paðâ koncertâ, gan citos þanros. Piemçram, samçrâ
bieþi ir sastopami ne vien koncertþanra, bet arî koncertveida skaòdarbi –
vienam vai vairâkiem solistiem un oríestrim.

Iepriekðminçtajâ 2012. gada kataloga sadaïâ ir iekïauti 19 skaòdarbi,
no kuriem deviòi ir jau nosauktie koncerti, èetri – koncertveida skaòdarbi,
pieci – skaòdarbi oríestrim (tai skaitâ divas simfonijas), un viens skaòdarbs
pârstâv vokâli simfoniskâs mûzikas þanru4.

Koncertþanra attîstîba Latvijâ ietver gan jaunu þanrisko variantu raða-
nos, gan senâku þanrisko modeïu atdzimðanu. Ð î  d a u d z v e i d î b a  v i e n-
l a i k u s  z i n â m â  m ç r â  a t s p o g u ï o  2 0 . – 2 1 .  g a d s i m t a  m û z i k a s
þ a n r u  p a n o r â m u  k o p u m â. 40.–70. gados latvieðu komponistu daiï-
rade, lîdzîgi kâ citâs bijuðajâs PSRS republikâs, bija zinâmâ mçrâ norobeþota
no Rietumu pasaules mûzikas attîstîbas procesiem, turpretî ðobrîd ir saska-
tâmas vienotas tendences visâ Eiropas reìionâ: proti, mûsdienu latvieðu mûzika
organiski iekïaujas Eiropas kontekstâ (iespçjams, arî plaðâkâ tendenèu lokâ,
jo analoìiski procesi norit arî ârpus Eiropas).

Tomçr ðî vienotîba, kas piemît visam Eiropas reìionam, ir n o s a c î t a ,
j o  þ a n r a m  i r  m i l z î g s  v a r i a n t u  s k a i t s  –  g a n  s t i l i s t i s k â  z i ò â ,
gan òemot vçrâ daþâdas lokâlâs t radîc i jas,  ta i  skai tâ  Latv i jâ .
Vienâ kultûrtelpâ sastopami gan barokâli, klasiski un romantiski akcenti,
gan dþeza un folkloras iezîmes. Visa ðî daudzveidîba izpauþas gan atseviðíu
autoru daiïradç, gan konkrçtos skaòdarbos. Taèu individuâls, autora piedâ-
vâts risinâjums – tâ ir, iespçjams, þanra interpretâcijas visbûtiskâkâ, primârâ
iezîme (starp citu, te parâdâs arî s p ç l e s elements – spçle gan ar þanru, gan
ar tiem, kam tas ir adresçts, t. i., ar klausîtâjiem).

Koncertþanrs Latvijâ, kâ jau iepriekðminçts, intensîvâk sâcis attîstîties
pagâjuðâ gadsimta 30. gados5. Ðajâ desmitgadç tapuði 11 koncerti daþâdiem

4 Vçl viens ievçrojams fakts: LMIC mûzikas katalogos (lîdz 2011. gadam) minçts
ðâds kameroríestra skaòdarbu skaits – 20 simfonijas, 71 koncerts un 60 koncertveida
skaòdarbi.

Sk.: Katalogi. Latvijas Mûzikas informâcijas centrs. http://www.lmic.lv/core.php?
pageId=731 (skatîts 2013. gada 22. maijâ)

5 Lîdz 30. gadiem koncerti ir komponçti neregulâri: katalogos minçts tikai Jâzepa
Mediòa Vijolkoncerts (1911), Andreja Jurjâna (1889), Jâzepa Mediòa (1923), Jâòa
Mediòa (1928/43) èellkoncerti, Jûlija Sproìa Zemgales vijolkoncerts poçma (1926),
Nilsa Grînfelda (1927/36) un Viktora Babina (1928/30) klavierkoncerti. Sk.: Latvian
Symphonic Music 1980–2008 / Latvieðu simfoniskâ mûzika 1980–2008 (2009).
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soloinstrumentiem un oríestrim; to autori ir Jânis Mediòð (klavierçm, 1932),
Volfgangs Dârziòð (klavierçm, 1934), Marìeris Zariòð (klavierçm, 1936),
Jânis Íepîtis (klavierçm, 1937; arfai, 1938), Jânis Ivanovs (èellam, 1938)
u. c. Vçl jo vairâk koncerts paplaðina savu dzîves telpu kopð 50. gadiem:
saspçlç iekïaujas daþâda veida oríestra vai ansambïa sastâvi – resp., parâdâs
koncerti soloinstrumentam (-iem) ar kameroríestri, bet 70. gados – ar pûtçju
oríestri. Attîstîbas kvantitatîvâ virsotne, pagaidâm vçl nepârspçta nevienâ
oríestra 6 sastâva variantâ, sasniegta 80. gados, kad komponçti 43 koncerti
(19 no tiem – soloinstrumentam ar simfonisko oríestri, 21 – ar kameroríestri,
èetri – ar pûtçju oríestri). Tomçr mûsdienu komponistu interese par koncert-
þanru ir tik liela, ka var prognozçt lîdzðinçjâs virsotnes pârvarçðanu (jau ðîs
desmitgades sâkumâ ir tapuði vairâk nekâ 20 koncerti).

Aplûkojot koncertþanru soloinstrumenta izvçles aspektâ, jâsecina, ka
tradicionâli latvieðu mûzikâ dominç klavierkoncerts (44), vijolkoncerts (29)
un èellkoncerts (18)7. Var piebilst, ka klavieres un èells apvienojas ar visiem
trim oríestra veidiem (piemçram, ir arî pa vienam koncertam ar pûtçju
oríestri – Ilzes Arnes Klavierkoncerts, 1977, un Anitras Tumðevicas èellkon-
certs Saules mûzika, 2010), turpretî vijole saistîta tikai ar simfonisko vai
kameroríestri. Samçrâ daudz ir koncertu pârçjiem soloinstrumentiem, tai
skaitâ pûðamajiem.

Interesanta likumsakarîba vçrojama cita þanra komponenta, proti,
oríestra traktçjumâ. Lîdz 50. gadiem sastopams tikai viens variants – koncerts
soloinstrumentam ar simfonisko oríestri, turklât soloinstrumenti ir ïoti
daþâdi. 50. gados radîts pirmais koncerts ar kameroríestri latvieðu mûzikâ–
Jçkaba Mediòa Koncerts çrìelçm un stîgu oríestrim (1954). Lîdz pat 1969. ga-
dam tas ir arî vienîgais koncerts, kurâ piedâvâts ðâds tembrâls salikums.
Sâkot ar 60. gadiem, aug komponistu interese, no vienas puses, par kamer-
oríestri, no otras – par daþâda veida instrumentu kombinâcijâm. Tâdçjâdi
palielinâs tembru krâsainîbas loma, kas sagatavo tembra sonorikas dominanti
latvieðu mûzikâ.

Jâatzîmç arî, ka 50.–70. gados koncertþanra prioritâte ir simfoniskais
oríestris, turpretî 80. gados priekðplânâ izvirzâs kameroríestris, un 21.gad-

6 Domâti trîs oríestra sastâva pamatvarianti – ar simfonisko, pûtçju un kamer-
oríestri.

7 Ðie ir dati lîdz 2013. gada maijam. Var atgâdinât, ka pirmâ èellkoncerta autors
ir Andrejs Jurjâns (Concerto elegiaco, 1889); savukârt pirmo vijolkoncertu sacerçjis
Jâzeps Mediòð (1911), pirmos klavierkoncertus – Nilss Grînfelds (1927/36), Viktors
Babins (1928/1930) un Jânis Mediòð (1932).
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simta pirmajâ desmitgadç ðî oríestra dominçjoðâ loma izpauþas îpaði
spilgti8.

Savdabîgu skaòdarbu grupu latvieðu mûzikâ veido koncerti çrìelçm
(katalogos minçti 23 sacerçjumi9), kas rakstîti atskaòojumam ar oríestri,
ansambli un arî solo. Tieði ðajâ koncertu grupâ ir labi saskatâma þanra stilu
daudzveidîba, to apliecina kaut vai instrumentâlais sastâvs. Piemçram, kon-
certs soloinstrumentam (bez oríestra) – tâ ir gan barokâla, gan zinâmâ mçrâ
arî romantiska tradîcija10, koncerts ar ansambïa pavadîjumu – gan barokâla,
gan arî 20. gadsimta tradîcija utt. Pirmo çrìeïkoncertu latvieðu mûzikâ sacer
Jçkabs Mediòð (1954, ar stîgu instrumentiem), savukârt pagaidâm pçdçjais
ðî þanra skaòdarbs ir Renâtes Stivriòas Koncerts çrìelçm ar simfonisko
oríestri (2011, lîdz ðim vienîgais koncerts ðâdam atskaòotâjsastâvam).

Îpatnçja attieksme pret çrìelçm vçrojama divu komponistu daiïradç.
Viens no viòiem ir Marìeris Zariòð, kura radoðajâ mantojumâ ir èetri koncerti
ar ðî instrumenta solo: Concerto innocente (1969), Concerto triptichon  ar
kameroríestri (1971), Concerto patetico ar sitaminstrumentiem un arfu
(1975), Ceturtais koncerts çrìelçm un èellu ansamblim (1977). Vçl bieþâk
çrìeïkoncertam pievçrsies Romualds Jermaks. Çrìeles izmantotas 13 viòa
koncertos, to vidû ir èetri koncerti vienam instrumentam ar pavadîjumu:
Pirmais (1969) un Otrais (1976) koncerts ar kameroríestri, Treðais (1978)
koncerts ar vijoïansambli un Koncerts ar sitaminstrumentiem (1992). Divos
koncertos çrìeles iekïautas solistu grupâ daþâdâs kombinâcijâs: te jâmin
Koncerts divâm çrìelçm, trim trompetçm, stîgu oríestrim un sitaminstru-
mentiem (1992), kâ arî Koncerts èellam, çrìelçm un kameroríestrim. Starp
koncertiem bez oríestra jâmin divi koncerti çrìelçm solo (1984 un 1988 –
Concerto in barocco), kâ arî pieci dueta koncerti – vijolei un çrìelçm (1977,

8 Kvantitatîvi to apstiprina ðâdi dati: koncerti ar simfonisko oríestri un ar kameror-
íestri 50. gados veido attiecîbu 17:1, 60. gados – 13:6, 70. gados – 17:10, 80. gados–
19:21, 90. gados – 12:8, bet 21. gadsimta pirmajâs desmitgadçs – 16:23.

9 Domâts katalogs Latvian Symphonic Music 1980–2008 / Latvieðu simfoniskâ
mûzika 1980–2008 (2009), kâ arî interneta resurss: Katalogi. Latvijas Mûzikas infor-
mâcijas centrs. http://www.lmic.lv/core.php?pageId=731 (skatîts 2013. gada 22.maijâ)

10 Ðajâ gadîjumâ domâts ne tikai çrìeïkoncerts, bet koncerts kopumâ. Var atgâdi-
nât, ka, piemçram, Johans Sebastiâns Bahs ir pârlicis çrìelçm vai klavihordam/klave-
sînam solo daudzu citu komponistu, tai skaitâ Antonio Vivaldi, koncertus. Savukârt
speciâli sacerçtu koncertu tikai vienam instrumentam (bieþâk çrìelçm, klavierçm vai
to priekðteèiem), protams, ir krietni mazâk. To vidû jâatzîmç arî Baha Itâïu koncerts
klavesînam (1735), kâ arî jau krietni vçlâk tapuðais Ferenca Lista Grand solo de
concert klavierçm (1850).
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1985), trompetei un çrìelçm (1981), èellam un çrìelçm (2005) un klarnetei
un çrìelçm (2008). Romualds Jermaks ir vienîgais latvieðu komponists, kurð
kâ teicams çrìeïu pârzinâtâjs visâ radoðâs darbîbas gaitâ saglabâjis uzticîbu
gan ðim instrumentam, gan arî koncertþanram kopumâ.

Lîdzâs jau minçtajiem çrìeïkoncerta þanra paraugiem var atzîmçt
Dmitrija Kuïkova Koncertu çrìelçm, stîgu oríestrim un timpâniem, kas tapis
vienâ gadâ ar Jermaka Pirmo koncertu un Zariòa Concerto innocente (1969),
kâ arî koncertus çrìelçm solo, ko radîjuði Pçteris Vasks (1984) un Juris Âbols
(1991). Paðlaik viens no pçdçjiem opusiem ðajâ þanrâ ir Andra Vecumnieka
Concertino çrìelçm un klavierçm (2010).

Aplûkojot koncertþanra attîstîbas pamatvirzienus, jâsecina, ka samçrâ
ilgi (no þanra pirmajiem paraugiem lîdz pat 20. gadsimta 50. gadiem) latvieðu
komponistu daiïradç dominçja klasiski romantiskâ tradîcija, ko raksturo
daudzas kopîgas iezîmes. Pirmâm kârtâm te izceïami divi aspekti. Viens no
tiem saistîts ar kompozicionâlâm likumsakarîbâm – raksturîga ir cikla trij-
daïîba, reljefs, skaidrs un izteiksmîgs tematisms, tematiskâs organizâcijas
dominçjoðâ loma formveidç, sonâtes formas prioritâra nozîme, variâcijformas
iekïâvums ciklâ un arî variçðanas principa plaðs izmantojums kopumâ, kas
jau liecina par romantiskâ koncerta tradîcijâm. Otrs aspekts aptver þanra
specifiskâs iezîmes – tutti-solo  attiecîbu bûtisko nozîmi ciklâ, paritâtes kon-
certa tipu11, simfonisko oríestri kâ tutti komponenta pârstâvi, solista kaden-
ces lomas lielo lomu utt. Tieði ðo koncerta variantu pârstâv vairums koncertu,
kas tapuði lîdz 20. gadsimta 50. gadiem (to vidû Jâòa Íepîða, Jâòa, Jâzepa
un Jçkaba Mediòu, Jâòa Ivanova, Arvîda Þilinska u. c. komponistu darbi)12,
un arî daudzi vçlâk radîti sacerçjumi. Romantiskais gars, kas tik raksturîgs
latvieðu mûzikai kopumâ, saglabâ savu nozîmi mûzikâ lîdz pat mûsdienâm
un atspoguïojas daþâdos þanros, tai skaitâ arî koncertâ. Viens no piemçriem
ir Mârîtes Dombrovskas Koncerts klarnetei un oríestrim (2003), ko raksturo
tradicionâla trijdaïîba, spilgts un izteiksmîgs tematisms, formveides tema-
tiskâs organizâcijas princips, variçðana u. c. iepriekðminçtâs iezîmes.

Pagâjuðâ gadsimta 60.–70. gadi latvieðu mûzikâ iezîmîgi kâ jaunu stilis-
tisko meklçjumu un kompozîcijas tehniku apguves laiks. Neobaroks un

11 Paritâtes koncerts ir Igora Kuzòecova jçdziens (Êóçíåöîâ 1981).
12 Jâatgâdina Jâòa, Jâzepa un Jçkaba Mediòu lielâ nozîme latvieðu koncertþanra

attîstîbâ. Katram no viòiem ir savs ieguldîjums ðajâ jomâ, tomçr seviðíi izceïams
Jçkabs Mediòð (1885–1971); viòa darbu klâstâ ir koncerti klarnetei (1948), meþragam
(1949, 1963), vijolei (1951, 1958), koklei (1952), trompetei (1955), èellam (1955),
fagotam (1961), trombonam (1964) un simfoniskajam oríestrim, kâ arî koncerts
çrìelçm un stîgu oríestrim (1954).
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neoklasicisms, sçrijtehnika un sonorika pakâpeniski ienâk skaòraþu uzmanî-
bas lokâ. Bagâtinâs arî pats koncertu instrumentârijs: ðis process skar gan
soloinstrumentu, gan oríestri. Pastiprinâs interese par kamerstilu, kameror-
íestri un arî par pûtçju oríestri: tieði ðajâ laikâ radies pirmais latvieðu kompo-
nista koncerts pûtçju oríestrim (Georgs Pelçcis, 1971) un pagaidâm vienîgais
koncerts klavierçm un pûtçju oríestrim (Ilze Arne, 1977). Savukârt kamer-
þanrâ top latvieðu mûzikâ pirmais koncerts saksofonam (Ìederts Ramans,
ar stîgu oríestri un klavierçm, 1962) un Concerto grosso (Oïegs Barskovs,
1962/1967); intensîvi sâk attîstîties çrìeïkoncerts (jau iepriekðminçtie Mar-
ìera Zariòa un Romualda Jermaka darbi). Radniecîgas tendences izpauþas
koncertâ soloinstrumentam ar simfonisko oríestri – arî ðeit vçrojama interese
par concerto grosso (Marìeris Zariòð, 1968, Romualds Kalsons, 1977) un
daþâdi oriìinâli risinâjumi (Pçteris Plakidis, Koncerts oríestrim un klavierçm,
1975, Sasaukðanâs, 1977).

Arî 80.–90. gadiem raksturîga kompozîcijas tehniku atjaunotne (sono-
rika, aleatorika, repetitîvâ tehnika u. c.) un koncertþanra, nosacîti, vecâs un
jaunâs tradîcijas attîstîba. Komponisti sacer koncertus arvien bieþâk, tâpçc
par specifisku îpatnîbu kïûst þanrisko versiju daudzveidîba. Piemçram, kon-
certi ar pûtçju oríestri bijuði tuvi Gunâram Ordelovskim, kurð radîjis trîs ðî
þanra paraugus – divâm trompetçm (1982), fagotam (1984) un meþragam
(1988). Andris Vecumnieks ar pûtçju oríestri pirmoreiz koncertþanrâ sadar-
bojies 1989. gadâ (Koncerts pûtçju oríestrim).

Koncertos ar kameroríestri vçrojama liela soloinstrumentu daþâdîba,
pieaug arî sitaminstrumentu loma: tie sastopami gan kâ specifisks tembra
komponents tutti  grupâ (Romualda Jermaka Koncerts divâm çrìelçm, trim
trompetçm, stîgu oríestrim un sitaminstrumentiem, 1983, Tâlivalþa Íeniòa
Koncerts flautai, ìitârai, stîgu oríestrim un sitaminstrumentiem, 1985), gan
sologrupas sastâvâ (Tâlivalþa Íeniòa Koncerts pieciem sitaminstrumentâ-
listiem un simfoniskajam oríestrim, 1983, Ilzes Arnes Concerto BACH sitam-
instrumentiem, klavierçm un stîgu oríestrim, 1986, Ilonas Breìes Koncerts
marimbai un stîgu instrumentiem, 1986). Vispopulârâkie soloinstrumenti ir
klavieres (Georgs Pelçcis, 1983, Ilona Breìe, 1984, Pauls Dambis, 1987,
Romualds Jermaks, 1987) un vijole (Andris Riekstiòð, 1996, Edmunds Gold-
ðteins, 1997, Pçteris Vasks, 1997), taèu reizçm solopartiju atskaòo arî klarnete
(Romualds Kalsons, 1982), oboja (Pçteris Plakidis, 1982, ar stîgâm), meþrags
(Egîls Straume, 1984), kokle (Romualds Jermaks, 1987). Nereti solistu loma
uzticçta daþâda veida instrumentu k o m b i n â c i j â m ; tas vçlreiz apliecina,
ka pieaug interese par skaòdarba tembra aspektu. Piemçram, Romualds
Jermaks apvieno èellu, çrìeles un kameroríestri (1995), Pçteris Plakidis –
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divas vijoles, klavieres un stîgu instrumentus (1984) vai stîgu oríestri ar
divâm aizskatuves vijolçm un klavieres (1988), Andris Vecumnieks – divas
flautas, stîgu instrumentus un klavieres (1985), Ilze Arne – sitaminstrumentus,
klavieres un stîgu instrumentus (1986), Egîls Straume – altsaksofonu, divas
klavieres un stîgu instrumentus (1986). Kâ oriìinâla parâdîba koncertþanrâ
jâvçrtç Georga Pelçèa seðu koncertu cikls Oxbridge Brassfest metâla pûðamin-
strumentiem un simfoniskajam oríestrim (Pirmais koncerts Prologs – meþ-
ragam, trompetei, trombonam, tubai, t. i., pilnai metâla pûðaminstrumentu
grupai; Otrais koncerts tubai; Treðais – trompetei; Ceturtais – meþragam;
Piektais – trombonam; Sestais jeb Epilogs – visai instrumentu grupai).

21. gadsimtâ visas iepriekðminçtâs tendences turpina attîstîties, bet pa-
râdâs arî jaunas. Daþreiz tâs uztveramas kâ pagâtnes atbalsis – piemçram,
dþeza elementi Kârïa Lâèa Klavierkoncertâ (2013) zinâmâ mçrâ sasaucas
(vai rosina paralçles) ar Ìederta Ramana Concerto leggiero deviòiem dþeza
instrumentiem un stîgâm (1970)13; ðajâ paðâ Lâèa skaòdarbâ un arî Riharda
Dubras Klavierkoncertâ (2012) ir saklausâmas stilistiskas alûzijas. Atdzimst
interese par concerto grosso: ðis þanrs sastopams Artura Maskata (1996),
Valda Zilvera (2001), Leona Amoliòa (2002), Romualda Kalsona (2003,
2005) un Indras Riðes (2003) daiïradç14. Solista funkciju gûst jauni instru-
menti: piemçram, tuba Andra Vecumnieka koncertâ (2003, ar pûtçju oríestri),
kontrabass Alvila Altmaòa koncertâ (2007, ar simfonisko oríestri). Bieþâk
nekâ agrâk sologrupas funkcija ir sitaminstrumentiem – to vçrojam Andra
Baloþa (2007) un Kristapa Pçtersona (koncerts Vega, 2008) daiïradç. Elek-
troniku izmantojuði Anitra Tumðevica skaòdarbâ Sentenza II. Itâïu koncerts
(2011, dubultkoncerts obojai, basklarnetei, elektronikai un kameroríestrim)
un Çriks Eðenvalds Ceturtajâ Liepâjas koncertâ Arktikas nakts vîzijas (2012,
klarnetei ar oríestri un elektronikai). Parâdâs arî kompozîcijas tehnikas un
koncepcijas ziòâ gluþi unikâli darbi: Kristaps Pçtersons savâ koncertâ klar-
netei un simfoniskajam oríestrim Ligeija (2011) izmanto ceturtdaïtoòu sistçmu,
kura apvienota ar alfabçtu, lai tâdçjâdi sintezçtu mûziku un skaòdarba
impulsu – Edgara Po noveles Ligeija teksta fragmentu.

Kâ vçl vienu raksturîgu tendenci var izcelt aizrauðanos ar papildnosau-
kumiem. Ðajâ ziòâ interesanti salîdzinât koncertþanra attîstîbu latvieðu
mûzikâ lîdz 20. gadsimta 90. gadiem un turpmâk. Lai gan papildnosaukums
dots jau pirmajam latvieðu komponista koncertam (Andreja Jurjâna Concerto
elegiaco), tomçr kopumâ ðâdu piemçru lîdz 20. gadsimta 90. gadiem nav

13 Protams, lîdzîba izpauþas tikai vienâ aspektâ – paðâ dþeza elementu klâtbûtnç.
14 Visi ðie skaòdarbi rakstîti kamersastâvam.
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daudz. Turklât bieþâk sastopami nosaukumi, kas precizç þanru (concerto
grosso, concerto divertimento, koncerts balâde utt.); krietni retâki ir oriìinâli,
savdabîgi nosaukumi, kas virza klausîtâju uzmanîbu uz kâdu stilu (Artûra
Grînupa In modo classico trombonam, stîgu oríestrim un timpâniem, 1975)
vai veltîti kâdai personîbai/notikumam (Ilzes Arnes Concerto BACH sitam-
instrumentiem, klavierçm un stîgu oríestrim, Egîla Straumes È + È jeb
Èernobiïa un Èelendþers altsaksofonam, divâm klavierçm un stîgu oríestrim;
abi koncerti sacerçti 1986). Skaòdarbos ar simfonisko oríestri papildnosau-
kumi sastopami agrâk – bez jau minçtâ Andreja Jurjâna koncerta ðeit jâatzîmç
lokâla kolorîta nosaukumi, kas doti Jûlija Sproìa vijolkoncertiem ( Zemgales,
1926, un Vidzemes, 1936). Taèu turpmâkajos gados veidojas ilga hrono-
loìiskâ pauze, un tikai 1977. gadâ parâdâs koncerts ar nosaukumu – Pçtera
Plakida Sasaukðanâs solistu grupai un simfoniskajam oríestrim.

Savukârt laikposmâ kopð 90. gadiem tieði pieaugusî interese par papild-
nosaukumiem kïûst par vienu no koncertþanra individualizâcijas iezîmçm.
Tie arvien bieþâk izraudzîti tâ, lai radîtu galveno intrigu skaòdarba uztveres
procesâ. Pçdçjos 13 gados (t. i., 21. gadsimtâ) koncertþanra sacerçjumu vidû
skaòdarbi ar oriìinâliem nosaukumiem gûst dominçjoðo lomu15. Var minçt
tâdus piemçrus kâ Romualda Kalsona Concerto grosso nr. 2 Hendeliâna
(vijolei, altam, èellam un kameroríestrim, 2003), Indras Riðes Pavasars,
pavasars (concerto grosso vijolei, marimbai, klavierçm un stîgu oríestrim,
2003), Andra Riekstiòa Rhapsody in Pink (koncerts klavierçm un stîgu
oríestrim, 2006) u. c.

Daþi komponisti papildnosaukumus koncertþanrâ izmantojuði neregu-
lâri, paretam. Piemçram, Pçteris Vasks koncerta apzîmçjumu devis deviòiem
skaòdarbiem: agrînâkie no tiem pârstâv vokâlo mûziku (Mazs koncerts bal-
sîm, diriìentam un komponistam, 1976, un Concerto vocale jauktajam korim,
1978), vçl divi ietver savdabîgus instrumentâlos risinâjumus, kas liek pievçrst
uzmanîbu noteiktiem tembriem – Concerto per timpani e strumente di percus-
sione (1979) un Cantus ad pacem. Concerto per organo (1984). Jâatzîmç arî
koncerti angïu ragam (1989), èellam (1994, 2012), vijolei (1997) un flautai
(2008; visi ar oríestri). Tikai trim skaòdarbiem ir papildnosaukumi – çrìeïkon-
certam Cantus ad pacem, vijolkoncertam ar stîgu oríestri Tâlâ gaisma un
otrajam èellkoncertam Klâtbûtne (arî ar stîgu oríestri). Savukârt Andris
Vecumnieks vienpadsmit koncertþanra skaòdarbus radîjis laikâ no 1985.

15 No 63 koncertiem, kas sacerçti minçtajâ laikposmâ, 33 skaòdarbiem ir papild-
nosaukumi, kas turklât neaprobeþojas tikai ar þanra versijas apzîmçjumu. Sk. katalogu
Latvian Symphonic Music 1980–2008 / Latvieðu simfoniskâ mûzika 1980–2008(2009).
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gada (pirmais koncerts – divâm flautâm un stîgu oríestrim ar klavierçm)
lîdz 2010. gadam (Concertino çrìelçm un klavierçm), un arî ðo kompozîciju
klâstâ papildnosaukumi ir tikai diviem, turklât abos gadîjumos tie saistîti ar
atskaòotâjsastâvu – Altera veritas flautai, akordeonam un koklei ar simfo-
nisko oríestri (2005) un Fagotissimo! diviem fagotiem ar oríestri (2009).

Georga Pelçèa daiïradç nosaukumu izvçles ziòâ saskatâma savveida
modulâcija: diviem agrînajiem koncertiem (balalaikai, saksofonam un sim-
foniskajam oríestrim, 1970, un lielam pûtçju oríestrim, 1971) nosaukumu
nav, toties, sâkot ar Concertino bianco in C klavierçm un kameroríestrim
(1983), ðâds oriìinâls papildinâjums þanra apzîmçjumam dots vienmçr.
Tâdçjâdi no komponista desmit koncertiem astoòiem ir nosaukumi: Bçrnu
koncerts16 klavierçm un oríestrim (1985), Tomçr (koncerts vijolei, klavierçm
un kameroríestrim, 1994), cikls Oxbridge Brassfest meþragam, trompetei,
trombonam, tubai un simfoniskajam oríestrim (1998), koncerts divâm klavie-
rçm, kameroríestrim un fonogrammai  Veltîjums skolotâjam (2003), koncerts
vijolei un kameroríestrim  Kâdas biogrâfijas lappuses (2007), konèertîno
kameroríestrim  Pçdçjais skolas zvans (2011), koncerts simfoniskajam oríes-
trim  Endorphin Music  (2011).

It îpaði labprât oriìinâlus nosaukumus izvçlas jaunâs komponistu pa-
audzes pârstâvji. Aprobeþoðanâs tikai ar þanra fiksâciju sastopama ârkârtîgi
reti. Piemçram, no pieciem Andra Dzenîða koncertiem vienîgi pirmais apzî-
mçts tikai kâ Koncerts (èellam ar oríestri, 1996); turpmâk jau seko Stones
and Veils (Akmeòi un plîvuri ) meþragam un kameroríestrim (2005), Urban
Translated (Pilsçtas tulkots) klarnetei un oríestrim (2008), Duâlisms klavie-
rçm ar oríestri (2010) un E(GO ) saksofonam un oríestrim (2012)17. Anitras
Tumðevicas trîs koncertu nosaukumos apvienojas individuâlais un kopîgais:
lîdztekus koncertam èellam un pûtçju oríestrim Saules mûzika (Sun Music,
2010) viòas darbu klâstâ ir divi dubultkoncerti – Sentenza I. Norvçìu koncerts
flautai, klarnetei un kameroríestrim (2009) un Sentenza II. Itâïu koncerts
obojai, basklarnetei, elektronikai un kameroríestrim (2011).

Ir vçl kâds nosaukumu aspekts, kas pelnîjis ievçrîbu. Tieði pçdçjos gados
latvieðu komponistu koncertþanra darbu klâstâ parâdâs sacerçjumi ar vienâ-
diem nosaukumiem (vai nosaukumu sastâvdaïâm). No vienas puses, te iz-
pauþas tendence apvienot lîdzîgas ieceres darbus sçrijâs; no otras, atdzimst

16 Starp citu, ðâds nosaukums sastopams kâ papildinâjums þanra apzîmçjumam
arî agrâk: Jâòa Íepîða Treðajâ klavierkoncertâ (Bçrnu koncerts, 1974).

17 Vienlaikus jâpievçrð uzmanîba soloinstrumenta neatkârtojamîbai (vismaz pagai-
dâm) Andra Dzenîða koncertos.
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interesanta tradîcija, kuras pirmsâkumi meklçjami jau 18. gadsimtâ: var
atgâdinât kaut vai Baha Brandenburgas koncertus (nosacîti datçti ar 1721),
no vçlâka laika darbiem – Ìerìa Ligeti Hamburgas koncertu (1998/2003).
Seðiem Brandenburgas koncertiem18 ir visiem viens autors, savukârt Ham-
burgas koncerts ir vienîgais skaòdarbs ar ðâdu nosaukumu. Arî latvieðu mûzikâ
ir divas koncertu sçrijas, kuru nosaukumos fiksçts pilsçtas vârds. Ðîs tradîcijas
sâkums saistîts ar Ilonas Breìes daiïradi. 2005. gadâ viòa sacerçja koncertu
divâm vijolçm, èellam, stîgu oríestrim un sitaminstrumentiem, kam deva
nosaukumu Rîgas koncerts. 2007. gadâ ðo sçriju turpinâja jau Otrais Rîgas
koncerts vijolei, altam un kameroríestrim, visbeidzot, 2011. gadâ – Treðais
Rîgas koncerts Teâtris obojai, èellam un oríestrim. Kâ redzam, visu trîs
Rîgas koncertu sologrupâs dominç stîgu instrumenti, vienîgi pçdçjâ koncertâ
tos papildina arî oboja.

Bet ðî nav vienîgâ pilsçtas koncertu sçrija! Andra Dzenîða koncertam
Duâlisms klavierçm un simfoniskajam oríestrim (2010) ir arî papildapzîmç-
jums – Pirmais Liepâjas koncerts. Ðim darbam sekoja vçl trîs daþâdu autoru
sacerçjumi atðíirîgiem soloinstrumentiem, ko vieno gan saikne ar Liepâjas
simfonisko oríestri, gan iepriekðminçtais nosaukums: Kristaps Pçtersons
radîjis Otro  Liepâjas koncertu èellam (2012), Rihards Dubra – Treðo Liepâjas
koncertu klavierçm (2012), Çriks Eðenvalds – Ceturto Liepâjas koncertu
Arktikas nakts vîzijas klarnetei ar oríestri un elektronikai (2012). Ðo sçriju
turpinâs Piektais Liepâjas koncerts saksofonu kvartetam un oríestrim, kas
pasûtîts Rihardam Zaïupem19.

Tâdçjâdi varam secinât: lai gan tradîcija veidot koncertu sçriju ar lîdzî-
giem papildnosaukumiem ietiecas tâlâ pagâtnç, tomçr latvieðu skaòraþu
tvçrumâ tâ gûst jaunus, oriìinâlus vaibstus un labi demonstrç komponistu
un atskaòotâjmâkslinieku cieðo mijiedarbi.

Secîgi aplûkojot koncertþanra attîstîbu latvieðu mûzikâ, ir acîmredzams,
ka nemitîgi noritçjuðas izmaiòas, transformâcijas: ik pa laikam iezîmçjusies
gan atkâpðanâs no kâdiem iepriekð dominçjoðiem prinicpiem, gan atgrieðanâs
pie tiem jau uz cita pamata – resp., þanra evolûcija bijusi nepârtraukts process.
Taèu, salîdzinot koncerta attîstîbas sâkumposmu ar 20./21. gs. miju, kïûst
acîmredzams, ka þanrs ilgstoðâs izaugsmes gaitâ ieguvis jaunu skanisko vei-
dolu. Lai arî saglabâjas vairâkas klasiski romantiskajam koncertam (un lat-

18 Kâ jau zinâms, ðie koncerti tika veltîti Brandenburgas-Ðvedas (Brandenburg-
Schwedt) markgrâfam Kristiânam Ludvigam.

19 Ðîs koncertu sçrijas tapðanâ liela loma bijusi Liepâjas simfoniskajam oríestrim
un tâ diriìentam Atvaram Lakstîgalam.
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vieðu koncerta attîstîbas sâkumposmam) raksturîgas iezîmes, bieþi tâm ir
vairs tikai formâla, ârçja atribûta nozîme, un atjaunotne izpauþas krietni
spilgtâk un daudzveidîgâk. Piemçram, joprojâm pastâv trijdaïu cikla  vai
viendaïas (monocikliski) kompozîcijas modeïi (turklât viendaïkompozîcijai
pçdçjâs desmitgadçs tiek dota priekðroka), tomçr sastopami arî divdaïkoncerti
(Pçtera Plakiþa Koncerts oríestrim un klavierçm, 1975, Jura Karlsona Otrais
koncerts klavierçm un oríestrim, 1983), èetrdaïkoncerti (Romualda Kalsona
Koncerts vijolei un oríestrim, 1977, Kârïa Lâèa Klavierkoncerts, 2013) un
pat piecdaïkoncerti (Pçtera Vaska Koncerts èellam un oríestrim, 1994).
Kompozîcijas tematiskâ uzbûve nav vairs tik noteikta un stabila kâ agrâk:
samazinâs sonâtes formas un sonâtiskâs domâðanas loma kopumâ, savukârt
variçðana kïûst par galveno, visaptveroðâko formveides un attîstîbas principu;
tâ izpauþas jebkurâ struktûras veidâ, un variçðanai tiek pakïauti daþâdi
elementi. Un ðî nosacîti jaunâ iezîme tomçr nebût nav sveða koncerta bûtîbai:
gluþi otrâdi, variabilitâte slçpjas koncertþanra dabâ, tâ spçles bûtîbâ. Tieði
variçðana ðî jçdziena plaðâkâ izpratnç labi vienojas ar þanra sniegtajâm iespç-
jâm – ar tâ plaðo tembru spektru, mobilo instrumentâriju, kas gûst daudzvei-
dîgas kombinâcijas, arî ar repetitîvo ievirzi, kas tâpat visnotaï spilgti parâdâs
vairâku komponistu daiïradç (no vecâkas paaudzes te varçtu minçt Georgu
Pelçci, no vidçjâs – Rihardu Dubru). Mazinoties tradicionâlâ tematisma
lomai, pieaug sonorikas un tembrikas nozîme, kas jo seviðíi spilgti vçrojams
Anitras Tumðevicas koncertos.

Koncerts ir þanrs, kura attîstîbu paredzçt ïoti grûti, jo tâ perspektîvas ir
praktiski bezgalîgas. To pârliecinoði pierâda arî viss þanra evolûcijas ceïð
latvieðu komponistu daiïradç.

The Genre of Concerto in Latvian Music

Elena Lebedeva

Summary

The concerto is one of the most popular genres having a long tradition
in modern musical art. Latvian music is a good example to that. In creativity
of the Latvian composers the concerto is presented very diversely – as the
active and mobile phenomenon in its development. Though the history of
Latvian concerto as a genre began in the 19th century (the first concerto is
dated 1883 – Andrejs Jurjâns, Concerto elegiaco for violoncello and symphonic
orchestra), nevertheless, intensive development of the genre began later: in the
30s of the 20th century. Further the particular interest in the genre of concerto
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was shown in the 80s of the past and the first decade of this century (at that
time the number of concertos exceeded the quantity of works in other genres).

The notion of ‘concertity’ ( êîíöåðòíîñòü ) itself by some researchers is
seen as a method of musical thinking (Êóçíåöîâ  1981)20. Starting from 19th–
20th centuries (in Latvian music from 30s of the 20th century) this method
acquired a sort of universal significance, finding itself not only inherent in
the genre of the concerto, but also in other genres. In Latvian music, for
example, in addition to the concerto, there are concerto-type works of another
kind – for the soloist (or soloists) and orchestra. In the symphonic music
catalogue in Latvia for 2012 there are introduced 19 works, among which
there are 9 concertos, 4 concerto-type pieces, two symphonies, 3 other orches-
tral works, and one work in vocal-symphonic genre21.

The genre of concerto is considered from different points of view. In
particular, the instrumental composition allows to allocate the leading
directions both in relation to the solo instruments (in this case a great variety
and unpredictability is evident), and in relation to the orchestral component.
One more viewpoint reflects an aspect of interaction with a word charac-
teristic for new music that is reflected first of all in the titles of concertos. In
particular, the emergence of two series of concertos – Riga concertos by
Ilona Breìe (2005, 2007, 2011) for different solo instruments and orchestra
and Liepâja concertos of different authors and different solo instruments,
but always with a symphony orchestra (Andris Dzenîtis, Dualism, concerto
for piano, 2010; Kristaps Pçtersons, Cello Concerto, Rihards Dubra, Piano
Concerto, Çriks Eðenvalds, Night Vision of the Arctic : clarinet concerto 2012).
The ratio of tradition and new trends is also an important factor in the
history of Latvian concerto. In the genre of concerto of Latvian composers
as well as in music of the 20th century as a whole it is possible to mark some
tendencies:
—• development orientation from a stable genre canon (the first half of the

century) to its gradual transformations, to individual treatment;

20 More often in our musicology the notion of  ‘symphonism’ is interpreted as a
method of musical thinking, the concept of which was developed by Boris Asafyev
(Àñàôüåâ 1926; 1972).

21 Katalogi. Latvijas Mûzikas informâcijas centrs. http://www.lmic.lv/core.php?
pageId=731&l=A&name=&afftor=&autors=&zanrs=38&Sastavs=&year=2012
(accessed January 22, 2014)

In the same time in catalogues until 2011 for chamber orchestra there are 20 sym-
phonies, 71 concerts and 60 concert works. Cf. Katalogi. Latvijas Mûzikas informâ-
cijas centrs. http://www.lmic.lv/core.php?pageId=731 (accessed May 22, 2013)
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— on the one hand, preservation of the genre bases (two basic principles),
on the other – their free and diverse interpretation, but on the whole,
invariability of the dialogue form as the leading constant of the genre,
dialogue-game in its various manifestations;

—• preservation of the genre form only in general limits (one-part or cycle);
—• the thematic structure of the composition is no longer as certain and

stable as before, the dominance of sonata principle disappears, and vari-
ations become virtually the basic guiding principle of formation and
development, penetrating literally any structural combination.
When considering the development of the concerto in Latvian music,

even choosing individual stages, there are continuous trend changes, transfor-
mations, departing from the principles, returning to them already on a quite
different basis, etc. Comparing the early years of the concerto development
with the second half of it in 20 th–21st century, new qualities become apparent
which the concerto acquired in the process of its progress, its new sound image.

The concerto is a genre, which is difficult to predict, but its prospects
are virtually endless. These characteristics become evident following the
history of the genre in Latvian music.
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Dramaturìiskâ daudzveidîba Jura Karlsona
instrumentâlajos koncertos

Mag. art. Andris Vecumnieks
Jâzepa Vîtola Latvijas Mûzikas akadçmijas

asociçtais profesors

Ievads

Instrumentâlâ koncerta þanrs jau kopð pirmsâkumiem ir veidojies kâ
teatrâla darbîba – sacensîba1 starp oríestri un solistu (solistiem), kuri atkarîbâ
no laikmeta un stila vai nu konsolidçjas (barokâlais concerto grosso), vai
iesaistâs konfrontâcijâ (20. gadsimts). Taèu jebkurâ gadîjumâ nemainîgs ir
pats savstarpçjâs mijiedarbes princips – komunikatîvâs attiecîbas starp
s u b j e k t u  (solists) un o b j e k t u  (oríestris).  Savukârt tâdas koncertþanra
iezîmes kâ virtuozitâte, spoþums, parâdiskums, dialogs ðo attiecîbu ietvaros
var izpausties daþâdos lîmeòos. Koncerta virsuzdevums ir prezentâcija (priekð-
nesums, priekðâ neðana), un tâs atðíirîgâs formas nosaka katra atseviðía
skaòdarba unikalitâti.

Raksta m ç r í i s  ir atklât instrumentâlâ koncerta þanra invarianta mo-
bilâs un daudzveidîgâs izpausmes Jura Karlsona daiïradç. Kâ u z d e v u m u s
esmu izvirzîjis èetru ðî þanra darbu salîdzinoðu izvçrtçjumu mûzikas teatra-
litâtes un teâtra telpas kontekstâ. Galvenâs darba m e t o d e s ir zinâtnis-
kâs literatûras un publicistikas izpçte, noðu materiâla analîze, iepazîðanâs ar
audio un videomateriâliem par komponista daiïradi daþâdos dzîves posmos,
mani personiskie kolçìa, komponista un diriìenta kompetences ietvaros
tapuðie novçrojumi, kâ arî regulâras sarunas ar Juri Karlsonu vairâku gadu
gaitâ.

A t s l ç g v â r d i :  teatralitâte, skaòdarba teâtra telpa, koncerts, koncer-
tiskums, koncertþanra invariants, tâ stabilie un mobilie elementi, koncert-
þanra subjekts un objekts, dramaturìija, dramaturìijas daudzveidîba, uni-
versâlais un unikâlais, individuâlo intonâciju dramaturìija, solista (tçla)
personifikâcija un individualizâcija, koncertþanra lakonizâcija, simfonisma
intensifikâcija.

1 Sacensties – viena no latîòu vârda concertare nozîmçm.
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1. Instrumentâlie koncerti Jura Karlsona daiïradç

Koncertþanrs Jura Karlsona daiïradç ieòem nozîmîgu vietu. Viens no
galvenajiem cçloòiem ir tâ sniegtâ iespçja spilgti atklât daiïrades teatrâlisma
principus, jo koncerts kâ sacensîba postulç divu personâþu – solista un
oríestra (t. sk. diriìenta) procesuâlo mijiedarbi un radoðo sazobi drama-
turìiskâs koncepcijas îstenojumâ. Turklât tieði instrumentâlâ koncerta þanrs
ïauj Karlsonam apliecinât maksimâlu mobilitâti, daudzveidîbu. Tâ univer-
sâlais invariants kïûst par pamatu daþâdiem formas un dramaturìijas mode-
ïiem. Jânis Torgâns piedâvâ salîdzinât simfoniju ar românu un koncertu –
ar lugu (Torgâns 1993: 39), savukârt Karlsona koncertos varam saskatît
vairâku literâro paradigmu spektru – traìçdiju, drâmu, komçdiju, noveli
u. c., turklât komponists ieskatâs un ieklausâs daþâdu laikmetu stilistikâ –
no klasicisma lîdz mûsdienâm, piedâvâjot klausîtâja izvçrtçðanai savu muzi-
kâlo vçstîjumu.

Jura Karlsona spalvai pieder èetri daþâdi koncertþanra darbi soloinstru-
mentam ar oríestri 2:
— Pirmais koncerts klavierçm un kameroríestrim (stîgu oríestrim, 1974)

1. Allegro moderato
2. Largo
3. Grave. Presto

— Otrais koncerts klavierçm un simfoniskajam oríestrim (1983)
1. Moderato
2. Allegro vivace

— Treðais koncerts jeb Koncerts simfonija divâm klavierçm un oríestrim
(2002)3

— Ceturtais koncerts jeb Zvaigþòoto debesu balsis..., fantâzija klavierçm
un oríestrim (2009)

Lai gan nosaukumos izmantoti daþâdi þanriskie apzîmçjumi, tomçr uz-
drîkstos visus ðos darbus vienoti apzîmçt kâ koncertus, jo ðâdi tos interpretç
pats autors, ik pa brîdim patçtiski norâdot uz komponista sûrâ un grûtâ
darba zemûdens akmeòiem: “Nu cik tad var tos klavierkoncertus rakstît –
priekð èetriem jau ir grûti ko jaunu izdomât!” (Karlsons 2012) Tiesa, zinot

2 Kaut arî katram darbam ir atðíirîgs nosaukums, turpmâk identifikâcijai lietoðu
koncertu raðanâs hronoloìijai atbilstoðu numerâciju, jo to izmanto arî pats kompo-
nists – gan çrtîbas labad, gan arî þanra invarianta kopîbas dçï.

3 Ðî darba sîkâku analîzi veicis Endijs Renemanis (Renemanis 2010).
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komponista fantâzijas neizsmeïamo dabu, nav ðaubu, ka pirmatskaòojumus
piedzîvos vçl jauni koncertþanra paraugi4.

Par þanra i n v a r i a n t u  Jura Karlsona daiïradç uzskatâmi visi tie stabilie
elementi, kas norâda uz tradicionâlismu cikla izveidç, formas un dramatur-
ìijas konstrukcijâ. Savukârt invarianta m o b i l i t â t i  apliecina mainîgâs
pazîmes, kas universâlo þanra pamatu unikalizç, rosina individualizçtus un
daudzveidîgus dramaturìiskos risinâjumus. Jura Karlsona koncertos var
saskatît gan universâlo, gan unikâlo – neraugoties uz ðo darbu kopîgajâm
iezîmçm, katrs no tiem ir neatkârtojams. Turklât universâlais (objektîvais,
oríestrâlais) faktors mijiedarbç ar unikâlo (subjektîvo, solistisko) aspektu
Karlsona instrumentâlajos koncertos iezîmç papildus dramaturìiskâs ðíautnes.

2. Þanra invariants – stabilie elementi

Ir divas bûtiskas iezîmes (stabilie elementi), kas vieno Karlsona koncertus.
1) V is i  koncer tþanra  darb i  i r  sacerç t i  k lav ie rçm (va i  d ivâm

k l a v i e r ç m )  k â  s o l o i n s t r u m e n t a m  ( - i e m ).
Pasaules komponisti kâ soloinstrumentus koncertþanrâ izmantojuði

praktiski visus iedomâjamos un neiedomâjamos akadçmiskos un tautas instru-
mentus, taèu Juris Karlsons kâ vienîgo soloinstrumentu izvçlçjies visplaðâk
aprobçto – klavieres; lîdz ar to viòð uzlicis sev vçl lielâku profesionâlo
atbildîbu, jo par klavierkoncertu trûkumu sûdzçties tieðâm nebûtu pamata.
Instrumentâlo koncertu citiem instrumentiem Karlsonam vienkârði nav –
nedz stîgu, nedz pûðam- un sitaminstrumenti, nedz arî visi citi skanoðie rîki
nav izpelnîjuðies Meistara vçlmi prezentçt tos sazobç ar oríestri. Ðajâ sakarâ
ir interesanti novçrtçt arî paða autora viedokli, kâdçï visi èetri instrumentâlie
koncerti saistîti tikai un vienîgi ar klavierçm: “Klavieres ir instruments –
oríestris. Diapazona plaðums, spçlveides tembrâlâs nianses un tehniskâs
iespçjas rada bagâtîgu krâsu paleti radoðâs fantâzijas pasaulei” (Karlsons
2012).
2) Konce r tu  t apðana i  i r  r aks tu r î ga  regu la r i t â te ,  pe r i od i s-

k u m s:
— Pirmo un Otro koncertu ðíir deviòu gadu starpîba (1974–1983),
— Treðo un Ceturto koncertu – septiòu gadu starpîba (2002–2009).

4 Ðobrîd jau ir pabeigts koncertskaòdarbs klavierçm, jauktajam korim un krotâïiem
Le lagrime dell’ anima (Dvçseles asaras), savukârt 2015. gadâ paredzçts Liepâjas
koncerta (jeb Koncerta oríestrim) pirmatskaòojums.
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Tâtad koncerti ir raduðies divos blokos ik pa deviòiem vai septi-
òiem gadiem. Juris Karlsons savâ dzîvç sekojis uzskatam, ka ik pçc sep-
tiòiem/deviòiem gadiem jâmaina nodarboðanâs vai vismaz darba vieta,
jâpârvçrtç paveiktais un padarîtais, un kâpçc gan ðajâ sakarâ neuzrakstît
kâdu jaunu klavierkoncertu? Savukârt pauze 19 gadu garumâ starp Otro un
Treðo koncertu rosinâja veselu pavçrsienu koncertþanra traktçjumâ, jauna
modeïa piedâvâjumu5, un te iezîmçjas sasaukðanâs arî ar pârmaiòâm kom-
ponista personiskajâ dzîvç. Turpmâk Karlsons vairs neatgrieþas pie tradi-
cionâlâ koncerta, bet meklç jaunus þanra risinâjumus, ko apliecina arî iz-
raudzîtie nosaukumi (Koncerts simfonija un fantâzija Zvaigþòoto debesu
balsis...).

3. Þanra varianti – mainîgie (mobilie) elementi

Èetri koncerti piedâvâ èetrus daþâdus koncertþanra risinâjumus, kas
atðíiras atskaòotâjsastâva, þanra un stila aspektâ; tas arî nosaka drama-
turìisko risinâjumu mobilitâti. Turpinâjumâ vispirms pakavçðos pie atðíirîbu
ârçjâm izpausmçm, kas pamanâmas arî bez rûpîgas un detalizçtas mûzikas
materiâla analîzes.

1) Skaòdarba n o s a u k u m s  ( þ a n r i s k a i s apzîmçjums)
— Pirmais koncerts klavierçm un kameroríestrim
— Otrais koncerts klavierçm un simfoniskajam oríestrim
— Treðais koncerts – Koncerts simfonija divâm klavierçm un oríestrim
— Ceturtais koncerts – Zvaigþòoto debesu balsis..., fantâzija klavierçm

un oríestrim

2) Koncerta þ a n r i s k o  p a z î m j u sistemâtiska t r a n s f o r m â c i j a
— Pirmais koncerts – kamerkoncerts
— Otrais koncerts – koncerts
— Treðais koncerts – simfonija (kamersimfonija, dubultkoncerts)
— Ceturtais koncerts – fantâzija

3) D a ï u  s k a i t s
— Pirmais koncerts – trîs daïas
— Otrais koncerts – divas daïas6

5 Turpinot iesâkto analoìiju – ne vien darbavietas maiòa, bet arî pilnîgi cita
nodarboðanâs.

6 Viens no koncertþanra darbu neakadçmiskâkajiem modeïiem daïu skaita ziòâ.
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— Treðais koncerts – pusotra daïa7

— Ceturtais koncerts – viena daïa

4) S o l i s t u skaita variabilitâte
— Pirmais koncerts – viens solists
— Otrais koncerts – viens solists
— Treðais koncerts – divi solisti
— Ceturtais koncerts – viens solists

5) O r í e s t r a  sastâva mobilitâte un diferenciâcija
— Pirmais koncerts – stîgu oríestris
— Otrais koncerts – lielais simfoniskais oríestris
— Treðais koncerts – stîgu oríestris un sitaminstrumenti
— Ceturtais koncerts – stîgu oríestris un sitaminstrumenti

6) A u t o r a  nodarboðanâs (darbavieta) kâ t e â t r a  t e l p a
— Pirmais koncerts – LVK (JVLMA) kompozîcijas nodaïas absolvents,

skaòu reþisors Latvijas Radio
— Otrais koncerts – JVLMA mâcîbspçks, Mûzikas teorijas katedras

vadîtâjs
— Treðais koncerts – JVLMA rektors
— Ceturtais koncerts – Nemateriâlâ kultûras mantojuma valsts aìen-

tûras direktors

Ðis nav tikai formâls ârçjo faktoru uzskaitîjums – daudzos gadîjumos
tajâ fiksçtâs iezîmes arî nosaka komponista dramaturìiskos meklçjumus.
Tâ, piemçram, skaòdarba þ a n r i s k a i s apzîmçjums un tâ sistemâtiska trans-
formâcija norâda uz komponista centieniem intensificçt þanra simfonizâciju,
savukârt d a ï u  s k a i t a pakâpeniska samazinâðanâs liecina par formas un
satura lakonizâciju. Visbeidzot, s o l i s t a / o r í e s t r a  attiecîbas un atska-
òotâjsastâva kvantitatîvâs atðíirîbas nosaka arî kvalitatîvo aspektu – drama-
turìisko savdabîbu katrâ no koncertiem. Turklât svarîgi arî fiksçt, kâ mûziku
ietekmç autora darba vieta un nodarboðanâs (metaforiski izsakoties, teâtra
telpa) konkrçtâ koncerta (un arî citu skaòdarbu) tapðanas brîdî. Tâ atspoguïo
subjektîvo faktoru, resp., komponista psiholoìiskâs izjûtas, un izpauþas kâ
savdabîgs skats no malas8.

7 Ðâda neparasta daïu skaita izvçli pamatoðu raksta turpmâkajâ gaitâ.
8 Ðî tçma sîkâk aplûkota raksta turpinâjumâ.
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4. Dramaturìiskâs daudzveidîbas raksturojums9

Iepriekðminçtâs koncertu atðíirîbas norâda uz þanra ârçjo pazîmju
mobilitâti, to individualizâciju. Taèu vçl jo bûtiskâks ir solista un oríestra
dramaturìisko funkciju izkârtojums un to daudzveidîgais risinâjums, kas
tad arî ir izðíiroðais, nosakot katra koncerta saturisko un teatrâlo savdabîbu.

4.1. Þanra un formas dramaturìija

P i r m a i s  k o n c e r t s ir þanra un formas visakadçmiskais paraugs, sav-
veida mâcîbu darbs, ko iedvesmojis (ðî vârda vislabâkajâ nozîmç) Jura
Karlsona pedagogs Jânis Ivanovs. Kopumâ tas ir ïoti lakonisks un sastâva
dçï (stîgu oríestris) traktçjams arî kâ kamerkoncerts; tradicionâla ir gan
trijdaïu uzbûve, gan sonâtes formas un cikla izmantojums (tçze – antitçze –
sintçze). O t r a i s  k o n c e r t s ir solis þanra simfonizâcijas virzienâ: to aplie-
cina pievçrðanâs liela simfoniskâ oríestra sastâvam un vçstîjuma monumen-
talitâte. Koncertþanra simfonizâcijas ideja pilnîbâ îstenota T r e ð a j â  k o n-
c e r t â jeb Koncertâ simfonijâ divâm klavierçm, stîgâm un sitaminstrumen-
tiem – tâ ir simfonijas þanra apoteoze dubultkoncerta veidolâ. Par savdabîgu
dramaturìisko kodu kïûst  C e t u r t a i s  k o n c e r t s – fantâzija Zvaigþòoto
debesu balsis...; ðis darbs iezîmç ceïu uz koncertpoçmu, un tajâ jauðama liela
programmatisma10 ietekme, kas izpauþas koncertþanra lakonizâcijâ. Fantâzija
ir viendaïîgs visu koncertu epilogs11, atslodze no formas un dramaturìijas
inovâciju meklçjumiem un saturiskâs spriedzes.

4.2. Programmatisms

Programmatismam Jura Karlsona daiïradç ir bûtiska vieta. Daudziem
skaòdarbiem doti îpatnçji filozofiski nosaukumi, kas paver ceïu arî uz citu
kompozîciju satura izpratni un atðifrçjumu. Interesanti izsekot, kâ program-
matisma elementi izpauþas instrumentâlajos koncertos. P i r m â  k o n c e r t a
objektîvais risinâjums neprasa detalizçtâku verbâlo skaidrojumu, savukârt
O t r a j â  programmatisms jau ieðifrçts netieði, tautasdziesmas deformçtajâs
intonâcijâs. T r e ð a j a m  k o n c e r t a m autors piedâvâ epigrâfu “Pasaule
mûþîgi rit starp gaismu un tumsu...” 12, ko varçtu apzîmçt kâ ðî skaòdarba

9 Par mûzikas dramaturìiju latvieðu simfoniskâs mûzikas kontekstâ sîkâk sk.
Ineses Leites (Bites) rakstâ (Bite 1980).

10 Vienîgais Jura Karlsona koncertþanra darbs, kuram ir nosaukums.
11 Sîkâk par to sk. raksta turpinâjumâ.
12 Íînieðu domâtâja Laodzi vârdi viòa reliìiski filozofiskajâ darbâ Daodedzin

(apmçram 600 gadu pirms mûsu çras).
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dramaturìijas pievienoto vçrtîbu. Visbeidzot, C e t u r t a i s  k o n c e r t s pozi-
cionç skaidru programmatismu gan nosaukumâ, gan arî ar to saistîtajâ impre-
sionistiskajâ skaòveidç. Lîdz ar to èetri koncerti parâda ceïu no neprog-
rammatisma caur netieðo programmatismu uz epigrâfu un programmatisku
nosaukumu. Ðis process ne tikai iezîmç pakâpenisku p r o g r a m m a t i s m a
nozîmes pieaugumu skaòdarba saturâ (neprogrammatisms Š  netieðais,
semantiski asociatîvais programmatisms Š  epigrâfs Š  programma), bet arî
liecina par visu èetru instrumentâlo koncertu cikla vienotîbu, kas izpaudîsies
arî citos aspektos.

4.3. Pâra dramaturìija

Pâra dramaturìija ir viena no spilgtâkajâm koncertþanra skaòdarbu
iezîmçm. Subjekta (solists) un objekta (oríestris) pretnostatîjums ïauj kon-
ceptuâli risinât subjektîvâ un objektîvâ prioritâtes meklçjumus. Tie vçrojami
gan mûzikas saturâ, gan tehniskajos lîdzekïos (aleatorika, polimetrija un
poliritmija, improvizâcija u. c.), radot asociâcijas ar teâtra mâkslu. Pâra
dramaturìijas izpausmes sastopamas visos koncertos, tikai to dramaturìiskâ
slodze ir atðíirîga.

— P i r m a i s  k o n c e r t s
Otrajâ daïâ tiek piedâvâta divu daþâdu slâòu, subjekta un objekta (solists

un oríestris), attîstîbas polifonija, kas ietver pâra dramaturìiju v e r t i k â l ç .
Subjekta/objekta mijiedarbe un dialoìiskums realizçjas kâ divplânu scenog-
râfija, kur abi plâni netraucç, bet papildina viens otru.

— O t r a i s  k o n c e r t s
Ðî koncerta finâlâ sastopama t. s. izkliedçtâ kadence – solista kadence

nav viengabalaina, bet parâdâs kâ izmisîgi un spontâni iespraudumi starp
oríestra replikâm. Oríestris traucç solistam runât, tas ik pa brîdim iespraucas
ar saviem komentâriem. Divas pasaules – indivîds un pûlis, personîba un
masas – ðeit nevis sacenðas, bet stihiski un atklâti konfliktç, iesaistâs konfron-
tâcijâ, radot spilgtu pâra dramaturìiju ho r i zon tâ l ç . Zîmîga ir arî koncerta
kulminâcija – totâla visa oríestra un solista aleatorika fortissimo dinamikâ,
kur neviens neieklausâs citos, negrib un nevar dzirdçt pilnîgi neko, pat ne
sevi.

— T r e ð a i s  k o n c e r t s
Autors piedâvâ divkârðu pâra dramaturìiju – divu aktieru teâtri . Abu

solistu mûzikas materiâls tiek izklâstîts imitâcijveidâ, kur viens partneris,
nedaudz aizkavçjies ar savu pieteikumu, veido savdabîgu kolçìa çnu vai
atbalsi. Risinâs dubultdialogs – tas izpauþas gan kâ saskarsme starp abiem
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solistiem (savstarpçji papildinoða saruna), gan arî solistu un oríestra attie-
cîbâs. Tâdçjâdi veidojas divkârða pâra dramaturìija d i a g o n â l ç.

— C e t u r t a i s  k o n c e r t s
Arî ðeit dramaturìija risinâta vairâkâs dimensijâs. Paralçlâ darbîba,

saruna starp solistu un oríestri, kur solopartija ir uztverama kâ oríestra
sastâvdaïa un krâsa, rada priekðstatu par suverçnâm, apcerîgâm pârdomâm,
pat klusçðanas sajûtu, izbaudot skançjuma akustisko pievilcîbu un mirkïa
burvîbu. Specifiski karlsonisks ir impresionistiski (simbolistiski) poetizçtais
skaòdarba nosaukums – pâra dramaturìija t e l p â glezno ar tautasdziesmu
saistîtas impresijas un vîzijas, kas rosina vispârçjas labsajûtas, svçtlaimes
noskaòu. Tieði pâra dramaturìijas kontekstâ îpaðas ir diriìenta funkcijas:
sakârtot, koordinçt un vadît, kontrolçt un paredzçt, novçrot un palîdzçt,
bût starpniekam starp subjektu/objektu (solistu/oríestri) – lîdzîgi kâ reþisoram
teâtra izrâdç.

5. Koncertçðanas izpausmes

Dramaturìiskâ ziòâ ir vçrojama arî cita interesanta tendence. P i r m a i s
k o n c e r t s iezîmç objektîvâ elementa pârsvaru pâr subjektîvo, spçle (un
sacensîba) norit komfortablos apstâkïos, turpretî O t r a j â  k o n c e r t â  viss
sagrieþas kâjâm gaisâ – sacensîba pârtop konfrontâcijâ, klausîtâji dzird (un
arî redz!) subjektîvâ diskomforta drâmu. Virtuozâs gammu pasâþas traktçtas
nevis kâ etîde, vingrinâjums, iesildîðanâs, iespçlçðanâs, bet kïûst par svarîgu
dramaturìijas elementu – darbîba ir stihiski nevaldâma, improvizâcija pâr-
vçrðas meklçjumos, bçgðanâ no îstenîbas. Galçju kontrastu rada spilgtie
teatrâlie efekti skaòdarba beigâs: drâma noslçdzas ar oríestra dziedâjumu13

un klavieru vâka aizcirðanu – metaforiski izsakoties, ugunsdroða dzelzs priekð-
kara (nevis skatuves priekðkara!) nokriðanu, kas lîdzinâs filmas pârrâvumam
un vçstîjuma pârtraukumam.

Treðais un ceturtais koncerts savukârt iezîmç subjektîvâ/objektîvâ lîdz-
svara un harmonijas meklçjumus14. T r e ð a j â  k o n c e r t â tie ietverti jau
pieminçtajâ Laodzi filozofiskajâ epigrâfâ, un lîdzsvara izjûta sasniegta tikai
kodâ, savukârt C e t u r t a j â  k o n c e r t â viscaur valda emocionâla komforta
un labsajûtas izjûta, impresionistiska gaisotne. Koncertçðana no spçles,
sacensîbas un dialoga izpausmes (Pirmais koncerts) pâraug konfliktâ, kon-
frontâcijâ (Otrais koncerts) un sekojoðos komforta meklçjumos (abi pçdçjie

13 Oríestra mûziíi tieðâm dzied nevis pârnestâ, bet burtiskâ nozîmç!
14 “Tur jau var saklausît ludziòu!” (Karlsons 2012)
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ðî þanra darbi). Lîdz ar to visus èetrus koncertus var uztvert arî kâ vienotu
dramaturìisku ciklu – komforts (spçle un sacensîba) Š  diskomforts (konflikts
un konfrontâcija) Š  komforta meklçjums Š  komforta piedâvâjums. Rodas
iespçja koncertus diferencçt arî stilistiski , parâdot to maksimâlu dramatur-
ìisko daudzveidîbu:
— P i r m a i s  k o n c e r t s – komforts (spçle un sacensîba) = (neo)klasicisms
— Ot ra i s  konce r t s – diskomforts (konflikts un konfrontâcija) = ekspre-

sionisms
— T r e ð a i s  k o n c e r t s – komforta meklçjums = romantisms
— C e t u r t a i s  k o n c e r t s  – komforta piedâvâjums = impresionisms15

Ja atceramies, ka koncerti komponçti pa pâriem, tad pirmos divus var
traktçt kâ ceïu uz diskomfortu , savukârt divus pçdçjos – kâ atpakaïceïu un
atgrieðanos komforta zonâ.

6. Individuâlo intonâciju dramaturìija 16

Jura Karlsona klavierkoncertu dramaturìiskâs daudzveidîbas atklâsmç
ïoti nozîmîga loma ir mûzikas materiâlam. Katra koncerta savdabîbas iz-
pausmi veido arî tâ individualizçtâs intonâcijas – skaòdarba identitâtes zîmes,
kurâs saskatâma gan tematisma, gan faktûras un kompozîcijas tehniku daudz-
veidîga palete.

Bûtisks ir folkloras elementu (1) izmantojums. Tautasdziesma ir svarîga
dramaturìijas sastâvdaïa – garîgais kodols, labestîbas zîme, samierinâjuma
un izlîdzinâjuma simbols, kas katrâ koncertâ realizçts citâdi. P i rma jâ  kon -
c e r t â neitrâli eksponçtâ tautasdziesma rada îpaðu semantiku, savukârt
O t ra j â  tâ ir transformçta, pat deformçta: tritona intonâcijas kâpina spriedzi.
T r e ð a j â  k o n c e r t â folkloras citâtu nav, komforta meklçjumi norisinâs
bez aktîvas to iesaistes, turpretî C e t u r t a j â  k o n c e r t â komforts tiek rasts
tieði ar tautasdziesmas palîdzîbu: tâ kïûst par skaòdarba dramaturìisko
centru17.

Arî faktûras risinâjums (2) katrâ koncertâ ir unikâls. P i r m a j â dominç
vertikâla strukturâlâ domâðana, akordu faktûra, kas rada harmonisku un

15 Jûtami arî neofolklorisma elementi, kas saistîti ar tautasdziesmas citâtu.
16 Sîkâk par intonatîvâs attîstîbas lomu Jura Karlsona koncertþanra mûzikâ sk.

Endija Renemaòa rakstâ (Renemanis 2010: 157).
17 Lîdzîga dramaturìija raksturîga arî Jura Karlsona simfoniskajai vîzijai Vakar-

blâzma; abi darbi tapuði laikâ, kad Karlsons bija Nemateriâlâ kultûras mantojuma
valsts aìentûras direktors, respektîvi, atradâs tieðâ saskarsmç ar tautas mutvârdu daiïradi.



158

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VI

pamatâ konsonantu skaòvidi. O t r a j â  k o n c e r t â  sasniegta tematiskâ pie-
sâtinâjuma kvintesence, ko nosaka sareþìîtas polifonas struktûras horizontâlâ
izklâstâ. T r e ð a j â  k o n c e r t â polidramaturìija un ar to saistîtâ politona-
litâte iezîmç harmonisku deformâciju; totâla imitâciju polifonija un diagonâla,
mikropolifona pârstatîjumu faktûra rada vizuâlas asociâcijas ar kinematogrâ-
fiski nenoteiktu, izplûduðu kadru, kurð skaidri fokusçjas tikai apskaidrîbu
raisoðajâ kodâ. Harmonijas un komforta meklçjumi ðeit parâdâs saiknç ar
homofoni harmonisku izklâstu; savukârt, faktûras tipam radikâli mainoties,
koncerta pamattematisms pârtop savâ pretpolâ un sadala ðo skaòdarbu divâs
daïâs – pirms un pçc pusnakts, “starp nakti un tumsu” 18. C e t u r t â  k o n -
c e r t a  aleatorais izklâsts un mobilâ faktûra rada îpaðu polipasaules izjûtu,
kur prioritâte ir ârpuspasaulîgajam jeb ârpuslaicîgajam.

Intonâciju dramaturìijas augstâkais lîmenis ir reprîzes princips (3) kâ
cikla cementçjums un koncentrçts koncepcijas atspoguïojums, balstoties uz
konkrçta tematiskâ materiâla atkârtojumu vai, gluþi otrâdi, atteikðanos no
tâ. P i r m â  k o n c e r t a finâlâ izklâstîts pirmâs daïas ievada un galvenâs
partijas tematisms, veidojot arhitektoniski stabilu intonatîvo arku. O t r a j â
k o n c e r t â visam ciklam ir spçcîgi dinamizçta reprîze – skan pirmâs daïas
kulminâcijas materiâls, kas rada maksimâlu ekspresionistisku spriedzi. T r e -
ð a j â  k o n c e r t â vçrojama gan tematiskâ, gan arî semantiskâ un tembrâlâ
reprîze – sitaminstrumentu un îpaði vçja zvaniòu (Linebells) izmantojums
rosina priekðstatu par teâtra zvanu un priekðkara atvçrðanos/aizvçrðanos.
Turklât radikâlâ faktûras maiòa liek tieði reprîzi uzvert kâ patstâvîgu pusdaïu
(30. partitûrnumurs, Andante), kurâ tiek rasts miers un apskaidrîba19. Savu-
kârt  Ce tu r t â  konce r t a saîsinâtâ reprîze reminiscence rada kontinuitâtes,
bezgalîbas iespaidu.

Dramaturìisko savdabîbu atspoguïo arî solista kadence un tâs vieta
skaòdarbâ (4). Karlsona mûzikâ ðî koncertþanram tik raksturîgâ sastâvdaïa
kïûst par satura intensitâtes izpausmi. Kadences invariants ir izkliedçtâ ka-
dence. P i r m a j â  k o n c e r t â nav vçrojama kadence tâs tradicionâlajâ no-
zîmç, savukârt O t r a j â  sastopama tieði izkliedçtâ kadence, kas rada îpaðu
dramatisko spriedzi un slodzi. T r e ð a j â  k o n c e r t â divu klavieru nemitîgâ
imitâcijveida sasaukðanâs pati par sevi atstâj kadences iespaidu, tâpçc îpaða
kadence nav nepiecieðama, turklât ik pa brîdim parâdâs fragmentâri kadenè-

18 Tâdçjâdi ðo koncertu var traktçt kâ pusotras daïas formu – viena daïa + koda
kâ pusdaïa.

19 Lîdzîgs paòçmiens vçlâk izmantots arî Karlsona simfonijâ korim un oríestrim
Adoratio .
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veida iespraudumi kâ dialogs starp solistiem un oríestri. C e t u r t a i s  k o n -
c e r t s ir uztverams kâ totâla vienlaidus kadence ne tikai solistam, bet arî
oríestrim – kadence, ko var pielîdzinât izvçrstam monologam vai pat
monoizrâdei. Tâ eksponç subjektu dramaturìiskajâ saskarsmç ar objektu.

Visbeidzot, svarîgs dramaturìijas faktors ir solista (subjektîvâ, indivi-
duâlâ) un oríestra  (objektîvâ, kolektîvâ) attiecîbas (5). Jo lielâkas ir skaitliskâs
atðíirîbas abu puðu atskaòotâjsastâvâ, jo intensîvâka kïûst dramaturìiskâ
attîstîba. Vismazâkâ kvantitatîvâ atðíirîba raksturîga P i r m a j a m un
C e t u r t a j a m  k o n c e r t a m, kur viens solists lielâkoties pretstatîts tikai
stîgu oríestrim. Savukârt visspçcîgâk tâ izteikta O t r a j â  k o n c e r t â , kur
solists cînâs ar lielo simfonisko oríestri. T r e ð a j â  k o n c e r t â Karlsons
izmanto divus solistus, taèu to dramaturìiskâ funkcija un tehniskais risinâ-
jums (imitâcijas u. tml.) ïauj tos uztvert kâ vienotu veselumu – viena personâþa
divas ðíautnes.

7. Jura Karlsona klaviersonâtes un to koncertiskums

Blakus instrumentâlajiem koncertiem nozîmîgs þanrs Jura Karlsona
daiïradç ir viòa klaviersonâtes20. Ievçrojot þanra invarianta mobilitâti, varam
uzskatît, ka arî tâs ir kopâ èetras:
— Pirmâ – Sonatîne klavierçm (1967)
— Otrâ – Pirmâ sonâte klavierçm èetrâs daïâs (1971, 2. red. 1986)

1. Moderato
2. Larghetto
3. Vivace
4. Andante

— Treðâ – Otrâ sonâte klavierçm trîs daïâs (1984)
1. Moderato
2. Allegro
3. Lento

— Ceturtâ – Treðâ sonâte klavierçm trîs daïâs (2011)
1. Allegro giusto
2. Lento
3. Allegretto
4. Allegretto

20 Un atkal redzam, ka sonâtes ir tikai taustiòinstrumentiem (klavierdarbiem
piepulcinâma vçl viena Çrìeïsonâte).
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Salîdzinot ar koncertiem, sonâtes þanrâ vçrojama daudz lielâka inva-
rianta stabilitâte (izòçmums ir Sonatîne), lai gan var saskatît arî koncertiem
pretçju mobilitâtes izpausmi – pakâpenisku formas un satura dinamizâciju
un augmentâciju (viendaïîba – èetrdaïîba – trijdaïîba – èetrdaïîba), jo tieði
pçdçjâ – T r e ð â  s o n â t e ir visapjomîgâkais cikls. Arî sacerçðanas periodis-
kums ir stabilâks: skaòdarbi tapuði trîs kârtâs, ik pa 15–17 gadiem. Taèu
jâòem vçrâ, ka Pirmo sonâti autors ir pârstrâdâjis (kas savukârt nav tipiski
viòa koncertþanra sacerçjumiem) un otrâ redakcija radusies praktiski vien-
laikus ar Otro sonâti.

Arî sonâtçs izpauþas Karlsona daiïradei raksturîgâ teatralitâte, un ðos
darbus var salîdzinât ar m o n o k o n c e r t i e m  vienam solistam. Ðajâ sakarâ
interesanta ir koncertiskuma un ar to saistîtâs dramaturìijas izpausme klavier-
sonâtes þanrâ. Norit savdabîga spçle – koncerts bez oríestra, viena aktiera
teâtris21, turklât aktieris (subjekts) arî bez teksta un objekta (oríestris) var
piepildît priekðnesumu saturiski, atklât dramaturìijas daudzveidîbu un þanra
invarianta mobilitâti. Ðî tçma gûs plaðâku risinâjumu manâ nâkamajâ pçtî-
jumâ, kas bûs veltîts Jura Karlsona klavierkoncertu un klaviersonâðu analî-
tiskam salîdzinâjumam.

8. Koncertiskuma iezîmes citos Jura Karlsona skaòdarbos

Koncertiskuma un koncertþanra iezîmes var saskatît arî citos Jura
Karlsona sacerçjumos. Komponista mûzikas (t. sk. instrumentâlo koncertu)
sakarâ pieminçðanas vçrts ir solistu p e r s o n i f i k â c i j a s ,  i n d i v i d u a l i -
z â c i j a s aspekts, kas rosina analoìiju ar darbojoðos personu sarakstu un
lomu sadalîjumu teâtra izrâdç, un lîdzîba izriet no paðas koncertiskuma
bûtîbas. Ðai ziòâ koncerta iezîmes vçrojamas pirmâm kârtâm Lauku svîtâ
simfoniskajam oríestrim, kur katra personâþa raksturojumam ir izraudzîts
cits þanrs (gaiïi– enerìisks marðs, zosis – lempîga gavote, kaíi – pieglaimîgs
valsis, þurkas – impulsîvs galops). Ikvienas grupas tçli izrâda sevi saskaòâ ar
komponista iecerçtajâm pamatnostâdnçm. Lîdz ar to þanra universâlais
invariants (marðs, gavote, valsis, galops) iegûst mobilitâti, atbilstîbu katra
personâþa/solista unikâlajai, emocionâli pamatotajai þanra transformâcijai
un tâs zemtekstam.

21 Daþos gadîjumos veidojas divu roku teâtris ; katra roka ir kâ aktieris ðajâ unikâ-
lajâ sacensîbâ.
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Secinâjumi

— Þanra invarianta universâlo un stabilo elementu transformâcija rada tâ
unikâlos un mobilos variantus, kas ir viens no dramaturìijas daudzvei-
dîbas priekðnosacîjumiem.

— Dramaturìijas daudzveidîbas bûtisks faktors ir solista/subjektîvâ (indi-
vîda) un oríestra/objektîvâ (kolektîva) attiecîbu realizâcija, kas vislabâk
ir iespçjama tieði koncerta þanrâ.

— Koncertçðana un koncertiskums kâ teatralitâtes spilgtâkâs izpausmes
bagâtina ðo dramaturìisko daudzveidîbu ar ârpusmuzikâliem/teatrâliem
paòçmieniem.

— Dramaturìijas daudzveidîba Karlsona instrumentâlajos koncertos tiek
panâkta galvenokârt ar stabilu elementu (klavieres, kadence, solists,
oríestris u. c.) mobilu realizâciju.

— Karlsona instrumentâlie koncerti piedâvâ plaðu un daudzpusîgu pano-
râmu un tehniskos paòçmienus þanra invarianta mobilajâ traktçjumâ,
un ðai ziòâ visbûtiskâkâ loma ir individuâlo intonâciju dramaturìijai.

Diversity of Dramaturgy in Instrumental Concertos of Juris Karlsons

Andris Vecumnieks

Summary

Theatricality is amongst the most significant characteristics of the instru-
mental concerto genre. It is clearly present in the music of Juris Karlsons,
who usually chooses piano as the solo instrument. The concertos he has
composed on regular basis throughout the years share the characteristic trend
of mobility – the search for diversity of genres and forms. Next to the
characteristic elements of the instrumental concerto, references to the genres
of symphony and poem are also present. The First Concerto (for piano and
chamber orchestra, 1974) represents an academic example of form and genre.
The Second Concerto (for piano and symphony orchestra, 1983) is a step
towards the symphonization of the concerto genre. The third concerto
(Symphony Concerto for two pianos and orchestra, 2002) can be described
as an apotheosis of symphony genre in a double-concerto form. The fourth
concerto (Voices of the Starry Sky, fantasy for piano and symphony orchestra,
2009) embarks on the path towards the genre of concerto-poem.

Influence of programmatism, monolith-like seamlessness and, at the
same time, laconism of cycle are characteristic to the concertos of Juris
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Karlsons. The texture of the piano part plays a remarkable role in the trans-
formation of genre. Piano sonatas by Karlsons should also be perceived as
mono-concertos for one soloist, theatre for two hands, concertos without
orchestra.

During the research process, several conclusions have been drawn:
— the transformation of the universal and stable elements of genre invariant

creates unique and mobile variants – prerequisites for the diversity of
dramaturgy;

— the implementation of soloist’s/subjective (individual) and orchestra’s/
objective (collective) relationship is a significant factor of the diversity
of dramaturgy and is very effective in the concerto genre;

— the inherently theatrical nature of concerto genre enriches this diversity
of dramaturgy with extra-musical/theatrical techniques;

— the diversity of dramaturgy in the instrumental concertos of Karlsons is
mainly achieved through mobile realizations of stable elements (piano,
cadenza, soloist, orchestra, etc.);

— the instrumental concertos of Karlsons offer a broad and multifaceted
scope as well as a multitude of techniques for mobile treatment of the
genre invariant, due to the dramaturgy of individual intonations.
K e y  w o r d s : theatricality, the theatrical space of a piece, nature of

concerto, invariant of concert genre, its stable and mobile elements, subject
and object of concerto genre, diversity of dramaturgy, pair dramaturgy,
dramaturgy of individual intonations, universal and unique, personification
and individualization of soloist (role), laconism of concertos, intensification
of symphonism.
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Imanta Kalniòa mûzika spçlfilmai Pût, vçjiòi! :
jauna koncepcija latvieðu filmmûzikas vçsturç

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

Latvieðu mûzikas vçsturç Imants Kalniòð bijis pirmais komponists, kas
darbojies tik plaðâ þanru spektrâ – no rokmûzikas lîdz simfonijai. Un vien-
laikus arî – pirmais, kurð ðos izcelsmes ziòâ visnotaï atðíirîgos þanrus radikâli
tuvinâjis, ar savu Ceturto simfoniju (1973) radot gluþi vai apvçrsumu latvieðu
klausîtâju tradicionâlajos priekðstatos. Jâatzîst, ka viòa novatorisms ðai jomâ
jau ticis novçrtçts – var atzîmçt vairâkus I. Kalniòam veltîtus pçtîjumus
(Grauzdiòa 1971, Ðteinberga 1976, Aðme 2011), kur tieði vai netieði skarti
ðî komponista oríestra mûzikai raksturîgie un viòa laika latvieðu simfonismâ
tik neierastie stilistiskie avoti un attîstîbas principi.

Taèu mazâk pçtîts ir cits I. Kalniòa sacerçjums, kas arî ienesis daudz
jauna mûsu kultûras vçsturç. Tâ ir viòa partitûra spçlfilmai pçc Raiòa Pût,
vçjiòi! motîviem1; turklât zîmîgi, ka ðis darbs tapa vienâ gadâ ar Ceturto
simfoniju (1973). Mûzika, lîdzîgi kâ pati filma, guva plaðu atsaucîbu gan
publikas vidû, gan kinokritikâ, un savu popularitâti tâ saglabâjusi lîdz
mûsdienâm. Mana raksta mçríis ir divçjâds: pirmkârt, apzinât visus vçstu-
riskos avotus par filmas un mûzikas tapðanu, tâs rezonansi laikabiedru vidû;
otrkârt, sniegt plaðâku analîtisku pârskatu par Pût, vçjiòi! mûzikas galve-
najâm raksturiezîmçm, cenðoties rast atbildi uz jautâjumu: kas ir jaunais, ko
ðis darbs ienesa latvieðu kinomâkslâ?

***

Imants Kalniòð2 radîjis mûziku 28 spçlfilmâm3, 3 dokumentâlajâm4 un
7 animâcijas5 filmâm. Komponista pazîstamâko kinopartitûru vidû ir tâdas

1 Muzikoloìe Auriga Jermaka ðim darbam pievçrsusies, salîdzinot to ar citiem
Pût, vçjiòi tçmas risinâjumiem latvieðu mûzikâ (Jermaka 2010).

2 Sk. arî: Kino muzejs. Mûzikas autors, dziesmu mûzikas autors. Imants Kalniòð.
http://www.nfc.lv/lmdb/people/people.php?pep_id=330 (skatîts 2014. gada 16.janvârî)

3 Elpojiet dziïi  (1967), Pût, vçjiòi!  (1973), Uzticamais draugs Sanèo (1974), Pie-
jûras klimats (1974), Ezera sonâte (1976), Buras (1977), Tavs dçls (1978), Pavasara
ceïazîme (1978), Vanadziòð (1978), Nakts bez putniem (1979), Novçli man lidoju-
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spçlfilmas kâ Elpojiet dziïi  (1967, reþisors Rolands Kalniòð), Pût, vçjiòi!
(1973, reþisors Gunârs Piesis), Ezera sonâte (1976, reþisori Gunârs Cilinskis,
Varis Brasla), Sprîdîtis (1985, reþisors Gunârs Piesis), Emîla nedarbi (1985,
reþisors Varis Brasla), Aija  (1987, reþisors Varis Brasla), Maija un Paija
(1990, reþisors Gunârs Piesis).

Viens no pirmajiem, kas novçrtçja Kalniòa potenciâlu spçlfilmu mûzikâ,
bija Rîgas kinostudijas mûzikas redaktors Nikolajs Zolotonoss6. Scenâriste
un Rîgas kinostudijas filmu redaktore Austra Zîle stâsta, ka Zolotonosam
“esot piemitusi prasme saost muzikanta dotîbas. Viòð cienîja Imantu Kalniòu
jau tad, kad ðis vârds ïauþu vairumam vçl neko neizteica” (Zîle 2007: 254).
No Zîles rakstîtâ izriet, ka acîmredzot Zolotonoss pratis disciplinçt jauno
komponistu, lai neatkârtotos stiíis  ar Vella kalpiem7, kad reþisora Aleksandra
Leimaòa asistente no Liepâjas atveda filmas partitûras fragmentu, kas izrâ-
dîjâs kâdas “pasen komponçtas simfonijas fragments” (Zîle 2007: 254). Zîle
atzîst, ka “vairâki reþisori vçlçjâs, lai viòu filmâm mûziku raksta Imants
Kalniòð, – Varis Brasla, Gunârs Piesis, bieþi Rolands Kalniòð, Gunârs Ci-
linskis, arî vecmeistars Arnolds Burovs, kura lelles nemçdza runât, bet izjûtas
izteica Imanta Kalniòa mûzikâ”  (Zîle 2007: 254).

Mûzika Raiòa lugas Pût, vçjiòi!  ekranizçjumam bija Kalniòa otrâ kino-
partitûra. Pati filmas raðanâs atspoguïo 20. gadsimta 70. gadu latvieðu kinema-
togrâfam raksturîgo tendenci arvien bieþâk pievçrsties klasikas ekranizçju-

mam nelabvçlîgu laiku  (1980), Laikmetu grieþos (1981), Aizmirstâs lietas (1982),
Tereona galva (1982), Akmeòainais ceïð (1983), Mans draugs Sokratiòð (1984),
Parâds mîlestîbâ (1984), Sprîdîtis (1985), Emîla nedarbi (1985), Bailes (1986), Saules-
svece (1986), Aija  (1987), Ja mçs visu to pârcietîsim (1987), Par mîlestîbu paðreiz
nerunâsim (1988), Viktorija  (1988), Maija un Paija (1990), Mçrnieku laiki  (1991),
Ûdensbumba resnajam runcim (2004).

4 Zemes balsis (1969), Paaudze (1973), Bçgums (2009).
5 Pigmalions (1967), Pasaka par vçrdiòu (1969), Eþa kaþociòð (1972), 13 (1974),

Bimini (1981), Laimes lâcis (1985), Vecâ sçtnieka piedzîvojumi (1985).
6 Nikolajs Zolotonoss (1914–1987) no 1954. lîdz 1987. gadam strâdâja par mû-

zikas redaktoru Rîgas kinostudijâ.
7 Mûziku Aleksandra Leimaòa 1970. gada filmai sacerçjis Raimonds Pauls. Taèu

mazâk zinâms ir fakts, ka sâkotnçji partitûras komponçðana tika uzticçta Imantam
Kalniòam. Kad pienâca darba iesniegðanas termiòð, komponists nebija sazvanâms,
tâdçï reþisors sûtîja uz Liepâju savu asistenti uzmeklçt pazuduðo mâkslinieku. Pabeigta
darba vietâ tika iesniegts materiâls, kas neatbilda reþisora gaidîtajam. Tâ kâ filmas
pabeigðanas termiòð tuvojâs beigâm, tad tâs veidotâji uzrunâja Raimondu Paulu,
kurð filmas mûziku sacerçja daþu dienu laikâ (Zîle 2007: 254).
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miem. Analizçjot Gunâra Pieða (1931–l996) spçlfilmas Nâves çnâ (1971),
Pût, vçjiòi!  (1973) un Rolanda Kalniòa Cepli (1972)8, kinovçsturniece Silvija
Lîce secina, ka “pagâtnes materiâls deva iespçju tçlainai un ðíietami distan-
cçtai sarunai ar skatîtâju par ðodienu, par parâdîbâm, kas satrauc filmas
autoru sava laika sabiedrîbâ” (Lîce 1989: 190–191). Ðî pati autore norâda,
ka jau spçlfilmâ Nâves çnâ iezîmçjâs reþisora Gunâra Pieða savdabîgais stils,
ko raksturo saasinâta interese par cilvçka iekðçjo pasauli, tieksme uz vairâku
psiholoìisko tçmu polifonu risinâjumu, uz lielu pârdzîvojumu amplitûdu,
tçlu kâpinot lîdz atkailinâtam paðatklâsmes brîdim, kâ arî savas tautas kul-
tûras teicama pazîðana (Lîce 1989: 195). Zîmîgs ir fakts, ka pirmais Gunâra
Pieða mçìinâjums uz ekrâna risinât Lîces minçtâs tçmas spçlfilmâ Kârkli
pelçkie zied (1961, Gunâra Priedes scenârijs) cieta neveiksmi, pçc kuras
reþisors desmit gadus darbojâs dokumentâlajâ kino, jo viòam vairs neuzticçja
spçlfilmu veidoðanu. Tikai Nâves çnâ gûtie panâkumi sniedza viòam iespçju
uzòemt Pût, vçjiòi!  (1973). Savas karjeras laikâ Piesis reþisçjis arî pçc Annas
Brigaderes darbu motîviem tapuðâs filmas Sprîdîtis (1985), Maija un Paija
(1990), kâ arî pçc Andreja Upîða românu Kunga pâtaga un Pirmâ nakts
motîviem uzòemto Laikmetu grieþos (1981).

1970. gadâ reþisors Gunârs Piesis kopâ ar rakstnieku Imantu Ziedoni
uzsâka darbu pie scenârija spçlfilmai Pût, vçjiòi! . Tas bija pirmais Raiòa
lugas ekranizçjums un lîdz ar to nebût ne viegls darbs, jo bija skaidrs, ka
filmas versijai jâatðíiras no lîdzðinçjiem teâtra iestudçjumiem: tekstu nâcâs
îsinât. Turklât ðî bija pirmâ latvieðu spçlfilma, kurâ aktieri runâ dzejâ; Pçteris
Pçtersons to apzîmçja kâ filmu,  “kas pieskârusies mûsu dramaturìijas tradî-
ciju bûtiskajai daïai – dzejas drâmai” (Pçtersons 1974: 18). Taèu tieði pats
dzejas drâmas þanrs raisîja aktîvas diskusijas par filmas veidotâju tiesîbâm
brîvi interpretçt Raiòa tekstu. Ðîs tiesîbas aizstâvçja, piemçram, Mâris Pau-
zers, kurð þurnâlâ Karogs rakstîja: “Ðíiet, paradoksâli, bet kinematogrâfistiski
izteiksmîgas runas jomâ “Pût, vçjiòi!” veidotâji tomçr sasnieguði daudz vairâk
nekâ to Rîgas filmu autori, kuru varoòi dzîvo mûsdienâs un skandç pat gluþi
prozaiskus tekstus” (Pauzers 1974: 163). Lîdzîgu uzskatu paudis arî Pçteris
Pçtersons þurnâlâ Liesma: “[..] filmas autori [..] ir gâjuði dzejâ, nevis no tâs
prom. Tas viòus apvieno, kaut arî brîþiem dzird tos strîdamies” (Pçtersons
1974: 18). Jo îpaði tiek uzteikta Elzas Radziòas spçja organiski iejusties tçlâ,
runâjot dzejâ: “Radziòa runâ Raini, runâ dzeju, elpo tautas dzejas ritmâ.

8 Presç ðîs filmas lielâkoties raksturotas kâ veiksmîgi latvieðu literatûras klasikas
ekranizçjumi, kaut arî daudz tiek diskutçts par reþisoru pieïautajâm atkâpçm no
oriìinâla.



166

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VI

Nevairâs no ðîs ritmikas un nezaudç nekâ no psiholoìiskâs patiesîbas. Paceï
to jaunâ pakâpç. [..] Viòai ðî dzeja ir mûzika. Tikpat laba kâ Imanta Kalniòa
ðai filmai rakstîtâ, arî sîkos akcentos neskaldîtâ, dramatiski dziïi piesâtinâtâ,
lielus iekðçjâ sprieguma posmus veidotâja mûzika” (Pçtersons 1974: 19).

Tomçr atrodams arî pretçjs viedoklis par filmas veidotâju izvçlçto ceïu.
“Tas mûsu kinematogrâfijâ ir vçl nepieredzçts gadîjums, ka diametrâli pretçjâs
domâs par filmu ir ne vien skatîtâji, bet arî paði filmas veidotâji”, uzsver kino-
kritiíis Juris Pabçrzs, un arî viòa paða skatîjums izrâdâs visai kritisks. Tiek
minçti vairâki trûkumi, bet “pats svarîgâkais, kas filmâ pietrûkst: tas ir latvieðu
tautas dziesmas dzidruma un tîrîbas. Un pats galvenais, kâ filmâ ir par daudz:
tas ir pârliecîgs darboðanâs un âriðíîgu efektu sabiezinâjums” (Pabçrzs 1974).
Tiesa, recenzents atzîst: tas, ka par ðo filmu presç raksta un strîdas vairâk
nekâ par jebkuru citu Rîgas kinostudijas raþoto lenti, liecina – tai ir ne vien
trûkumi, bet arî veiksmes, nopietni mâkslinieciski ieguvumi (Pabçrzs 1974).

Kritikas atsauksmju polaritâti, iespçjams, ietekmçja arî tas, ka scenârija
lîdzautora Imanta Ziedoòa vîzija atðíîrâs no reþisora Gunâra Pieða redzçjuma:
reþisors veidoja savu versiju par Raiòa darbu, savukârt Imants Ziedonis
vçlçjâs precîzu oriìinâla atainojumu. Uz sev uzdoto, itin kâ retorisko jautâ-
jumu (“Vai tieðâm filmâ nesaskatu nekâ laba?”) Ziedonis godîgi atbild, ka
pirmâm kârtâm novçrtç aktieru sniegumu, kuri “strâdâjuði nopietni, ar godîgu
atdevi un cieòu pret Raiòa varoòiem. Un tâpçc ir ievçrojamas aktieriskas
veiksmes.” Kâ otru pozitîvo iezîmi viòð min “ðodienîgi un senatnîgi sintezçto”
Imanta Kalniòa mûziku, piebilstot, ka tâ arî “iznes filmas galveno emocionâlo
slodzi.” Bet treðkârt, viòaprât, “filma ir nozîmîga kâ kârtçjais kinematogrâ-
fiskâs domâðanas mçìinâjums klasikas ekranizâcijâ” (Ziedonis 1974). Savu-
kârt lielâkais pârmetums reþisoram: “[..] mûzikâ emocionâlâs un skatu rindâ
operatoriski emocionâlâs beigu ainas netiek reþisoriski novestas lîdz domas
pilnskanîbai, lîdz Gatiòa un Baibas ideju uzvarai. Raiòa koncepcijâ uzvarçts
ir Uldis, ne Baiba un ne Gatiòð.” Raksta noslçgumâ Imants Ziedonis piebilst:
“[..] noskatîjies filmu, kâ scenârija lîdzautors nevaru neizteikt savas domas
par reþisora koncepciju, kura man liekas Raiòa “Pût, vçjiòi!” filozofijai un
scenârijâ iezîmçtajai filmas satura virzîbai visai tâla” (Ziedonis 1974). No
savas puses piebildîðu: iespçjams, Ziedoni nav apmierinâjusi filmas veidotâju
vçlme râdît Baibu un Gatiòu ne tik daudz kâ dvçseliski radniecîgus, bet
drîzâk kâ bûtiski atðíirîgus raksturus; vçlâk piedâvâtâ analîze apliecinâs, ka
tas spilgti atspoguïojas arî abu tçlu muzikâlajâ risinâjumâ.

Kaut arî Gunâra Pieða veidoto Raiòa lugas ekranizâciju pavadîja asas
diskusijas, 1974. gadâ tâ saòçma èetras prçmijas VII Vissavienîbas kinofes-
tivâlâ Baku (par labâko klasikas ekranizçjumu; par mûziku; otrâs pakâpes
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prçmija par Mâtes lomas tçlojumu aktrisei Elzai Radziòai; prçmija Esmeraldai
Ermalei par debiju kinomâkslâ). 1975. gadâ Pût, vçjiòi!  tika demonstrçts
Starptautiskajâ Sansebastjanas kinofestivâlâ (Festival de San Sebastián)9.

Presç cildinâti arî filmas panâkumi 1975. gada Maskavas starptautiskajâ
kinofestivâlâ. Literatûrâ un Mâkslâ  lasâms: “[..] pazîstamais franèu kritiíis
un teorçtiíis, þurnâla Cinéma10 redaktors Marsels Martçns (Marcel Martin ,
1926) ïoti atzinîgi izteicâs par vizuâlajâm kvalitâtçm un tâs poçtisko nacionâlo
kolorîtu, kam nepiemîtot sîkumainas un naturâlas folklorizçðanas tieksmes,
bet gan meklçts (lai arî ne vienmçr atrasts) arhaisks lielums. [..] ïoti patikusi
mûzika, dziedâjumi” (Freimane 1975).

Paðâ filmmûzikas radîðanas procesâ daïçju ieskatu sniedz kinovçsturniece
Silvija Lîce. Viòa atzîmç, ka komponists Imants Kalniòð piedalîjies filmas
veidoðanâ no scenârija rakstîðanas brîþa lîdz pilnîgi gatavam darbam; taèu
mûzika bija tapusi jau pirms filmçðanas sâkuma. To klausîjuðies gan aktieri,
gan reþisors, gatavojoties kârtçjâs ainas uzòemðanai – “noskaòojoties i tai, i
katrs savam tçlam, i filmas koptçlam” (Lîce 1979: 84). Autore salîdzina spçl-
filmas Pût, vçjiòi!  audiovizuâlo risinâjumu ar reþisora Sergeja Eizenðteina
un komponista Sergeja Prokofjeva kopdarbu pie filmas Aleksandrs Òevskis
(1938). Apcerot savas filmas Aleksandrs Òevskis veidoðanas procesâ veikto
neskaitâmo meklçjumu rezultâtus, Eizenðteins atzîmçjis: “Daudzos gadîjumos
gatavâ mûzika rosinâja tâdus plastiski tçlainos risinâjumus, kâdus ne viòð
(komponists), ne es agrâk nebijâm iecerçjuði.” Lîces ieskatâ, ðo secinâjumu
var attiecinât arî uz Gunâra Pieða un Imanta Kalniòa radoðo tandçmu Pût,
vçjiòi!  ekranizâcijâ (Lîce 1979: 84). Abu mâkslinieku sadarbîba turpinâjâs
arî spçlfilmâs Tavs dçls (1978), Laikmetu grieþos (1981), Sprîdîtis (1985),
Maija un Paija (1990).

Lîdzîgi kâ filma kopumâ, arî Imanta Kalniòa partitûra guva daþâdas
atsauksmes. Piemçram, jau citçtais Juris Pabçrzs bija visai kritisks: “[..] nav
noliedzams, ka tai [mûzikai – Z. S.] ir visai liela, tâ teikt, paðvçrtîba. Gluþi
organiski tâ sakïaujas ar filmas dramatiskajâm kolîzijâm, darbîbas kâpinâju-
miem un sabiezinâjumiem. Bet rainiskâs tautas dziesmas dzidruma, Baibas
dvçseles skaistuma tai pietrûkst. Atkal vaina ir tâ, ka arî mûzika rakstîta it
kâ pçc Raiòa lugas motîviem, bet ne paðas lugas” (Pabçrzs 1974). Turpretî
Andra Krauzes recenzijâ slavçta “savdabîgâ, arhaiski un reizç mûsdienîgi
skanoðâ mûzika, kura lielâ mçrâ palîdz radît filmas lirisko noskaòu”  (Krauze

9 Sansebastjanas festivâls dibinâts 1953. gada 21. septembrî un norit ik gadu
Spânijâ, Basku zemç.

10 Kinoþurnâls Cinéma iznâca Francijâ no 1954. lîdz 1999. gadam.
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1974). Savukârt grâmatâ Padomju Latvijas kinomâksla Imanta Kalniòa
mûzika filmai Pût, vçjiòi! raksturota ðâdi: “Tâ [..] atklâja tçlu dziïâko bûtîbu –
dvçseli; apdziedâðanâs un darba dziesmas liecinâja par komponista iejuðanos
latvieðu folkloras melodikâ un ritmikâ, pildîja arî etnogrâfiski ilustratîvas
funkcijas. Muzikâlâ dramaturìija ðoreiz bija lîdztiesîgs komponents vizu-
âlajam risinâjumam un dialogam – to mijiedarbîbâ veidojâs vienreizîga jauna
struktûra”  (Lîce 1989: 197).

Citâta autore Silvija Lîce ïoti precîzi fiksçjusi iezîmes, kas atðíir ðo darbu
no citiem tâlaika latvieðu kinomûzikas paraugiem: gan plaði izmantotos
etnogrâf iskos motîvus, gan mûzikas l îdzt iesîbu vizuâlajam risinâjumam.
Taèu blakus ðîm iezîmçm Pût, vçjiòi! partitûra ietver vçl vairâkas novitâtes
izpausmes. Tâm plaðâk pievçrsîðos turpinâjumâ – raksta analîtiskajâ sadaïâ.

***

Iekams formulçju Pût, vçjiòi! muzikâlâ lasîjuma savdabîbu, vispirms
piedâvâju îsu secîgu ieskatu ðajâ partitûrâ saiknç ar filmas siþetu11. Nepa-
kavçðos pie katras epizodes, bet koncentrçðu uzmanîbu uz dramaturìiskajiem
mezgla punktiem.

Filma sâkas ar episku ievadu, kamerai slîdot pâr Daugavas loku plaðu-
miem (Titri ). Iespçjams, tâ ir tikai sakritîba, taèu izraudzîtâ tonalitâte (Fa
maþors) rosina asociâcijas ar dabas semantiku senâku laikmetu mûzikâ,
piemçram, Ludviga van Bçthovena Pastorâlajâ simfonijâ vai Hektora Berlioza
Fantastiskâs simfonijas treðajâ daïâ (Aina laukos). Mûzika, sasaucoties ar
ainavas krâðòumu, rada bezgalîga plaðuma ilûziju, kurâ laiks ðíiet apstâjies
un daba stâv pâri visam. Vçlâk filmas gaitâ ðî doma tiek attîstîta, jo galvenie
varoòi smeïas spçku dabâ, uz tâs fona risinot savus iekðçjos monologus.
Ievadâ apvienojas divas tçmas:

11 Izmantota partitûra, kas glabâjas Latvijas Nacionâlâs bibliotçkas Reto grâmatu
un rokrakstu nodaïâ, fonda nr. RXA161,83 (138 lpp.+16 lpp. varianti). Tâ ietver ðâdus
numurus: 1. Titri. 2. Vçja, ûdens un lietus mûzika. 3. Zanes dziesma maltuvç. 4. Ga-
tiòa stabule pie maltuves. 5. Andas dziesma. 6. Precinieku ieraðanâs. 7. Goda pagalms,
I apdziedâðanâs. 8. Didþa dziesma. 9.a. I rituâls un meklçðana. 9.b. II rituâls un Za-
nes iznâkðana. 10. Apdziedâðanâs un lîgavu izrâdîðana. 11a. Baibas un Gatiòa bçg-
ðana. 11b. Gatiòa svçtnîca. 12. Gatiòa stabule. 13. Dabas himna. 14. I Baibas tçma.
15. II Baibas tçma A. 16. Zanes burðanâs. [17. numura partitûrâ nav]. 18. II Baibas
tçma B. 19. Uldis gatavojas aizbraukðanai un Zanes meklçðana. 20. Krauja. 21. Baibas
monologs. [22. numura partitûrâ nav; ir nosaukums Baiba un Uldis un norâde, ka
tam atbilst mûzikas materiâls II Baibas tçma A]. 23. Baibas balss motîvs. 24. Finâls.
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— pati Pût, vçjiòi! tçma, kas uztverama kâ Mûþîbas, pârlaicîbas simbols;
lai cik traìisks bûtu lugas atrisinâjums, tâ gan sâkumâ, gan vçlâk filmas
beigâs skan gaiði un vareni – kâ Laika plûduma atveids;

— otra tçma, kas attîstîbas gaitâ (no 16. t.) uzslâòojas Pût, vçjiòi! – liris-
kâka, saviïòotâka, ne tik plaðu melodiju, kaut arî maþorîga, tomçr ar
nopûtu intonâciju. Òemot vçrâ tâs funkciju filmâ (tçma skan Baibas
tçla attîstîbas kulminâcijâ, no 848. t.; ðeit viòa pirmoreiz apzinâs savu
mîlestîbu pret Uldi), piedâvâju apzîmçt to kâ Mîlas tçmu.
Turpinâjumâ apcerîgo ainavu nomaina negaisa plosîtas dabas skats –

Vçja, ûdens un lietus mûzika. Tas kïûst par visa darba refrçnu, kas jau
sâkumâ savij galveno varoòu – Ulda, Zanes, Baibas un Gatiòa – likteòus,
pakâpeniski filmas gaitâ tos atðíetinot, slâni pa slânim. Seðpadsmitdaïu figu-
râcija ar tremolo stîgu instrumentu grupâ vçlâk parâdâs tieði dramatiskâkajâs
ainâs: Baibas un Gatiòa bçgðana, Zanes burðanâs, Uldis gatavojas aizbrauk-
ðanai un Zanes meklçðana.

Baibas un Gatiòa bçgðanas kontekstâ ðî tçma skan destruktîvi, atsaucot
atmiòâ viòu vajâtâju Uldi – seðpadsmitdaïu figurâcijai flautu grupâ pretsta-
tîtas elektroìitâras un metâlpûðaminstrumentu fanfaras ar bungu ostinato
pavadîjumâ; tembrâlâ nokrâsa rada priekðstatu par ïaunu, agresîvu spçku,
kas liek bçgt neatskatoties. Savukârt Zanes burðanâs ainâ elektroìitâras
seðpadsmitdaïu figurâcija izskan kâ uzstâjîgs dzinulis, kas neïauj Zanei apstâ-
ties, iekams viòa nav atguvusi Uldi. Lîdz ar to Vçja, ûdens un lietus mûzika
kïûst par filmas dramatisko kodolu, vçl pirms esam iepazinuði tâs saturu un
siþeta attîstîbas gaitu. Tçmâm arvien cieðâk savijoties un uzslâòojoties uz
sitaminstrumentu ostinato fona, mûzika gûst dramatiski piesâtinâtu un nepie-
lûdzamu raksturu. Tematiskâ nepastâvîba un nenoturîba rada perpetuum
mobile efektu, kas arî ir Ulda un Zanes iekðçjais dzinulis. Vçja liektie koki
kadrâ simboliski ataino galveno varoòu likteòus, kas filmas gaitâ tiks plosîti
un salauzti, vçtrâ nolauztâ egle ir kâ Baibas likteòa ïaunais priekðvçstnesis.
Svarîgi atzîmçt, ka Vçja, ûdens un lietus mûzika krasi atðíiras no daudzviet
filmâ valdoðâs, tautiski diatoniskâs intonatîvâs sfçras; tâ iezîmîga ar ekspre-
sîvu, hromatismiem bagâtu mûzikas valodu un caurvijattîstîbas principu
formveidç. Tiesa, pârceïoties uz citâm filmas epizodçm, nosacîtâ refrçna
intonâcijas brîþam zaudç savu hromatisko raksturu un iekïaujas valdoðajâ
diatonikâ – klausîtâjam zemapziòâ paliek vien nojausma par ðî materiâla
saasinâto hromatiku.

Sâkotnçji var ðíist, ka daudzas vçlâk filmas gaitâ skanoðâs tçmas tiek
atvasinâtas no Titru , kâ arî Vçja, ûdens un lietus mûzikas, taèu patiesîbâ
katram varonim ir arî savs atðíirîgs tematiskais materiâls. Tâ vietâ, lai mûs
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pakâpeniski iepazîstinâtu ar galveno varoòu muzikâlo portretçjumu, kompo-
nists, lîdzîgi kâ reþisors, rada priekðnojautu par stâsta beigâm jau tâ sâkumâ.

Ïoti zîmîga ir Zanes dziesma maltuvç. Dziedot un paðai to vçl neapjau-
ðot, Zane priekðvçsta filmas izskaòu12. Sâkumâ gaiðâ, diatoniskâ melodija
ar rotaïîgajâm flautu replikâm ir pavisam vienkârða, bet vârdi atmiòâ palie-
koði – jo îpaði brîdî, kad Astrîdas Kairiðas tçlotâs Zanes vaigs aptumðojas,
iepriekð jautro dziesmu noslçdzot drûmâs pârdomâs. Vçlâk ðis pats materiâls
izmantots Zanes burðanâs ainâ, bet ne kâ vienots veselums. Vairs nav ne
miòas no melodijas rotaïîguma: no sâkotnçjâs tçmas palikuðas tikai atseviðías
intonâcijas, kas tiek skaòkârtiski un tembrâli variçtas, fonâ skanot uzstâjîgam
basìitâras perpetuum mobile.

Var atgâdinât, ka spçlfilmu mûzikâ saliedçta vçstîjuma radîðanai dzies-
mas bieþi tiek izmantotas kâ vienojoðs elements. Melodija vai vârdi asociçjas
ar kâdu konkrçtu laiku, situâciju vai emocionâlo stâvokli, viegli pârnesot
skatîtâju citâ filmas darbîbas laikâ vai telpâ. Vai nu skatîtâjs neapzinâti
atsauc atmiòâ dziesmas tekstu ikreiz, kad ieskanas tâs melodija vai melodiskâ
intonâcija, vai arî viòð patur prâtâ melodiju, vçl nenojauðot tâs vârdisko
saturu. Abi veidi ir vienlîdz iedarbîgi. Pût, vçjiòi! gadîjumâ Zanes burðanâs
ainas dramatismu pastiprina Zanes dziesmas maltuvç savveida deformçðana,
kas izskan kâ likumsakarîgs apstiprinâjums viòas paðas pareìojumam13.

Interesanti, ka abu pozitîvo varoòu portretçjumu tçlainâ amplitûda un
arî mûzikas valodas spektrs krasi atðíiras. Visas Gatiòa tçmas ir raksturâ
tuvas – diatoniskas, gaiðas, to attîstîba saistîta ar variâciju principu. Savu

12 “Skalojosi, velçjosi Daugaviòas maliòâi, rairidu, rairidu, Daugaviòas maliòâ.
Attek zaïa lîdaciòa, norauj manu vainadziòu, rairidu, rairidu, norauj manu

vainadziò’.
Vainadziòu sniedzotiesi, iekrît manis gredzentiòis, rairidu, rairidu, iekrît manis

gredzentiòis.
Gredzentiòu sniedzotiesi, redzu tautas atjâjoti, rairidu, rairidu, redzu tautas

atjâjot.
Vai bûs slîgti ûdenî, vai tautâmi lîdzi jâti, rairidu, rairidu, vai tautâmi lîdzi jât.”

13 Kâ pretçju piemçru varçtu minçt vienu no Marìera Zariòa komponçtajâm
tçmâm spçlfilmai Ceplis, ko autors filmas gaitâ meistarîgi ietçrpj daþâdâs stilistiskâs
variâcijâs, tikai filmas beigâs atklâjot to visâ krâðòumâ un skaudrumâ kâ Restorâna
dziesmu ar Pâvila Rozîða vârdiem (Es sirdi izrauju un aizmetu to suòiem). Filmas
gaitâ tçma ir skançjusi neuzkrîtoði, taèu gana daudz, lai iespiestos skatîtâju atmiòâ,
bet tikai caur vârdiem atklâjas tâs patiesâ bûtîba. Lîdz ar to dziesmas spçlfilmâs sa-
liedçta vçstîjuma radîðanai var izmantot daudzveidîgi: viss atkarîgs no komponista
radoðâs pieejas.
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kulminâciju tçla evolûcija gûst Gatiòa svçtnîcai 14 sekojoðâs un ar ðo numuru
tematiski vienotâs Dabas himnas ainâ, kuras gaitâ pirmo un otro vijoïu dzie-
dâjumâ uz pârçjo oríestra balsu fona tiek sasniegta ïoti spçcîga, gaiði himniska
apoteoze. Tâ parâda visu Gatiòa jûtu kaismi un sirds siltumu, kas tomçr tra-
ìiski izrâdâs veltîgs. Tiesa, nezinot Raiòa lugas siþetu, skatîtâjam ðeit varçtu
rasties arî laimîgo beigu ilûzija. Taèu jau drîz pçc tam Baibas tçmas (I Baibas
tçma no 833. t. – diatoniska, ar rokam raksturîgu sinkopi, II Baibas tçma A
no 881. t. – hromatiska15) liek iejusties citâ satura dimensijâ. Mûzikâ atspogu-
ïojas ðaubas, smeldze, priekðnojautas, vçlme tikt skaidrîbâ par savâm jûtâm;
abâm tçmâm, lai cik atðíirîgâm, raksturîgs paòçmiens, kas akcentç roman-
tisko ekspresiju – tâ ir sekvenèveida attîstîba. I Baibas tçma savijas ar ievada
(Titru ) otro  tçmu, un tieði ðajâ ainâ tâ iegûst nozîmi, kuras dçï apzîmçju to
kâ Mîlas tçmu. Bûtiska ir skaòkârtiskâ dramaturìija: parâdoties Mîlas tçmai,
fa minoru nomaina Labemol maþors, un vizuâlâ risinâjuma kontekstâ varam
iztçloties, ka jautâjums (mîlestîba?...) pçc ilgiem meklçjumiem un neziòas
rod apstiprinoðu atbildi . Tieði Baibas tçmas iezîmç krasu pavçrsienu filmas
dramaturìijâ, jo parâdâs kâ spçjð pretstats Gatiòa svçtnîcai un Dabas himnai:
kïûst skaidrs, ka viòa iztçlotâ harmoniskâ idille nav tas, uz ko tiecas Baiba.
Gan I Baibas tçmas, gan Mîlas tçmas materiâls atgrieþas arî Baibas pirms-
nâves ainâ (Baibas monologs), taèu pçdçjoreiz abas Baibas tçmas parâdâs
finâlâ, kur savijas ar Pût, vçjiòi! (Mûþîbas tçmu), kâ arî Mîlas tçmu (jeb
otru Titru tçmu). Tagad jau tâs vieno tonalitâte – Sibemol maþors.

***

Viens no galvenajiem filmmûzikas Pût, vçjiòi! formveides principiem ir
variçðana – sâkot jau ar ievada (Titru ) dubultvariâcijâm un beidzot ar plaði
izmantoto strofu formu ( Zanes dziesma maltuvç un vçlâk Zanes burðanâs,
Andas dziesma, Precinieku ieraðanâs kâ netieðs Ulda portretçjums) vai va-
riâcijâm (Gatiòa svçtnîca, Baibas tçma, Baibas monologs u. c.). Interesanti
ðai ziòâ salîdzinât Imanta Kalniòa Pût, vçjiòi! ar citu tâlaika filmmûzikas
paraugu – Marìera Zariòa Ceplî (1972): variâciju principa daþâdâ izmanto-
jumâ spilgti parâdâs abu komponistu atðíirîgâ daiïrades ievirze. Ceplî dominç
þanriskâs un stilistiskâs variâcijas (var atgâdinât, ka polistilistika vispâr tuva

14 Izmantotas galvenokârt pastorâli idilliski tçliem raksturîgâs krâsas (harmonijâ–
maþora diatonika ar bagâtîgu mediantu lietojumu, instrumentâcijâ – arfas un koka
pûðaminstrumentu tembri; vienlaikus skan arî kontrabass un elektroìitâra).

15 II Baibas tçma B atvasinâta no abu iepriekðminçto tçmu intonâcijâm.
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Zariòa mûzikas bûtîbai – atcerçsimies Partitu baroka stilâ). Turpretî Kalniòð
konsekventi izmanto melodijas ostinato, ko bieþi vçl paspilgtina ar kâdu
ritma ostinato formulu, un veido variâcijas kâ mçrítiecîgu kâpinâjumu,
slâòojot klât arvien jaunus un jaunus faktûras un ritma slâòus. Ðai ziòâ,
iespçjams, izpauþas sasaukðanâs ar tiem attîstîbas principiem, kas redzami
viòa simfoniskajâ mûzikâ, piemçram, tajâ paðâ gadâ radîtajâ Ceturtajâ sim-
fonijâ, kas tik ïoti sajûsminâja 70. gadu sâkuma koncertpubliku, îpaði jau-
nieðus. Jâteic, ka ostinato kâ maìiski suìestîvs attîstîbas princips – folkloras,
it îpaði tâs arhaiskâko slâòu neiztrûkstoða iezîme – tolaik ienâca latvieðu
mûzikâ visnotaï spilgti kâ t. s. jaunâ folkloras viïòa izpausme; to redzam,
piemçram, Paula Dambja kordziesmâs, kas 60. gadu beigâs/70. gados tapa
sadarbîbâ ar kamerkori Ave Sol un bieþi ietvçra gan melodijas ostinato
(vienlaikus variçjot faktûru), gan arî kâdu perkusîvu pavadîjumu – ritma
ostinato (piem., Danèu dziesmas). Imants Kalniòð ostinato saista ne vien ar
folkloru, bet arî ar citu þanru, kuram ðis attîstîbas princips ne mazâk rakstu-
rîgs – proti, roku, un tieði uz ðî pamata pirmoreiz latvieðu filmmûzikâ rada
folkloras/roka organisku sintçzi. Roka klâtbûtni nepârprotami apliecina arî
instrumentârijs (elektroìitâra, basìitâra).

Otra Pût, vçjiòi! îpatnîba – neraugoties uz pârsvarâ valdoðo mûzikas
vienkârðîbu (lielâkoties diatonika, ostinato, strofu forma utt.), kopçjâ film-
mûzikas kompozîcija tomçr ir visai komplicçta. Izmantota îsti sazarota vad-
tçmu un vadintonâciju sistçma, ko arî centos iezîmçt iepriekðçjâs analîzes
gaitâ. Tâ ïauj saskatît divus formveides principus, kas atspoguïo citu, ne
vairs no folkloras vai roka, bet no akadçmiskajiem þanriem aizgûtu muzikâlo
domâðanu. Pirmkârt, tas ir sintezçjoðas reprîzes princips. Lai gan reprizitâte
tâs vienkârðâkajâs izpausmçs bieþi sastopama arî citu komponistu filmmûzikâ
(filmas pirmo un pçdçjo kadru muzikâla sasaukðanâs), tomçr sintezçjoða
reprîze, kurâ sâkummateriâls organiski savijas ar filmas vidusepizodçs izklâs-
tîto, apliecina jaunu vispârinâjuma lîmeni, savveida dialektiskas attîstîbas
ideju: t ç z e kâ objektîvais laika plûdums, resp., Pût, vçjiòi! tçma ievadâ jeb
Titros; a n t i t ç z e kâ subjektîvâs izjûtas – resp., Baibas tçmas filmas vidus-
epizodçs; ðo mûzikas materiâlu s i n t ç z e kâ vispârinâjums finâlâ.

Akadçmiskâs mûzikas ietekmi atspoguïo arî partitûrâ vçrojamais sonâ-
tiskums, tiesa, ïoti brîvâ traktçjumâ. Respektîvi, kâ nosacîtu galveno partiju
ar divâm tçmâm (Pût, vçjiòi! un Mîlas tçma) var uztvert ievadu (Titrus). Lai
gan filmas beigâs ðîs tçmas maina tonalitâti (ievads – Fa maþors, finâls –
Sibemol maþors), tâs saglabâ episki monumentâlo raksturu. Savukârt nosacîtâ
blakus partija ir abas Baibas tçmas: I Baibas tçma sâkotnçji skan fa minorâ/
Labemol maþorâ, II Baibas tçma A vispâr apveltîta ar izteiktu tonâlo nenotu-
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rîbu, sekvenèveidâ klejojoðu raksturu (ðî klejojuma sâkums – fa minors, no-
slçgums – Sibemol maþors). Un tikai finâlâ ðîs abas tçmas (nosacîti – blakus
partija) vienojas ar Pût, vçjiòi! un Mîlas tçmu (nosacîti – galvenâ partija)
saskanîgâ Sibemol maþorâ, bet, galvenais – maina savu raksturu, zaudçjot
trauksmi un it kâ pakïaujoties Pût, vçjiòi! râmi mierîgajam plûdumam.

Varam secinât, ka Imanta Kalniòa filmmûzikâ ir spilgti izteikta trîs kul-
tûrslâòu sintçze, kas izpauþas tiem raksturîgo attîstîbas paòçmienu mijiedarbç–
a k a d ç m i s k â s  m û z i k a s formveides principi parâdâs vienlaikus ar r o k a
un f o l k l o r a s  arhaisko slâòu elementiem. Tâdçjâdi Pût, vçjiòi! spçj iedar-
boties uz skatîtâju un klausîtâju daþâdos uztveres lîmeòos: mûzika ietver gan
pirmatnçji tieðas emociju izpausmes, gan filozofiski pamatojamu dialektiku.
Ðâda pieeja atspoguïo I. Kalniòa partitûras unikalitâti viòa laika latvieðu
filmmûzikas kontekstâ.

Imants Kalniòð’ Score for the Movie Blow the Wind! :
A New Concept in the History of the Latvian Film Music

Zane Saulîte

Summary

In the 1973 in the Latvian movie theaters was screened director’s Gunârs
Piesis’ contradictorly acclaimed movie with composer’s Imants Kalniòð’ music–
Blow The Wind! . Film historian Silvija Lîce believes, that movies general
atmosphere, as well as the mood of the separate scenes, can be affected by
music. While describing composers’ Imants Kalniòð’ contrubution to setting
films emotional atmosphere, she writes: “Composer Imants Kalniòð partici-
pated in film’s production from script till post production. Music was com-
posed before the filming. Actors and director were listening to it, while pre-
paring for the next scene and whole films atmosphere in general. The music
required appropriate visual setting” (Lîce 1979: 84).

Silvija Lîce compares Blow The Wind! author’s searches for film’s audio
visual concept with director’s Sergey Eisenstein’s collaboration with composer
Sergey Prokofiev on movie Alexander Nevsky (1938). While analyzing ways
of searching countless audio visual concepts during the film’s production
process, Sergey Eisenstein marked: “In many cases music iniciated such figu-
rative resolutions, which nor composer, nor I could have imagined of.” Silvija
Lîce believes, that this conclusion might be referable to director’s Gunârs
Piesis and composers Imants Kalniòð collaboration on Blow The Wind!
adaptation as well (Lîce 1979: 84).
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Imants Kalniòð has worked in a wide spectrum of genres – from rock
music to symphony. He has also composed scores for movies (28 scores),
documentaries (3 scores) and animated movies (7 scores). He is one of the
first Latvian composers, who brought together completely different genres –
academic music, rock music and archaic folk music elements, thus changing
the traditional perception of music among the listeners and creating new
philosophical dimensions in the understanding of music. There are some
researches about the 4th Symphony (1973), which was the turning point in
the composer’s career and intruduced the Latvian audience with the Kalniòð’
unique style, but there are no special researches about the film score for the
Blow The Wind! , which was written the same year and has many similarities
with the 4 th Symphony. Both, the film score and the 4th Symphony, got positive
rewievs from the audience and critics, and are very popular still nowadays.
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Ievads

Kadences akordu sastâvs, komponista individuâlâs kadences formulas
un to ietekme uz dramaturìiskâ plâna veidojumu – tâs ir tçmas, kas pietiekami
labi izpçtîtas akadçmiskâs mûzikas kontekstâ, savukârt dþeza mûzikas teorijâ
kadences uzbûve, akordi un to lietojuma modeïi lîdz ðim aplûkoti samçrâ
maz. Dþeza pçtnieku grâmatâs atrodama vispârçja informâcija par tipveida
akordu secîbâm, bet skopi rakstîts par kadences saikni ar formveidi, skaò-
kârtisko pamatu, funkcionalitâti un citiem bûtiskiem mûzikas valodas aspek-
tiem. Visi pçtnieki ir vienisprâtis – kadence ir nozîmîga harmoniska secîba
un formveides sastâvdaïa –, taèu sîkâku lietiðíu raksturojumu pagaidâm
nav. Tâdçjâdi kadence kïuvusi par savveida vientuïo salu plaðajâ dþeza mû-
zikas izteiksmes lîdzekïu okeânâ. Acîmredzot tas skaidrojams tâdçjâdi, ka
dþeza mûzikas pçtnieki tomçr pirmâm kârtâm ir praktiíi un ar analîzi, salîdzi-
nâðanu vai vispârinâðanu îpaði neaizraujas. Bez tam dþezs ir improvizâcijas
mâksla, un varçtu rasties jautâjums: kâda jçga analizçt un vispârinât, ja
tâpat nâkamâ improvizâcija jau skan savâdâk un gan akordi, gan to loma
formveidç jau ir cita? Zinâma taisnîba te ir... Un tomçr var atrast bûtiskas
likumsakarîbas, kas raksturo dþeza kadences un formveides mijiedarbi.
Turpinâjumâ aplûkosim tâs dziïâk, pievçrðot uzmanîbu daþâdu dþeza stilu
kadenèu analîzei, atrodot kopîgo un atðíirîgo.

Kadences bûtîba

Terminu kadence (itâïu cadenca, no latîòu cadere – krist) Ludvigs
Kârkliòð skaidro kâ îpaða veida harmonisku secîbu, kas noslçdz, noapaïo
mûzikas domu, tâs daïu vai visu skaòdarbu (Kârkliòð 2006: 76). Lîdzîgu
priekðstatu par kadenci sniedz arî Jurija Holopova raksts izdevumâ Ìóçû-
êàëüíàÿ ýíöèêëîïåäèÿ (Õîëîïîâ 1974: 629 ) un enciklopçdija The New Grove
Dictionary of Music and Musicians (Badura-Skoda, Jones, Drabkin 2001:
779). Harmonijas vçsture bûtîbâ ir kadences evolûcijas vçsture. Starp pirma-
jiem autoriem, kas lietojuði kadences jçdzienu mûzikas kontekstâ, bijuði itâïu
mûzikas teorçtiíis un priesteris Florentijs de Fasoli (Florentius de Faxolis,
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1461–1496, darbs Liber musices, 1496) (Õîëîïîâ 1988: 438) un Dþozefo
Carlîno (Gioseffo Zarlino,  1517–1590, darbs Le istitutioni harmoniche ,
1558) (Badura-Skoda, Jones, Drabkin 2001: 781). Kadences nozîme pakâ-
peniski pieaugusi, un tâs izpçte aktivizçjusies 16.–17. gadsimta mûzikas
teorijâ; vispârpieòemtu skaidrojumu ðis termins guvis franèu klavesînista un
izcilâ teorçtiía Þana Filipa Ramo ( Jean-Philippe Rameau, 1683–1764) trak-
tâtâ par harmoniju (Traite de I’harmonie, 1722). Daudzbalsîgajâ modâlajâ
mûzikâ kadenèu izkârtojumu dçvçjam par kadenèu plânu (vâcu val. Kadenz-
plan), savukârt klasiskajâ tonâlajâ mûzikâ to klâtbûtne ïauj spriest par tonâlo
plânu. Tonâlais un kadenèu plâns pârstâv skaòkârtas svarîgâkos balstus
(noturîba un nenoturîba) visas mûzikas formas lîmenî.

Neiedziïinoties kadenèu formulu vispusîgâ skaidrojumâ un to vçsturiskâs
attîstîbas apskatâ, turpinâjumâ norâdîðu tikai svarîgâko: kadences harmo-
niskâs secîbas ir nemitîgâ evolûcijas procesâ. Jau viduslaiku mûzikas autori
ir tiekuðies koncentrçt dzirdes uzmanîbu, intonatîvo spriegumu un nenoturîbu
tieði pirms noturîbas. Turpmajos gadsimtos arvien spçcîgâk iezîmçjusies
kadenèu melodiska individualizâcija, un îpaði daudz ðajâ jomâ devis Rihards
Vâgners: viòa skaòdarbos formas skaidrîbu notuðç nepârtraukta neatrisinâtu
kadenèu virkne. Lîdz ar to Vâgnera mûzikas faktûra varçtu ðíist amorfa un
neuztverama, ja tajâ nefigurçtu vadmotîvi, kas, lîdzîgi kâ nîderlandieðu cantus
firmus, vieno arî formu.

Krievu muzikologs Boriss Asafjevs (Áîðèñ Àñàôüåâ) pçtîjumâ Ìóçû-
êàëüíàÿ ôîðìà êàê ïðîöåññ pamatoti norâda: “[..] visa mûzikas attîstîba jeb
formveide ir noturîgs lîdzsvara stâvoklis, kas atrodas starp iegrûdienu un
noslçguma formulu – kadenci. Kadence ir visnozîmîgâkâ intonatîvâ sfçra un
vismuskuïotâkâ vieta skaòdarbâ” (Àñàôüåâ 1971: 77). Asafjevs uzsver, ka
mûzikas virzîbu stimulç arî konsonanses un disonanses, to mijiedarbe.

Katram mûzikas stilam vai laikmetam ir kopîgi kadences uzbûves prin-
cipi, tâpçc varam runât, piemçram, par baroka kadenci, Vînes klasiíu ka-
denci, romantiíu, impresionistu kadenci u. c.; vienlaikus tomçr atseviðíu
komponistu daiïradç kadences atðíiras. “Katram laikmetam ir raksturîgas
savas kadences, kuras vieni komponisti seviðíi bieþi intonç, bet citi no tâm
izvairâs, piedâvâ savu harmoniju secîbu”, norâda Boriss Asafjevs (Àñàôüåâ
1971: 232). Seviðíi bûtiski kadences funkcijas, saturs un nozîme mainâs
20. gadsimta jauno kompozîcijas tehniku un atonâlâs mûzikas ietekmç.

Savukârt dþeza mûzikâ ar terminu kadence saprotam îpaðu akordu se-
cîbu kvintu apïa ietvarâ. Negaidîta harmoniska atvirze no kvintu apïa kus-
tîbas ir dþeza kadences raksturîga pazîme. Daþkârt kadence ir izvçrsta akordu
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secîba, citreiz – tikai daþi akordi. Atðíiras arî dþeza mûzikas teorçtiíu atziòas
par ðo tçmu1. Klasiskajâ harmonijâ kadences atraðanâs vietu un tâs saturu
nosaka formveide. Lîdz ar to klasiskajâ periodâ gandrîz katrs teikums no-
slçdzas ar puskadenci, pârtrauktu vai noslçguma kadenci. Vai varam klasificçt
arî dþeza kadences pçc to vietas formâ, harmoniski funkcionâlâ sastâva un
pabeigtîbas pakâpes? Uz ðiem jautâjumiem meklçsim atbildi raksta turpi-
nâjumâ. Vispirms, lai tuvâk iepazîtu dþeza kadenci, ieskatîsimies formas un
kadences mijiedarbç.

Formas un kadences mijiedarbe

Nav noslçpums, ka 20. gadsimta laikmetîgâ mûzika tomçr saglabâjusi
saikni ar iepriekðçjo gadsimtu mûzikas izteiksmi tieði formas lîmenî. Form-
veides pamatprincipi palikuði nemainîgi, lîdz ar to varam uzskatît skaòdarba
formu par vienu no paðiem svarîgâkajiem mûzikas izteiksmes lîdzekïiem.
To paðu varam attiecinât arî uz dþeza mûziku.

Tradicionâli dþeza skaòdarba forma ir tçma ar variâcijâm, savukârt
tçmas taktis mçdz apzîmçt kâ kvadrâtu. Blûzam tipiski 12 vai 16 taktu kvad-
râti. Sastopami arî 32 taktu kvadrâti. Ðâda tipa uzbûves raksturîgas arhaiskâ
(lauku), klasiskâ (pilsçtas) un laikmetîgâ blûza formveidei. Klasiskâ blûza
forma ir 12 taktis, proti, trîs èetrtaktu frâzes (aa

1
b). Svarîgi arî uzsvçrt, ka

kvadrâta struktûra nav periods: kvadrâts nedalâs teikumos, un katra teikuma
izskaòâ nav kadences. Blûza formai raksturîga caurviju attîstîba ar kadenci
paðâs beigâs, un tai piemçrojama vispârinâta funkcionâlâ shçma T–S–D–T.
Harmoniskâ secîba var ietvert foniski2 iezîmîgus akordus (pârsvarâ mazie
septakordi) uz visâm diatoniskajâm vai hromatiskajâm pakâpçm, neizejot
ârpus galvenâs tonalitâtes. Kâ zinâms, frâþu skaits un lielums mçdz bût

1 Amerikâòu dþeza harmonijas teorçtiíu skolas ievçrojamâkie pârstâvji ir  Deivids
Beikers (David Baker), Marks Boulings (Mark Boling ), Dþerijs Kûkers (Jerry Coker),
Dþordþs Rasels (George Russel), Stîvs Ðenkers (Steve Schenker) u. c.; no Rietumeiropas
mûzikas zinâtniekiem dþeza harmoniju plaðâk pçtîjuði Franks Haunðilds (Frank
Haunschild), Marks Levins (Mark Levine), Rons Millers (Ron Miller ), Akselis Dþang-
bluts (Axel Jungbluth) u. c. Savukârt no krievu skolas dþeza teorçtiíiem un praktiíiem
bûtiskas atziòas harmonijas jomâ pauduði, piemçram, Jurijs Èugunovs (Þðèé ×óãó-
íîâ ), Aleksandrs Rogaèevs (Àëåêñàíäð Ðîãà÷åâ), Jurijs Holopovs (Þðèé Õîëîïîâ ) u. c.

2 Jurijs Tjuïins definç foniku jeb fonismu (no grieíu phonç – skaòa) kâ akorda
skançjuma nokrâsu neatkarîgi no tâ tonâli funkcionâlâs nozîmes (Òþëèí 1966:  148).
Foniku nosaka ðâdi faktori: saskaòas struktûra, skaòu divkârðojumi, reìistrs, akordu
secîba, balssvirze, instrumentâcija.
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daþâds– tas atkarîgs no skaòdarba þanra, piemçram, 16 taktu blûza kvadrâts
aptver èetras èetrtaktu frâzes (4+4+4+4).

Lîdzîgi kâ akadçmiskajâ mûzikâ, arî dþezâ ar kadenci3 saprotam daïas
noslçgumu. Parasti tâs ir divas taktis pçc tçmas izskaòas. Te jâatgâdina, ka
tçma blûzâ beidzas âtrâk nekâ mûzikas struktûra kopumâ. Zinâmâ mçrâ to
ietekmç verbâlais teksts. Ðîs divas taktis, kurâs vairs neskan tçma, tiek aizpil-
dîtas ar improvizâciju vai vienkârði ar noteiktu akordu secîbu. 12 taktu blûza
pçdçjâs divas taktis pieòemts uzskatît par instrumentâlo kadenci, kas savieno
noslçguma frâzes beigu posmu ar jaunâ kvadrâta sâkumu. Pakâpeniski ðî
struktûras îpatnîba no blûza pârceïoja uz citiem dþeza þanriem, kïûstot par
savdabîgu kadences modeli.

Jâatzîst, ka dþeza vçsturnieku teorijas par formas jautâjumiem bieþi vien
ir visai atðíirîgas un pat pretrunîgas. Droði var apgalvot vienîgi to, ka dþezs
nav kâdas atseviðías personas radîts þanrs, bet gan daþâdu mûzikas kultûru
mijiedarbes produkts, kas izveidojies 19. un 20. gadsimta mijâ ASV. Katrs
dþeza harmonijas pçtnieks kadences uzbûvi un tâs atraðanâs vietu skaidro
savâdâk. Dalâs arî krievu zinâtnieku uzskati ðajâ jautâjumâ. Piemçram, dþeza
teorçtiíis Jurijs Èugunovs 4 norâda, ka blûza kvadrâtu veido èetras astoòtaktu
frâzes (32 taktis) un kadencei tiek atlicinâtas katras frâzes pçdçjâs divas taktis
(6+2) (×óãóíîâ  1980: 14). Turpretî komponists un teorçtiíis Aleksandrs
Rogaèevs5 12 taktu kvadrâtâ (trîs frâzes) kadenci saskata tikai pçdçjâs frâzes
divâs taktîs (Ðîãà÷åâ 2000: 53).

Iepriekð izklâstîtie viedokïi liecina par formas un kadences izpratnes
atðíirîbâm. Uzskatu, ka profesora Rogaèeva skaidrojums par blûza formu
un kadenci, raugoties no mûsdienu viedokïa, ir precîzâks. Taèu, lai cik daþâdi
bûtu blûza formas skaidrojumi, visi pçtnieki ir vienisprâtis – tipiska un
neatòemama blûza 12 taktu kvadrâta kadences akordu secîba ir ðâda: V–
IV–I. Tâ ir ierasta akordu secîba dþezâ, bet nav raksturîga klasiskajai funkci-
onâlajai harmonijai (sk. 1. tabulu).

1. tabula.
12 taktu kvadrâts

Frâze Frâze Frâze
a a1 b

1 2 3 4 5 6 7 8 9 10 11 12

I IV I V IV I

3 Daþi zinâtnieki dþeza kadenci apzîmç ar terminu breiks (no angïu break – pâr-
traukums, pauze). Taèu ðo jçdzienu lieto arî sitaminstrumentu mûziíi, attiecinot to
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Uzskatâms piemçrs ir Viljama Hendija (William Hendy , 1873–1958)
Sentluisas blûzs6 (sk. 1. piemçru):

St. Louis Blues

1. piemçrs. Viljams Hendijs. Sentluisas blûzs

Var paredzçt arî treðâs frâzes variantus ar V, IV un I pakâpes septakor-
diem (sk. 2. tabulu).

2. tabula.
Akordu secîbu varianti klasiskajâ blûzâ

Frâze Frâze Frâze
a a1 b

1 2 3 4 5 6 7 8 9 10 11 12
I7 IV 7 I7 V7 IV 7 I7

I7 IV 7 I7 V7 IV 7 I7 V7

Tomçr ðî nav vienîgâ iespçjamâ blûza kvadrâta akordu secîba. Laika
ritumâ blûza harmonija bagâtinâjusies, iekïaujot alterçto pakâpju akordus.
Laikmetîgâ blûza kvadrâta akordu secîbu 20. gadsimta 40. gados ieviesa
izcilais dþeza komponists un saksofonists Èârlijs Pârkers (Charlie Parker)

uz solo pârejas posmos; tâdçjâdi breiks ne vienmçr sakrît ar kadenci. Breiks piln-
veidojâs blûza þanrâ.

4 Jurijs Èugunovs (Þðèé ×óãóíîâ , dz. 1938) ir krievu dþeza mûzikas komponists,
teorçtiíis, pedagogs. Augstâko mûzikas izglîtîbu viòð ieguvis Gòesinu Mûzikas peda-
goìijas institûtâ (tagad akadçmijâ), kur beidzis kompozîcijas klasi pie Arama Haèa-
turjana. Vadîjis daþâdus dþeza oríestrus un ansambïus, piedalîjies dþeza festivâlos
un konkursos.

5 Aleksandrs Rogaèevs (Àëåêñàíäð Ðîãà÷åâ, dz. 1949) ir krievu komponists un
dþeza mûzikas teorçtiíis.

6 Sentluisas blûzs (1914) ir viens no populârâkajiem tradicionâlâ dþeza skaòdar-
biem. Pirmo reizi tas ierakstîts skaòuplatç 1925. gadâ. To iedziedâjusi Besija Smita
(Bessie Smith) kopâ ar Luiju Ârmstrongu ( Louis Armstrong).
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un viens no pasaules diþâkajiem dþeza trompetistiem Dizijs Gilespijs (Dizzy
Gillespie). Viòu improvizâcijâs varam saklausît sekvences, kuru nebija tradi-
cionâlajâ blûza harmonijâ. Vienlaikus atrodam arî smalki, pat izmeklçti deta-
lizçtu, diferencçtu akordu virknes. Praktiski katrai melodijas skaòai seko
savs akords. Lîdzîgi piemçri mûzikas vçsturç jau bijuði: atsauksim atmiòâ
Johana Sebastiâna Baha prelûdijâs vçrojamo pulsâciju, kur katra astotdaïa
harmonizçta savâdâk. Tâdçjâdi varam secinât, ka atseviðíu frâþu harmo-
niskâs shçmas blûza attîstîbas gaitâ veidojâs pakâpeniski un mçrítiecîgi,
lîdz kïuva par raksturîgâm ðî þanra iezîmçm (sk. 3. tabulu).

3. tabula.
Akordu secîbas laikmetîgajâ blûza kvadrâtâ

Frâze Frâze Frâze
a a1 b

1 2 3 4 5 6 7 8 9 10 11 12
I7 IV 7 I7 VmI7 IV 7 IV 7 I7 VI 7 IIm V7 I7 VI 7 IIm V7

I7 IV 7 I7 VmI7 IV 7 VII b
7 IM IIm III m III b

7 VI b
7 V7 I7 VI b

7V7

I7 IV 7 I7 VmI7 IV 7 VII b
7 I7 III mVI 7 IIm V7 III mVI 7 IIm V7

I7 IV 7 I7 VmI7 IV 7 VII b
7 I7VII 7 VII b

7VI 7 IIm V7IV 7 III mVI 7 IIm V7

I7 IV 7IV
#
O III m VmI7 IV 7 IVm III m III b

7 IIm V7 III mIII b
m IIm II b

7

Pakâpeniski izkristalizçjâs vçl diferencçtâki harmonisko secîbu varianti
treðâs frâzes izskaòâ, piemçram, I–IIIb

m
–II

m
–V

7
 vai secîba I–I

7
–IV–IV #

O
–I/V–

II b
7
–

 
I

7, 
kur I/V akordu uztveram un izprotam kâ K

64
.
 
Kadences kvartsekst-

akords tomçr ir rets viesis dþeza skaòdarbu kadencçs. To saklausâm regtaimâ
un bugi-vugi, savukârt citos dþeza þanros tas nav sastopams. Vai tâdçjâdi
dþeza kadence kaut ko zaudç? Visticamâk, atbilde bûs noliedzoða. Analizçjot
blûza akordu variantus, nonâkam pie negaidîta secinâjuma – blûza kvadrâtâ
ietvertajai harmoniju secîbai primâra nav virzîba uz toniku, drîzâk gan tâs
uzdevums ir panâkt maksimâlu spriedzi starp pavadîjumu un melodisko balsi,
kas izpauþas disonantu akordu virknçs jeb eliptiskâs secîbâs. Vienlaikus jâpa-
tur prâtâ, ka dþeza harmonija ir funkcionâla un vairums akordu savienojumu
atbilst klasiskâs harmonijas likumîbâm.

Salîdzinot klasiskâ blûza kvadrâta harmonijas akordus (2. tabula) ar
laikmetîgâ blûza kvadrâta akordu secîbu (3. tabula), saskatâm nepâra taktîs
lielâkoties lîdzîgus akordus, jebkurâ gadîjumâ piederîgus vienai un tai paðai
vai tuvai funkcijai, savukârt pâra taktîs akordu skaits pieaudzis, lîdz ar to
vienâ taktî iekïauti vismaz divi akordi, kuri mçrítiecîgi veido frâþu nobeigu-
mus un vienlaikus iezîmç turpmâko funkcionâlo virzîbu (sk. 4. tabulu).
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a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

4. tabula.
Akordu secîbas klasiskajâ un laikmetîgajâ blûza kvadrâtâ: salîdzinâjums

Frâze Frâze Frâze
a a1 b

1 2 3 4 5 6 7 8 9 10 11 12
I7 I7 I7 I7 IV 7 IV 7 I7 I7 V7 IV 7 I7 V7

I7 IV 7 I7 VmI7 IV 7 VII b
7 I7VII 7 VII b

7VI 7 IIm V7IV 7 III mVI 7 IIm V7

Mûsdienu 12 taktu blûza standarta akordu secîbai raksturîgs septakordu
un nonakords blîvs lîdzâsnostatîjums. Gandrîz visos akordos kâ îpaða dþeza
harmonijas zîme iekïauta seksta. To apliecina 2. piemçrâ redzamâ blûza
kvadrâta akordu secîba F dur.

2. piemçrs. Blûza kvadrâta akordu secîba F dur

Kadence un dþeza þanri

Daudzveidîgajos dþeza mûzikas þanros un stilos atrodam atðíirîgas formas
un kadences izpausmes. Agrînais regtaims7 parasti ir astoòtaktu vai seðpad-
smittaktu periods (aa

1
) ar divâm kadencçm. Piemçram, Skota Dþoplina8 regtaima

7 Regtaims ir îpaðs dþeza klavierspçles paòçmiens, tuvs tautiskajai bandþo spçles
manierei. Specifiska regtaima iezîme ir regulâra ritma pulsâcija kreisâs rokas partijâ,
kas uzslâòojas brîvi akcentçti sinkopçtai melodijai.

8 Skots Dþoplins (Scott Joplin, 1867/68–1917) bija izcils amerikâòu komponists
un pianists, regtaimu interprets.
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a

a

a

a

a

a

a

a

a

a

a

a

Izmeklçtâs sinkopes (Elite Syncopations, 1902) pirmâ kvadrâta struktûra ir
divteikumu 16 taktu periods ar tipisku autentisku puskadenci (II

7
+3–V) un

pilnu pabeigtu noslçguma kadenci (II
43

+3–V
7
–I).

Afroamerikâòu skanîgâs garîgâs dziesmas – spirièueli (spiritual ) – vei-
dotas galvenokârt kâ vienotas tematiskâs uzbûves 16 taktu periodi. Ðâda
struktûra izmantota, piemçram, spirièuelos Lejup pa upi (Down by the River-
side) un Nolaidies lejâ, Mozu (Go Down, Moses).

Savukârt astoòtaktu uzbûves kvadrâts jeb horuss9 ir pamatâ dziesmu
tçmâm. Dziesmas forma10 ietver èetrus kvadrâtus (32 taktis), un to struktûra
ir ðâda: aaba (8+8+8+8) vai aa

1
ba, vai abab, vai aa

1
bb

1
. Tçmas izklâstam

(kvadrâts a) seko tâs variçts atkârtojums (a vai a
1
) un pçc tam – kvadrâts b,

kuru mûziíi apzîmç ar terminu bridge (tulkojumâ tilts ; saites funkcija, ka-
dence daþkârt izpaliek). Treðajâ kvadrâtâ tematiskais materiâls skan jaunâ
(subdominantes) tonalitâtç, un bridge posms zinâmâ mçrâ uztverams kâ
tçmas kulminâcijas zona. Reprîzç (kvadrâts a) atgrieþas pamattonalitâte.
Kvadrâta pçdçjâs divas taktis iezîmç kadenci (sk. 5. tabulu).

5. tabula.
Dþeza dziesmas forma

Tçma A
a a b a

8 taktis 8 taktis 8 taktis 8 taktis
6+2 6+2 6+2 vai 8 6+2

Daudzu populâru dziesmu melodiju pamatâ ir forma aaba. Piemçru
vidû var minçt mûziklu autora Rièarda Rodþera (Richard Rodger) dziesmu
Zilais mçness (Blue Moon, 1934), Hogija Karmaikla ( Hoagy Carmichael)
dziesmu Sirds un dvçsele (Heart and Soul, 1938), Villija Nelsona ( Willie
Nelson) Trakais (Crazy, 1961; sk. 3. piemçru) u. c.

Dziesmas Trakais (Crazy) struktûras pamatâ ir èetri astoòtaktu kvadrâti
ar kadencçm: puskadence 7. un 8. taktî ietver secîbu I–I#

O
–IIm

7
–V

7
, savukârt

pabeigta kadence îstenota 15. un 16. taktî ar akordiem I–IV–I. Treðo kvadrâtu
noslçdz kadence 23. un 24. taktî ar akordiem V

7
–II

7
–V

7
, un dziesmas tçmas

izskaòâ, noslçguma kadencç 31. un 32. taktî, izklâstîti akordi IIm
7
–V

7
–I.

9 Horuss (chorus) ir Rietumeiropâ pieòemts blûza kvadrâta apzîmçjums.
10 Dziesmas forma aaba ir plaði izmantota balâdes þanrâ daþâdos mûzikas stilos,

tostarp rokâ un populârajâ mûzikâ. 20. gadsimta sâkumâ ðî forma izkonkurçja trij-
daïu da capo (aba) formu. Pirmâs 16 taktis uztveramas kâ pants, tam seko piedziedâjums.
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Pirmie divi kvadrâti atbilst divteikumu periodam ar klasisku puskadenci un
noslçguma kadenci un pilda panta funkciju, savukârt otrais 16 taktu periods
atbilst piedziedâjumam. Kâ redzam, dziesmas melodija puskadencç jau izska-
nçjusi un mçs klausâmies tikai akordu secîbu. Veidojas tâ sauktais izvçrstais
noslçgums. Dþeza formveides kontekstâ iekïaujas jauns termins – instrumen-
tâlâ kadence11 (blûza kvadrâta pçdçjâs divas taktis).

Crazy

3. piemçrs. Villijs Nelsons. Trakais (Crazy)

11 Klasiskajâ mûzikâ ar instrumentâlo kadenci saprotam solista virtuozitâtes demon-
strçjumu îsi pirms skaòdarba vai tâ daïas beigâm, taèu dþezâ ðis jçdziens apzîmç
îpaðu kadences akordu secîbu, kas izskan, kad beigusies dziesmas tçma.
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a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

Strukturâli noapaïotai dziesmas vai instrumentâla skaòdarba tçmai seko
virkne brîvu variâciju solo vai ansamblî. Atðíirîbâ no klasiskajâm variâcijâm,
dþeza improvizâciju kvadrâtos izmaiòas gandrîz vienmçr saistîtas tikai ar
ritmu un tçmas pavadîjuma akordiem. Skaòdarba forma veidojas, kâ jau
ðâdos gadîjumos ierasts: vispirms izskan tçma, tad trîs improvizâcijas (daþâdi
instrumenti) un atkal tçma. Tâs izklâsts sâkumâ un beigâs lîdzsvaro un noapaïo
formu, labvçlîgi ietekmç skaòdarba uztveri un izpratni (sk. 6. tabulu).

6. tabula.
Villija Nelsona dziesmas Trakais (Crazy) struktûra

Tçma Improvizâcija Improvizâcija Improvizâcija Tçma
A A 1 A2 A3 A

a a b a a a b a a a b a a a b a a a b a
32 taktis 32 taktis 32 taktis 32 taktis 32 taktis

Praksç pieòemtie dþeza skaòdarbu formas standarti nav dogma. Daudz
retâk sastopam èetrtaktu frâzes. Tâs izvçrðot, iegûstam astoòtaktu uzbûvi,
kas iekïauta visbieþâk divdaïu reprîzes (aaba), krietni retâk trijdaïu formâ
(aba jeb 12+12+12 taktis vai 16+12+16 taktis, vai 12+16+12 taktis). Kâ
redzam, iespçjami visdaþâdâkie varianti, it îpaði mûsdienu dþeza ietvaros –
treðâs straumes12, modâlâ dþeza, dþezroka, fjûþena13 arsenâlâ ir arî sareþìî-
tâkas struktûras, kas aizgûtas no Eiropas akadçmiskâs mûzikas vai pasaules
etnokultûrâm.

Kadence un skaòkârta

Par kadences un skaòkârtas attiecîbâm lîdz ðim izdotajâs dþeza harmo-
nijas grâmatâs atrodama visnotaï trûcîga informâcija. Atseviðías atziòas
izklâstîtas teorçtiíu Dþordþa Rasela (Russell 1953), Marka Sabatellas (Saba-
tella 1992), Marka Levina (Levine 1996), Franka Haunðilda (Haunschild
1997), Jurija Holopova (Õîëîïîâ 1974), Jurija Èugunova (×óãóíîâ 1980)
u. c. autoru pçtîjumos. Ir bûtiski vispârinât daþâdu zinâtnieku paustos vie-

12 Treðâ straume (angl. third stream) – mûsdienu dþeza eksperimentâlais virziens,
radies 20. gadsimta 50. gados; tiecas apvienot dþezu ar akadçmisko, tostarp arî mûs-
dienu akadçmisko mûziku.

13 Fjûþens (angl. fusion), burtiski sakausçjums – dþezroka atzars, kas integrç dþeza,
roka, fanka, elektroniskâs mûzikas, etniskâs mûzikas un mûsdienu akadçmiskâs
mûzikas kompozîcijas tehniku elementus.
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dokïus atbilstoði mûsdienu skatîjumam uz akorda, skaòkârtas un kadences
mijiedarbi, tâs nozîmi.

Kadences akordu izvçli dþezâ daudzçjâdi ietekmç izraudzîtâs skaòkârtas
veids. Lîdz ar to harmoniskajâ maþorâ ienâk minoram raksturîgie subdo-
minantes grupas disonçjoðie akordi, savukârt melodiskajâ minorâ ieskanas
maþora akordi un sastopami arî citi skaòkârtu veidi (lîdiskâ, miksolîdiskâ,
doriskâ, frîìiskâ u. c.). Turpinâjumâ mçìinâðu apkopot svarîgâkâs tai vai
citai skaòkârtai atbilstoðâs akordu secîbas.

Pamats jebkuram dþeza skaòdarbam ir tipiska un maþoram raksturîga
kadences akordu formula IV–V–I vai ii–V–I, vai V–IV–I. Savukârt dabiskajam
minoram atbilst secîbas v–iv–i, VIIb–iv–i, VI b–VII b–i, iv–VII b–i u. c. Harmo-
niskajam minoram raksturîgas ir akordu virknes iv–V–i, V–iv–i, VI b–V–i.
Attiecîgi, harmoniskajam maþoram piederas secîbas iv–V–I, V–iv–I u. c.,
melodiskajam minoram – IV–V–i, ii–V–i, melodiskajam maþoram – v–iv–I,
VII b–iv–I, divkârði harmoniskajam minoram – VIb–vii–i. Tâdçjâdi varam
secinât, ka skaòkârtas veids nosaka akorda struktûru (maþora, minora,
mazais vai pamazinâtais septakords), savukârt funkcionâlâs attiecîbas kvintu
apïa ietvarâ ir pamats kadenèu formulu izveidei.

Turpinâjumâ izklâstîtas vienkârðâko kadenèu shçmas maþorâ un minorâ.
Ðîs akordu secîbas daþkârt tiek iekïautas arî uzbûves sâkumâ vai vidû. Ma-
þoram ir tipiskas ðâdas secîbas: I–VIm–IIm–V

7
,
 
I–VI

7
–IIm–V

7
,
 
I–VI

7
–II

7
–V

7
,

I–IV
7
–I–VI-

7
–I

7
,
 
IIIm–VI

7
–IIm–V

7
, IIIm–VI

7
–II

7
–V

7
. Savukârt minoram atbil-

stoðas secîbas ir Im–IIø–V
7
–Im, Im–IIm–V

7
–Im, Im–II

7
–V

7
–Im, Im–IV

7
–IIø–

V
7
,
 
Im–VIø–IIø–V

7
,
 
IIIm–II

7
–V

7
,
 
Im–III

7
–II

7
–V

7
.

Daudzas dþeza tçmas sâkas ar tipveida harmonijas secîbâm14, kuras ir
lîdzîgas kadenèu secîbâm. Lûk, daþas bieþâk sastopamâs: I–VIm–IIm–V

7
, I–

VI
7
–IIm–V

7
, I–I#

O
–IIm–V

7
, I–III b

O
–IIm–V

7
, II

7
–IIm–V

7
, IIm–V

7
–IIIm–VIm,

II
7
–V

7
–IIIm–VI

7
, VI

7
–IIm–V

7
, I

7
–IV–IVm, I–I

7
–IV–IVm, I–I

7v
–IV–IV #

O
, I–III

7
–

VIm–I
7
, I–IIm–VII

7
–IIIm, I–IIm–II #

O
–IIIm, I–III +3

43
–VII b

7
–VI

7
.

Pakâpeniski kadenèu secîbâs iekïaujas arî alterâcija un hromatisms. Daþ-
kârt, kâ atzîmç pçtnieks Jurijs Èugunovs, ðîs secîbas veido “izvçrstus noslç-
gumus” (×óãóíîâ 1980: 43). Raksturîgâkâs maþora secîbas ir ðâdas: I–I#

O
–

IIm–V
7
, I–I#

O
–IIm–II #

O
, I–III b

7
–II

7
–V

7
, I–I

7v
–IV–IV #

O
, IIIm–III bm–IIm–II b

7
,

IIIm–VI
13

–IIm–V
13

, III ø–VI
13

–IIø–V
13

, IIIm–VI –5
7
–IIm

9
–V-9, VII b

7
–VI

13
–II

43
-5+3–

V
13

, III
7
–VI

13
–IIø–V

7
, I–III

7
–VIm–I

7
, II

7
–V

7
–IIIm–VIm, IIm–V

7
–IIIø–VI

7
, IIm–

14 Tâ sauktâ frizieru harmonija  (angïu barbershop harmony, barbershop sequence)
ir paralçlu hromatiski slîdoðu septakordu vai kvartu-kvintu attiecîbu akordu secîba,
kas plaði lietota agrînâ dþeza (ap 1865–1895) periodâ.
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V
7
–VII b

7
–VI

7
, IM–IV

7
–IIIm–VIm–II

7
–V

7
, VI b

7
–V

7
–VII b–VI

7
, I–II

7
–V

7
–I, I–II

7
–

V
7
–VIb

7
–V

7
, I–I

7
–IV–IVm–I, I–VII b

9
–I–IV–I, IIIm–VIm–II

7
–V

7
–I. Vairâki

modeïi iezîmîgi arî minora secîbu vidû: Im–VIø–II
7
–V

7
, Im–IV

7
–IIm–V

7
, Im–

IV
7
–IIø–V

7
, Im–Im

2
–VIb

7
–V

7
, Im–II

7
–II-

7
.

Savukârt akordu secîbâm I–I#
O
–IIm–II#

O
,
 
I–I

7
–IV–IV#

O 
vai I–III

7
–VIm–I

7

ir nepiecieðams turpinâjums, un tâs atrodamas galvenokârt uzbûves sâkumâ.
Kopumâ varam nodalît gan autentiskas (V

7
–I, VII

7
–I, II

7
–V

7
), gan plagâlas

(IV–I, II b
7
–I, V

7
–IIb

7
, VI b

7
–I, VII b

7
–IV), gan pilnas kadences (II

7
–V

7
–I).

Daþas atziòas

No iepriekð izklâstîtâ izriet, ka galvenie akordi dþeza kadencç tomçr
pârstâv IV–V–I pakâpi (te iekïaujam arî septakordus). Izanalizçjot vairâkus
desmitus kadenèu veidu, izkristalizçjas tipiskas kadences secîbas: I–VI–II–V
un IIm

7
–V

7
–VIbmaj

7
.
 
Vai dþeza harmonijâ bûtu nepiecieðami apzîmçjumi

puskadence, pârtrauktâ un noslçguma kadence? Visticamâk, tomçr ne: blûza
periods jau nedalâs teikumos, kaut arî harmonisko secîbu akordi pçc bûtîbas
lîdzîgi klasiskajâ harmonijâ lietotâm secîbâm, kuras apzîmçjam ar terminiem
puskadence vai pârtrauktâ kadence. Ðo tçzi nevaram attiecinât uz visiem
dþeza mûzikas þanriem. Vispârzinâms, ka regtaima formas pamats ir div-
teikumu periods, savukârt dziesmas 32 taktu forma ir divdaïu reprîzes forma
vai divi periodi. Arî te katra kvadrâta beigâs ieskanas kadenèveida harmo-
niskâ secîba. Tiesa gan, akordu daudzums un to funkcionâlâ piederîba
kadencçs ikreiz atðíiras.

Lîdzîgi kâ klasiskajâ mûzikâ, arî dþeza harmonijâ atrodam autentiskas
harmoniskas secîbas un lîdz ar to autentisku kadenèu formulu (V

7
–I), plagâlas

harmoniskas secîbas, kas ir pamats plagâlai kadencei (IV–I), un pilnas pabeigtas
noslçguma kadences (II

7
–V

7
–I) akordus. Secîba ii–V

 
dþeza mûzikas harmonijâ

tiek lietota visbieþâk un atkarîbâ no atraðanâs vietas skaòdarbâ (funkcijas
formâ) tâ klasificçjama vai nu kâ parasta, vai arî kâ kadences akordu secîba
Vienlaikus, kâ jau raksta gaitâ parâdîts, K

64
 dþeza kadenèu formulâm nav tipisks.

Tâdçjâdi varam secinât, ka kadences dþezâ klasificçjamas gan pçc to
vietas formâ, gan harmoniski funkcionâlâ sastâva un pabeigtîbas pakâpes.
Atðíirîgo nosaka dþeza stilu un þanru formveides îpatnîbas, dalîjums izvçrstâs
frâzçs un caurviju izklâsta princips.

Raksta nobeigumâ ðíiet lietderîgi citçt klasiskâs mûzikas teorijas pamat-
licçja Þana Filipa Ramo atziòu mûzikas estçtikas jomâ: “Mûzika rada jûtas
un sagâdâ prieku” (citçts pçc: Ìàçåëü, Ðûæêèí  1934: 67). Pârfrâzçjot gribçtos
teikt: kadence dþeza mûzikâ sagâdâ îpaðu prieku, tur tad arî slçpjas tâs nozîme.
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Individualization of Cadence in Jazz

Çvalds Daugulis

Summary

The questions concerning the progression of chords in a cadence, a
composer’s individual formulas of cadences, and the formations of dramatic
plan are studied rather sufficiently in the classic harmony, but in the theory
of jazz music the summary of the use of cadences is hardly to be found.
Obviously, jazz music theoreticians are more practical and are not eager to
analyze, compare and generalize. We, in our turn, consider it necessary to
thoroughly study the development of cadences, paying special attention to
the analysis of cadences in different jazz styles and clarifying the common
and the different.

The term ‘cadence’ is used to denote a harmonic progression of a parti-
cular type; cadence concludes, finishes a musical thought, its part or the
whole composition. But in jazz ‘cadence’ is understood as a peculiar succession
of chords in the framework of the circle of fifths. An unexpected harmonic
deviation from the order of the circle of fifths is a peculiar feature of a jazz
cadence. Sometimes a cadence is an extended succession of chords, sometimes
it consists of a few chords only. Jazz music theoreticians’ findings in this
question also are various.

The interaction of form and cadence deserves a special attention. The
form of jazz composition includes commonly a theme and variations. The
bars containing the theme are named a quadrat. But the structure of the
quadrat in blues theme is not a period. The basis of r a g t i m e formation is
an eight-bar period (aa

1
) with two cadences. But s p i r i t u a l s  are mainly

formed of periods with common thematic structure. Apart from  r a g t i m e
and b u g i - v u g i  one will not find the cadential six-four chord

 
in the cadence

of a spiritual. The leading order of chords in the cadence is IV–V–I, IImin7–
V7–I (seventh chords and other chords). A typical cadence formula in the
12-bar quadrat of blues is V–IV–I. In total, among 25–30 cadential progres-
sions we have found both authentic (V7– I), and plagal (IV–I, II b7– I), as well
as complete (II7–V7–I) cadences.

The simplest cadence schemes are sometimes used also in the beginning
or the middle part of a structure. Also alteration and chromatism are gradually
introduced into cadential progressions. It is observed that the chord structure
in a cadence is determined by the type of the scale.
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From the above-said it follows that the leading chords in jazz cadence
still are the IV–V–I chords (including also seventh chords). Among several
tens of cadence types, a typical cadential progression is I–VI–II–V and IImin7–
V7–VIbmaj7

. 
Do the designations ‘imperfect cadence’, ‘interrupted cadence’

and ‘final cadence’ exist in jazz harmony? Supposedly not, since blues period
is not divisible into sentences, though the chords of harmonic sequences in
their essence are similar to the ones used in classical harmony, which are
designated by the terms ‘imperfect cadence’ or ‘interrupted cadence’. This
statement can hardly be referred to all the genres of jazz music. It is a well-
known fact that the basis of the ragtime form is the period of two sentences,
but the 32-bar form of a song is the rounded binary form or two periods.
Also in this case, there is a harmonic cadential progression at the end of
every quadrate. Although, it should be admitted that the number of chords
in cadences and their functional belonging are various.

In the same way as in classical music, also in jazz harmony one finds
authentic harmonic progressions and thus also the formula of authentic
cadences (V7–I), plagal harmonic progressions that form the basis of the
plagal cadence (IV–I) and the chords of the complete perfect final cadence
(II

7
–V

7
–I). The sequence of chords ii–V is the most frequently used progression

in the harmony of jazz music and, depending on its position in the compo-
sition, it can be classified both as an ordinary harmonic sequence of chords
and as a cadential progression. At the same time we have clarified also the
non-existence of the cadential six-four chord

 
in the formulae of jazz cadences.

Thus we can conclude that cadence in jazz is to be classified according
to its position in the form, as well as according to its harmonic and functional
composition and the degree of its completeness. Various peculiarities are
determined by the compositional specifics of jazz styles and genres, the
division into extended phrases and the principle of continuous exposition.

K e y  w o r d s :  jazz styles, jazz form, cadence, mode.
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Ïå ðâàÿ êíèãà Ñòðóêòóð Ïüå ðà Áóëåçà:
îò àâòîìà òèçìà ê èíäèâèäóàëüíîìó èçîáðåòåíèþ

Dr. art. Åêàòåðèíà Îêóíåâà
Àñcîöèèðîâàííûé ïðîôåññîð Ïåòðîçàâîäñêîé ãîñóäàðñòâåííîé

êîíñåðâàòîðèè (àêàäåìèè) èìåíè Àëåêñàíäðà Ãëàçóíîâà

Ïåðâàÿ êíèãà Ñòðóêòóð Ïüåðà Áóëåçà (Pierre Boulez) âîçíèêëà â
1951–52 ãîäàõ, ñòàâ êëàññè÷åñêèì îáðàçöîì ñåðèàëüíîé ìóçûêè è îêà-
çàâ ñóùåñòâåííîå âëèÿíèå íà íåêîòîðûõ êîìïîçèòîðîâ-àâàíãàðäèñòîâ.
Èç òðåõ ïüåñ öèêëà íàèáîëüøóþ èçâåñòíîñòü ïîëó÷èëà Ñòðóêòóðà 1a,
ñ÷èòàþùàÿñÿ íûíå ñâîåîáðàçíûì ïàìÿòíèêîì ìóçûêàëüíîãî ñòðóêòó-
ðàëèçìà. Åå äåòàëüíûé àíàëèç, ñîäåðæàùèé êðèòè÷åñêóþ îöåíêó, âïåð-
âûå áûë ïðåäëîæåí Äü¸ðäåì Ëèãåòè ( György Ligeti) â ñáîðíèêå Die Reihe â
1958 ãîäó è òàêæå ïðèîáðåë ñòàòóñ êëàññè÷åñêîãî (Ligeti 1958). Ñ òåõ ïîð
ñî÷èíåíèå íåîäíîêðàòíî è ñ ðàçëè÷íûõ àñïåêòîâ èññëåäîâàëîñü çàðó-
áåæíûìè ó÷åíûìè. Ñðàâíèòåëüíî ìåíåå èçó÷åííûìè îñòàþòñÿ äâå äðó-
ãèå ïüåñû öèêëà, Ñòðóêòóðû 1b è 1c. Ìåæäó òåì èõ àíàëèç ïîçâîëèë áû
ñäåëàòü íåêîòîðûå âûâîäû î ðàçâèòèè ñåðèàëüíîãî ìåòîäà Áóëåçà â äîñ-
òàòî÷íî ñëîæíûé è ïðîòèâîðå÷èâûé äëÿ íåãî ïåðèîä, êîãäà íå òîëüêî
ôîðìèðó åòñÿ è òåîðåòè÷åñêè îáîñíîâûâàåòñÿ íîâàÿ ìóçûêàëüíàÿ ãðàì-
ìàòèêà, íî è âîçíèêàþò ñîìíåíèÿ â èñòèííîñòè ïîñòàâëåííûõ öåëåé,
ñîìíåíèÿ, ïðèâîäÿùèå êîìïîçèòîðà ê äèëåììå – «ñîçäàâàòü ïàðàäèãìû
èëè èñêóññòâî» (Griffiths 2010: 40).

Îáùåèçâåñòíî, ÷òî ðàññìàòðèâàåìîå ñî÷èíåíèå, ïðåæäå âñåãî äëÿ
ñàìîãî Áóëåçà, áûëî ýêñïåðèìåíòàëüíûì. Ò àê, â áåñåäå ñ Ñåëåñòèíîì
Äåëüåæåì (Celestin Deliege) îí ïðèçíàâàëñÿ, ÷òî ðàññìàòðèâàë Ñòðóêòó-
ðó 1à êàê «ýêñïåðèìåíò â îòíîøåíèè òîãî, ÷òî ìîæíî áûëî áû íàçâàòü
êàðòåçèàíñêèì ñîìíåíèåì: âíîâü ïîñòàâèòü âñå ïîä âîïðîñ, íà÷èñòî
èçáàâèòüñÿ îò íàñëåäèÿ è íà÷àòü âñå çàíîâî, ñ íóëÿ…» (Boulez 1976: 55).

Ïüåñà áûëà ñîçäàíà ñòðåìèòåëüíî, âñåãî çà îäíó íî÷ü. Ñâîþ öåëü
êîìïîçèòîð îïðåäåëèë òàê:
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«ß õîòåë èñïîëüçîâàòü ïîòåíöèàë äàííîãî ìàòåðèàëà, ÷òîáû óçíàòü,
êàê äàëåêî ìîæåò çàéòè àâòîìàòèçì ìóçûêàëüíûõ îòíîøåíèé ñ èíäèâè-
äóàëüíûì èçîáðåòåíèåì, ïðîÿâëÿþùèìñÿ ëèøü â íåêîòîðûõ î÷åíü ïðî-
ñòûõ ôîðìàõ äèñïîçèöèè, êàñàþùèõñÿ, íàïðèìåð , ïëîòíîñòè» ( Boulez
1976: 55).

Àíãëèéñêèé ìóçûêîâåä Ïîë Ã ðèôôèòñ ( Paul Griffiths) ñïðàâåäëèâî
óñìàòðèâàåò â ýòîì ðàçîáëà÷àþùåì  óòâåðæäåíèè ñâîéñòâåííûé Áóëåçó
«äóàëèçì àâòîìàòè÷åñêîãî (êàê ïîðîæäåíèÿ áåçëè÷íîãî ïðîöåññà) è
èíäèâèäóàëüíîãî (êàê ïðîÿâëåíèÿ àêòà ñâîáîäíîé âîëè êîìïîçèòîðà)»
(Griffiths 2010: 38). Äâîéñòâåííîñòü, äàæå ïðîòèâîðå÷èâîñòü, îòìå÷àåò â
öèòèðîâàííîì âûøå óòâåðæäåíèè è äðóãîé èññëåäîâàòåëü, àâñòðàëèéñ-
êèé ó÷åíûé Ðè÷àðä Òóóï (Richard Toop). Îí íàïîìèíàåò , ÷òî Áóëåç èçíà-
÷àëüíî õîòåë äàòü ïåðâîé ïüåñå Ñòðóêòóð íàçâàíèå êàðòèíû Ïà óëÿ Êëåå
(Paul Klee) Íà ãðàíèöå ïëîäîðîäíîé çåìëè 1. Òóóï ñ÷èòàåò, ÷òî ýñòåòèêà tabula
rasa, ïðîâîçãëàøàåìàÿ â Ñòðóêòóðå 1à, èäåò âðàçðåç ñ ýòèì íàìåðåíèåì ,
èíûìè ñëîâàìè, íàçâàíèå ïüåñû «åäâà ëè ïðåäïîëàãàåò ïîëíûé îòêàç îò
ýñòåòèêè» (Toop 1996: 68).

Ðàññìîòðèì ïåðâóþ êíèãó Ñòðóêòóð ñ òî÷êè çðåíèÿ ñîîòíîøåíèÿ
àâòîìàòè÷åñêîãî è èíäèâèäóàëüíîãî â òâîð÷åñêîì ïðîöåññå êîìïîçè-
òîðà.

Ïîñëåäîâàòåëüíîñòü ïüåñ â öèêëå íå ñîîòâåòñòâó åò èõ õðîíîëîãèè.
Ñòðóêòóðû èçíà÷àëüíî ñîçäàâàëèñü â èíîì ïîðÿäêå: 1à, 1ñ è 1b. Áóëåç
íàìåðåííî èçìåíèë ó ñòðîéñòâî öèêëà, äàáû «ñîçäàòü àíòèýâîëþöèîí-
íîå âïå÷àòëåíèå îò öåëîãî» ( Boulez 1976: 56). È äåéñòâèòåëüíî, åñëè ðàñ-
ïîëîæèòü ïüåñû â õðîíîëîãè÷åñêîì ïîðÿäêå, òî ïðîöåññ «ïåðåîòêðûòèÿ
ëè÷íîãî èçîáðåòåíèÿ», èñïîëüçó ÿ âûðàæåíèå êîìïîçèòîðà, ñòàíåò áî-
ëåå î÷åâèäíûì.

Áóëåç íå ðàç ïîä÷åðêèâàë, ÷òî Ñòðóêòóðà 1à ÿâëÿåòñÿ ÷èñòî àâòî-
ìàòè÷åñêîé. Ñ öåëüþ èñêëþ÷èòü ëþáûå ñòèëèñòè÷åñêèå ðåìèíèñöåíöèè
è ñíÿòü ñ ñåáÿ âñÿêóþ îòâåòñòâåííîñòü çà èçîáðåòåíèå ìàòåðèàëà (Boulez
1976: 56), îí çàèìñòâîâàë çâóêîâûñîòíóþ ñåðèþ äëÿ ñâîåé ïüåñû èç âòî-
ðîãî Ðèòìè÷åñêîãî ýòþäà  Îëèâüå Ìåññèàíà ( Olivier Messiaen) Mode de
valeurs et d’intensités. Ïðè ýòîì ïîêàçàòåëüíî, ÷òî ìàòåðèàë ìåññèàíîâñ-
êîãî ñî÷èíåíèÿ, ìîäàëüíûé ïî ñâîåé ñóòè, Áóëåç ïðåîáðàçîâàë â àâòî-

1 «Ýòà êàðòèíà ïîñòðîåíà â îñíîâíîì íà ãîðèçîíòàëüíûõ ëèíèÿõ ñ íåñêîëü-
êèìè íàêëîííûìè, òàê ÷òî îíà î÷åíü îðãàíè÷íà â ñâîåì èçîáðåòåíèè. Ïåðâàÿ
«Ñòðóêòóðà» áûëà âïîëíå ñîçíàòåëüíî ñîñòàâëåíà àíàëîãè÷íûì îáðàçîì»  (Boulez
1976: 55).
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ìàòè÷åñêóþ ñåðèéíóþ ïîñëåäîâàòåëüíîñòü, íà ÷òî â ñâîå âðåìÿ îáðàòèë
âíèìàíèå Ðè÷àðä Ò óóï (Toop 1974: 144). Íàïîìíèì, ÷òî Ìåññèàí ðàñ-
ñìàòðèâàë çâóêîâûñîòíóþ ñòðóêòóðó ñâîåãî ýòþäà êàê ëàä èç 36 çâóêîâ,
äèôôåðåíöèðîâàííûé íà òðè ïîäðàçäåëåíèÿ. Êàæäîå ïîäðàçäåëåíèå
âêëþ÷àëî 12 çâóêîâ, ðàçìåùåííûõ â îïðåäåëåííûõ îêòàâàõ. Êîððåëÿ-
öèÿ ñ èíûìè ïàðàìåòðàìè (ðèòìîì è äèíàìèêîé) îáó ñëàâëèâàëà ðàçëè-
÷èå âñåõ òîíîâ ïî âûñîòå, äëèòåëüíîñòè è èíòåíñèâíîñòè (ñì. ïîäðîá-
íåå Ìåññèàí 2002: 230). Çàèìñòâîâàâ ïåðâîå ïîäðàçäåëåíèå ìåññèàíîâ-
ñêîãî ëàäà, Áóëåç íèâåëèðîâàë âñå åãî õàðàêòåðíûå îñîáåííîñòè, ñâåäÿ
ê ïðîñòîé ïîñëåäîâàòåëüíîñòè çâóêîâ â ïðåäåëàõ îäíîé îêòàâû. Ïî ñïðà-
âåäëèâîìó çàìå÷àíèþ Ò óóïà, òåì ñàìûì îí ôàêòè÷åñêè ëèøèë «ëàä Ìåñ-
ñèàíà [..] åãî âûðàçèòåëüíîãî ñîäåðæàíèÿ»  (Toop 1974: 144), íî çàòî ñàì
ðÿä ñòàë ïðèãîäåí äëÿ ðàçëè÷íûõ ñåðèàëüíûõ ïðîöåäóð.

Ñïîñîá ðèòìè÷åñêîé îðãàíèçàöèè â Ñòðóêòóðå 1à áûë òàêæå çàèì-
ñòâîâàí èç Mode de valeurs et d’intensités Ìåññèàíà. Ðèòìî-âðåìåííó å ïðî-
ñòðàíñòâî ïüåñû ðåãóëèðîâàëîñü õðîìàòè÷åñêèì  ðÿäîì äëèòåëüíîñòåé 2 ,
ñîäåðæàùèì 12 ðàçëè÷íûõ åäèíèö â äèàïàçîíå îò îäíîé äî 3. Ñå-
ðèàëüíîé óïîðÿäî÷åííîñòè ïîäâåðãëèñü òàêæå äèíàìèêà è àðòèêóëÿöèÿ,
îäíàêî îíè èñïîëüçîâàëèñü èíà÷å, ÷åì ó Ìåññèàíà. Õîòÿ ïðåêîìïîçè-
öèîííûé ìàòåðèàë ïðåäïîëàãàë òîíêóþ ãðàäàöèþ ýëåìåíòîâ 4, àðòèêó-
ëÿöèîííûå è äèíàìè÷åñêèå çíà÷åíèÿ â ïüåñå Áóëåçà ïðåäíàçíà÷àëèñü
äëÿ âñåé ñåðèéíîé ñòðóêòóðû, òî åñòü êàæäîìó âûñîòíî-ðèòìè÷åñêîìó
ðÿäó ñîîòâåòñòâîâàëà îäíà êîíêðåòíàÿ èíòåíñèâíîñòü è àðòèêóëÿöèÿ,
íå èçìåíÿþùèåñÿ íà âñåì åãî ïðîòÿæåíèè.

Áëàãîäàðÿ ïåðåâîäó âñåõ ìóçûêàëüíûõ ïàðàìåòðîâ â ÷èñëîâîå èç-
ìåðåíèå êîìïîçèòîð ñîçäàë ìàòðèöó Ñòðóêòóðû 1à, ìàòåðèàëîì äëÿ
êîòîðîé âûñòóïèëè êâàäðàòû ïðèìû è èíâåðñèè. Ò àáëèöû ðåïðåçåíòè-
ðîâàëè åäèíñòâî ìàòåðèàëà è ôîðìû, îòðàæàÿ âñå àñïåêòû êîìïîçèöèè
îò ìèêðî- äî ìàêðîóðîâíÿ. Â ÷àñòíîñòè, â íèõ ñîäåðæàëàñü ïîñëåäîâà-
òåëüíîñòü ñåðèéíûõ ðÿäîâ ïüåñû, ïðè÷åì çàêîíû óïîðÿäî÷èâàíèÿ ìó-

2 Òåðìèíû õðîìàòè÷åñêèå äëèòåëüíîñòè è õðîìàòè÷åñêàÿ ãàììà äëèòåëüíîñ-
òåé ïðèíàäëåæàò Ìåññèàíó (ñì., íàïðèìåð, Ìåññèàí 2002: 231).

3 Íàïîìíèì, ÷òî äî Ñòðóêòóð Áóëåç èññëåäîâàë èíîé âèä ðèòìè÷åñêîé îðãà-
íèçàöèè. Òàê, îñíîâó ðèòìè÷åñêîãî ñòðóêòóðèðîâàíèÿ âî Âòîðîé ôîðòåïèàí-
íîé ñîíàòå, â Ïîëèôîíèè Õ  ñîñòàâëÿþò ðèòìè÷åñêèå ÿ÷åéêè è èõ ïðåîáðàçîâà-
íèÿ. Îá ýòîì ïîäðîáíåå ñì. â êíèãå Íàäåæäû Ïåòðó ñ¸âîé (Ïåòðó ñ¸âà 2002).

4 Ñåðèÿ äèíàìèêè ñêëàäûâàëàñü èç 12 ðàçëè÷íûõ çíà÷åíèé, à ñåðèÿ àðòèêó-
ëÿöèè – èç 10.
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çûêàëüíîãî öåëîãî ïîëó÷àëè îò÷åòëèâûå ãðàôè÷åñêèå î÷åðòàíèÿ. Ò àê, â
ïåðâîì ðàçäåëå òðàíñïîçèöèè âûñîòíûõ ðÿäîâ ó ôîðòåïèàíî I äâèãàëèñü
ïî íîìåðàì çâóêîâ I

1
 (òî åñòü âåðõíåé ñòðî÷êè êâàäðàòà èíâåðñèè), à ó

ôîðòåïèàíî II – ïî íîìåðàì çâóêîâ Ð
1
 (òî åñòü âåðõíåé ñòðî÷êè êâàäðàòà

ïðèìû). Ïîñëåäîâàòåëüíîñòü ðèòìè÷åñêèõ ðÿäîâ ó ôîðòåïèàíî I ñîîò-
âåòñòâîâàëà ÷èñëàì íèæíåé ñòðî÷êè êâàäðàòà èíâåðñèè, ÷èòàåìîé ñïðàâà
íàëåâî (òî åñòü ÷èñëàì RI

12
), à ó ôîðòåïèàíî II – ÷èñëàì íèæíåé ñòðî÷êè

êâàäðàòà ïðèìû (òî åñòü ÷èñëàì R
5
). Â ðåçóëüòàòå â îáîèõ ìóçûêàëüíûõ

ïàðàìåòðàõ ôóíêöèîíèðîâàëè ðÿäû âûñøåãî ïîðÿäêà, êîòîðûå ìîæíî
íàçâàòü òàêæå ìàêðîðÿäàìè. Äèíàìè÷åñêèå è àðòèêóëÿöèîííûå çíà÷å-
íèÿ ó ñòàíàâëèâàëèñü ñîîòâåòñòâåííî ÷èñëîâîìó ïîðÿäêó äèàãîíàëåé,
íàïðàâëåííûõ â ïðîòèâîïîëîæíûå óãëû êàæäîãî êâàäðàòà. Åñëè âûäå-
ëèòü â ÷èñëîâûõ òàáëèöàõ âñå îáîçíà÷åííûå âûøå ïîñëåäîâàòåëüíîñòè
ðÿäîâ, òî âíóòðè ïîëÿ ìàòðèöû ïîÿâèòñÿ ãðàôè÷åñêîå èçîáðàæåíèå ïå-
ñî÷íûõ ÷àñîâ, ñëóæàùèõ îëèöåòâîðåíèåì òåêó÷åñòè âðåìåíè ( ïðèìåð 1à).

Âî âòîðîì ðàçäåëå ïüåñû ïîðÿäîê âûñîòíûõ è ðèòìè÷åñêèõ ðÿäîâ
âíîâü îïðåäåëÿëñÿ íèæíåé è âåðõíåé ñòðî÷êàìè ÷èñëîâûõ òàáëèö. Çíà-
÷åíèÿ æå äëÿ àðòèêóëÿöèè è äèíàìèêè êîìïîçèòîð ïîëó÷àë îò äèàãîíà-
ëåé êâàäðàòîâ, ïîìåùåííûõ âíóòðü ìàòðèöû è îïèðàþùèõñÿ íà ñâîþ
âåðøèíó ( ïðèìåð 1b). Äàííîå ãðàôè÷åñêîå èçîáðàæåíèå åñòü ñèìâîë ïî-
êîÿ, ñòàáèëüíîñòè è ïîðÿäêà.

Òàêèì îáðàçîì, â ìàòðèöå áûëà çàïðîãðàììèðîâàíà âñÿ êîìïîçè-
öèÿ. Òðåáîâàëîñü ëèøü ïåðåâåñòè ÷èñëîâûå ñòðóêòóðû â çâó÷àùóþ îá-
ëàñòü, ÷òî Áóëåç è ïðåäïðèíÿë (íî, êàê èçâåñòíî, ñ íåòî÷íîñòÿìè 5). Ïî-
äîáíûé àâòîìàòèçì ôàêòè÷åñêè íå îñòàâëÿë ìåñòà äëÿ ëè÷íîñòíîãî,
òâîð÷åñêîãî íà÷àëà è òåì ñàìûì, î÷åâèäíî, ïðèäàâàë ñî÷èíåíèþ ñòàòó ñ
îáúåêòèâíîé äàííîñòè.

Ïðîÿâëåíèÿ èíäèâèäóàëüíîãî èçîáðåòåíèÿ â Ñòðóêòóðå 1à ìèíèìàëü-
íû. Îíè êàñàþòñÿ ïðåæäå âñåãî òåìïîâîé äèôôåðåíöèàöèè è ïëîòíîñòè
ìóçûêàëüíîé ôàêòóðû. Â ïüåñå ôóíêöèîíèðóþò òðè òåìïà:  Très modéré
(Î÷åíü óìåðåííî), Modéré, presque vif (Óìåðåííî, ïî÷òè æèâî), Lent
(Ìåäëåííî). Áóëåç ÷åðåäó åò èõ òàêèì îáðàçîì, ÷òîáû â êàæäîì ðàçäåëå
ñî÷èíåíèÿ âîçíèêëà çåðêàëüíî-ñèììåòðè÷íàÿ ïîñëåäîâàòåëüíîñòü ( ïðè-

5 Ëèãåòè, èðîíèçèðóÿ ïî ïîâîäó ÷ðåçìåðíîé ñòðîãîñòè ñåðèàëüíîé êîìïîçè-
öèè Áóëåçà, ãîâîðèë, ÷òî èç ýòèõ îøèáîê  ìîæíî îáðàçîâàòü ñîáñòâåííóþ ñåðèþ,
îòðàæàþùóþ ñòåïåíü òî÷íîñòè ðåàëèçàöèè ñåðèéíîãî ìàòåðèàëà: 1) áåç îøè-
áîê; 2) ñ íåçíà÷èòåëüíûìè îòêëîíåíèÿìè; 3) ñ ðàäèêàëüíûìè îòêëîíåíèÿìè;
4) ñ äîâîëüíî ðàäèêàëüíûìè îòêëîíåíèÿìè (ñì. Ligeti 1958: 61).
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ìåð 2). Òåìïîâûé êîíòðàñò ìåæäó ñàìèìè ðàçäåëàìè äëÿ ñëóøàòåëÿ äîñ-
òàòî÷íî î÷åâèäåí. Êîëè÷åñòâî îäíîâðåìåííî ôóíêöèîíèðóþùèõ ñåðèé-
íûõ ãîëîñîâ öåëèêîì çàâèñèò îò àâòîðñêîé âîëè. Èõ ìàêñèìàëüíîå ÷èñ-
ëî â ïåðâîì ðàçäåëå ïðèõîäèòñÿ íà ìåäëåííûé òåìï, à ìèíèìàëüíîå –
íà óìåðåííûé, âî âòîðîì ðàçäåëå çâóêîâàÿ ïëîòíîñòü îêàçûâàåòñÿ áîëåå
ñòàáèëüíîé.

à á
Ïîñëåäîâàòåëüíîñòü ñåðèéíûõ ðÿäîâ Ïîñëåäîâàòåëüíîñòü ñåðèéíûõ ðÿäîâ
â ïåðâîì ðàçäåëå ñî÷èíåíèÿ âî âòîðîì ðàçäåëå ñî÷èíåíèÿ

Ïðèìåð 1.  Ïüå ð Áóëåç. Ñòðóêòóðà 1à. Êâàäðàò ïðèìû

Ïðèìåð 2.  Ïüå ð Áóëåç. Ñòðóêòóðà 1à.
Ñõåìà òåìïîâ è ôàêòóðíîé ïëîòíîñòè

Àâòîìàòèçì áûë ëèøü ïåðâûì øàãîì íà ïóòè ê ïåðñîíàëèçèðîâàí-
íîìó ñòèëþ, íåîáõîäèìûì ó ñëîâèåì, îáåñïå÷èâàþùèì, ïî âûðàæåíèþ
Áóëåçà, î÷èùåíèå îò «íåíóæíûõ àññîöèàöèé» ñ ëþáûìè ïðîÿâëåíèÿìè
«òðàäèöèîííîãî» ( Boulez 1976: 56). Íî ýêñïåðèìåíò íå óäîâëåòâîðèë
êîìïîçèòîðà. Ïîëíåéøàÿ ðàöèîíàëèçàöèÿ îáåäíèëà âûðàçèòåëüíîñòü
ñîáñòâåííî ìóçûêàëüíîãî çâó÷àíèÿ, ïðåäåëüíàÿ äèôôåðåíöèàöèÿ ìå-
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ëîäè÷åñêèõ, ãàðìîíè÷åñêèõ, ðèòìè÷åñêèõ è èíûõ ýëåìåíòîâ ïðèâåëà ê
èõ èíäèôôåðåíòíîñòè, à íåïðåðûâíîå èçìåíåíèå îáåðíóëîñü ìîíîòî-
íèåé.

Ñâîå èññëåäîâàíèå ñîîòíîøåíèÿ àâòîìàòèçìà è èíäèâèäóàëüíîãî
èçîáðåòåíèÿ Áóëåç ïðîäîëæèë â ñëåäóþùåé ïüåñå öèêëà. Â îñíîâå Ñòðóê-
òóðû 1ñ ëåæèò òîò æå ñàìûé ñåðèéíûé ìàòåðèàë6, ðåãóëèðóåìûé òåìè
æå ÷èñëîâûìè òàáëèöàìè.

Áîëüøîå çíà÷åíèå â ðàçâèòèè áóëåçîâñêîãî ñåðèàëüíîãî ìåòîäà ïðè-
îáðåòàåò ñïîñîá ðèòìè÷åñêîãî ñòðóêòóðèðîâàíèÿ, êîòîðûé ñòàíîâèòñÿ
àëüòåðíàòèâíûì. Â ïüåñå, íàðÿäó ñ ðÿäàìè, ñîäåðæàùèìè 12 õðîìàòè-
÷åñêèõ äëèòåëüíîñòåé, ïðèñóòñòâóþò òàêæå ñòðóêòóðû, ñîñòîÿùèå èç îäè-
íàêîâûõ ðèòìè÷åñêèõ âåëè÷èí (òî åñòü ðÿäû èç 12 , èç 12 , èç 12 
è ò. ï.) 7. Áëàãîäàðÿ ýòîìó â ïðîèçâåäåíèè âîçíèêàåò ïîëÿðèçàöèÿ ðåãó-
ëÿðíûõ è íåðåãóëÿðíûõ ðèòìè÷åñêèõ îáðàçîâàíèé, à âûñîòíûå ðÿäû
äâèæóòñÿ ñ ïåðåìåííîé ñêîðîñòüþ 8. Åñëè â êàæäîé ÷àñòè Ñòðóêòóðû 1à
ñåðèéíîå öåëîå ÷åòêî àðòèêóëèðîâàëîñü ïîñðåäñòâîì îäíîâðåìåííîé
ñìåíû ðÿäîâ ó îáîèõ ôîðòåïèàíî 9, òî òåïåðü ýòà ñìåíà îñóùåñòâëÿåòñÿ
àñèíõðîííî. Â ðåçóëü òàòå ñèíòàêñè÷åñêèå ãðàíèöû âíóòðè âñåõ òðåõ ðàç-
äåëîâ ïüåñû 1ñ êàê áû ðàçìûâàþòñÿ, ñòàíîâÿòñÿ ïîäâèæíûìè, à çâóêî-
âàÿ ïëîòíîñòü îñòàåòñÿ áîëåå èëè ìåíåå ïîñòîÿííîé.

Ïðè ðàáîòå ñ òàáëèöàìè Áóëåç îòäàåò ÿâíîå ïðåäïî÷òåíèå íå ïðÿ-
ìîìó , à äèàãîíàëüíîìó ñïîñîáó ÷òåíèÿ. Ò àê, âñå ðÿäû âòîðîãî è òðåòüåãî
ðàçäåëà 1ñ îñíîâàíû íà ÷èñëîâûõ ñòðóêòóðàõ, îáðàçîâàííûõ ðàçëè÷íûìè
äèàãîíàëÿìè êâàäðàòîâ ïðèìû è èíâåðñèè. Îðãàíèçàöèÿ ðÿäîâ ïî òàêîìó
ïðèíöèïó îáíàðóæèâàåò òåíäåíöèþ ê èõ âíóòðåííåé óíèôèêàöèè (âåäü
÷èñëà â äèàãîíàëÿõ ïîâòîðÿþòñÿ). Ïî ñóòè, òàêèå ñòðóêòóðû îêàçûâàþòñÿ
ïðîìåæóòî÷íûìè ìåæäó ðåãóëÿðíûìè (ãîìîãåííûìè) è íåðåãóëÿðíûìè

6 Ñåðèÿ àðòèêóëÿöèè òåïåðü ñîñòîèò èç 12 ýëåìåíòîâ.
7 Òî÷íî òàê æå àëüòåðíàòèâíûìè îêàçûâàþòñÿ äèíàìèêà è àðòèêóëÿöèÿ.
8 Òàê, íà÷àëî ïüåñû øåñòèêîëåéíî, ó êàæäîãî èíñòðóìåíòà èçëàãàþòñÿ îäíî-

âðåìåííî ïî òðè ñåðèéíûõ ãîëîñà. Â ôîðòåïèàíî I âûñîòíûå ðÿäû R es, Pfis è
Rcis äâèæóòñÿ ðåãóëÿðíûìè äëèòåëüíîñòÿìè ñ ÷èñëîâûìè ïîêàçàòåëÿìè 2, 6 è 9
ñîîòâåòñòâåííî, òî åñòü ìóçûêàëüíîå çâó÷àíèå èçìåðÿåòñÿ ðÿäàìè èç 12 , èç 12

, èç 12 . Â ôîðòåïèàíî II êðàéíèå ñåðèéíûå ãîëîñà (ðÿäû RI b è RIfis) îïèðà-
þòñÿ íà ðåãóëÿðíûå ðèòìè÷åñêèå ñòðóêòóðû ñ ÷èñëîâûìè èíäåêñàìè 8 è 12, à
ñðåäíèé ãîëîñ îñíîâûâàåòñÿ íà ðÿäå õðîìàòè÷åñêèõ äëèòåëüíîñòåé (P8).

9 Ðàçãðàíè÷åíèþ ðÿäîâ â íåìàëîé ñòåïåíè ñïîñîáñòâîâàëè òàêæå ìåæäóòàê-
òîâûå ôåðìàòû.
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(ãåòåðîãåííûìè). Ñêàçàííîå îòíîñèòñÿ êî âñåì ïàðàìåòðàì, êðîìå âû-
ñîòíîé ñôåðû, ãäå íåïîâòîðÿåìîñòü äâåíàäöàòè òîíîâ îñòàåòñÿ íåçûá-
ëåìûì çàêîíîì êîìïîçèöèè.

Äèñïîçèöèÿ ñåðèéíîãî ìàòåðèàëà Ñòðóêòóðû 1ñ èìååò äîñòàòî÷íî
ñëîæíóþ ïëàíèðîâêó è îñíîâûâàåòñÿ êàê íà ïðîòèâîïîñòàâëåíèè èí-
ñòðóìåíòîâ, òàê è íà èõ òåñíîì âçàèìîäåéñòâèè. Íàïðèìåð, ïåðâûé ðàç-
äåë ïüåñû äåëèòñÿ íà äâå êîìïëåìåíòàðíûå ïîëîâèíû. Ñåðèéíûé ìàòå-
ðèàë îáîèõ ôîðòåïèàíî ïîíà÷àëó ïðîòèâîïîëàãàåòñÿ: ïðÿìûì ôîðìàì
îòâå÷àþò èíâåðñèîííûå, óáûâàþùåé àðèôìåòè÷åñêîé ïðîãðåññèè – óâå-
ëè÷èâàþùàÿñÿ, ðåãóëÿðíûì ðÿäàì – íåðåãóëÿðíûå. Â ñåðåäèíå ðàçäåëà
ôîðòåïèàíî êàê áû îáìåíèâàþòñÿ ðÿäàìè, òî åñòü ìàòåðèàë îäíîãî èí-
ñòðóìåíòà ïåðåõîäèò â äðóãîé (ïðèìåð 3 ). Êàê è â Ñòðóêòóðå 1à, êîìïî-
çèöèîííîå öåëîå ðåãóëèðó åòñÿ ìàêðîðÿäàìè, ÷èñëîâàÿ ñòðóêòóðà êîòî-
ðûõ íåðåäêî ìîäèôèöèðó åòñÿ çà ñ÷åò ïåðåñòàíîâêè ãåêñàõîðäîâ (ñì. â
ïðèìåðå 3 ìàêðîðÿäû äèíàìèêè è àðòèêóëÿöèè, íà÷èíàþùèåñÿ ó ôîð-
òåïèàíî II).

×èñëîâûå ñòðóêòóðû, ëåæàùèå â îñíîâå ìàêðîðÿäîâ äèíàìèêè è àðòèêóëÿöèè
â 1-ì ðàçäåëå:

P1: 1 2 3 4 5 6 7 8 9 10 11 12
R12: 12 11 10 9 8 7 6 5 4 3 2 1
I12: 12 9 11 6 5 4 10 8 2 7 3 1

×èñëîâàÿ ïîñëåäîâàòåëüíîñòü ðÿäîâ (ìàêðîðÿä) äèíàìèêè â 1-ì ðàçäåëå:

Ô-íî  I 12 11 10 9 9 (8) 7 1 2 3 4 5 6

Ô-íî  II 7 8 9 10 11 12 6 5 4 3 2 12 (1)

×èñëîâàÿ ïîñëåäîâàòåëüíîñòü ðÿäîâ (ìàêðîðÿä) àðòèêóëÿöèè â 1-ì ðàçäåëå:

Ô-íî  I 1 2 3 4 5 6 12 9 11 6 5 4

Ô-íî  II 10 8 2 7 3 1 7 8 9 10 11 12

Ïðèìåð 3.  Ïüå ð Áóëåç. Ñòðóêòóðà 1ñ10.
Ìàêðîðÿäû äèíàìèêè è àðòèêó ëÿöèè â 1-ì ðàçäåëå

10 Â äàííîé ïüåñå òàê æå, êàê è â 1à, Áóëåç äîïóñòèë ðÿä íåòî÷íîñòåé. Íàïðèìåð,
â ïîñëåäîâàòåëüíîñòè ðÿäîâ äèíàìèêè, êîòîðàÿ ñîîòâåòñòâó åò âåðõíåé ñòðî÷êå
êâàäðàòà ïðèìû, ÷èòàåìîé ñïðàâà íàëåâî (òî åñòü R 12), âìåñòî P 8 ïîâòîðåí ðÿä
Ð9, âìåñòî Ð 1 äàí ðÿä R12. Ïðàâèëüíûå ÷èñëà ïðèâîäÿòñÿ â ïðèìåðå 3 â ñêîáêàõ.

Ò
Ò

Ò
Ò
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Ñåðèéíàÿ êîíñòðóêöèÿ âòîðîãî ðàçäåëà ó ñëîæíÿåòñÿ åùå áîëüøå.
Ìàêðîðÿäû ðàçáèâàþòñÿ íà ìåëêèå ñåãìåíòû (ïî 2–3 ýëåìåíòà), êîòî-
ðûå ïåðåìåøèâàþòñÿ óæå íå òîëüêî ìåæäó èíñòðóìåíòàìè, íî è ìåæäó
ðàçëè÷íûìè ïàðàìåòðàìè.

1ñ, òàêèì îáðàçîì, òåñíî ñâÿçàíà ñ ïðåäûäóùåé ïüåñîé. Çäåñü ïðî-
äîëæàåò äîìèíèðîâàòü áåçëè÷íîå íà÷àëî, ïî ñóùåñòâó ãåíåðèðóþùåå íå
òîëüêî ìóçûêàëüíûé ìàòåðèàë, íî è âåñü êîìïîçèöèîííûé ïðîöåññ. È
âñå æå ïîêàçàòåëüíî, ÷òî Áóëåç ïûòàåòñÿ âîçäåéñòâîâàòü íà àâòîìàòèêó ,
ðàñøèðÿÿ ïðîñòðàíñòâî äëÿ personal invention. Êîíòðàñò ñâîáîäíî ÷åðå-
äóþùèõñÿ ðåãóëÿðíûõ è íåðåãóëÿðíûõ ðÿäîâ, àñèíõðîííîñòü èõ ñìåí,
ïðåäïî÷òåíèå ñòðóêòóð ïðîìåæóòî÷íîãî òèïà, âîçíèêàþùèõ íà îñíîâå
äèàãîíàëüíîãî ñïîñîáà ÷òåíèÿ, àêòèâíàÿ ðàáîòà ñ ìàêðîðÿäàìè, íàïðàâ-
ëåííàÿ íà èõ ïðåîáðàçîâàíèå, íàêîíåö, ïîïûòêà ñäåëàòü êîíòðàïóíêò
ïàðàìåòðîâ ïðîíèöàåìûì – âñå ýòî ñâèäåòåëüñòâó åò îá èçìåíåíèè îò-
íîøåíèÿ ê ìàòåðèàëó è òâîð÷åñêîìó ïðîöåññó êàê òàêîâîìó .

Ïüåñà 1b – ñàìàÿ áîëüøàÿ è ñëîæíàÿ â ïåðâîé êíèãå Ñòðóêòóð.
Ïðåêîìïîçèöèîííûé ìàòåðèàë â îñíîâå ñâîåé îñòàåòñÿ ïðåæíèì, îä-
íàêî ñòðåìëåíèå êîìïîçèòîðà «ñäåëàòü ÷òî-òî èç ìàòåðèàëà » (Boulez 1976:
55) ïðèâîäèò ê íîâûì ìåòîäàì ðàáîòû 11. Íàèáîëåå îò÷åòëèâî ðàçâèòèå
ñåðèàëüíîé òåõíèêè Áóëåçà ïðîÿâëÿåòñÿ â âûñîòíîé è ðèòìè÷åñêîé ñôåðå.

Ôàêòè÷åñêè ïüåñà 1b îïèðàåòñÿ íà äâà âèäà âûñîòíûõ ðÿäîâ. Îäèí
èç íèõ – ìåññèàíîâñêèé, ïðåäñòàâëåííûé â 4-õ òðàäèöèîííûõ ôîðìàõ
(ïðÿìîé, èíâåðñèîííîé, ðàêîõîäíîé è ðàêîõîäíî-èíâåðñèîííîé), äðó-
ãîé – ïðîèçâîäíûé îò íåãî. Äåðèâàòèâíûå ðÿäû ïîëó÷àþòñÿ ïîñðåäñòâîì
àñèììåòðè÷íîãî ðàçäåëåíèÿ ìåññèàíîâñêîé ñåðèè íà äâà ñåãìåíòà (7+5
è 5+7)12, êàæäûé èç êîòîðûõ ïî ñóòè îêàçûâàåòñÿ àâòîíîìíûì è ìîæåò
÷èòàòüñÿ íåçàâèñèìî îò äðóãîãî â ëþáîé ïîñëåäîâàòåëüíîñòè. Ò àê, óæå â
ñàìîì íà÷àëå ïüåñû ïðîòèâîñòîÿíèå àâòîìàòè÷åñêîãî è èíäèâèäóàëü-
íîãî èçîáðåòåíèÿ âûðàæàåòñÿ â êîíòðàïóíêòå çàèìñòâîâàííîãî (ó ôîð-
òåïèàíî II) è ïðîèçâîäíîãî (ó ôîðòåïèàíî I) ðÿäîâ. Â ïðèìåðå 4 ìîæíî
âèäåòü, ÷òî ïîñëåäíèé âîçíèêàåò ïóòåì ïåðåñòàíîâêè ñåãìåíòîâ ìåññè-
àíîâñêîãî ðÿäà è ñîîòâåòñòâóþùåé çàìåíû èõ ðàêîõîäíîé è èíâåðñèîí-
íîé ôîðìàìè, âçÿòûìè â òðàíñïîçèöèè:

11 Îòíîñèòåëüíî ïîäðîáíûé àíàëèç Ñòðóêòóðû 1b ñîäåðæèòñÿ â ñòàòüå Ïàñ-
êàëÿ Äåêðóïå (Decroupet 1995) è êíèãå Âåðíåðà Øòðèíöà (Strinz 2003).

12 Ýòî àññèìåòðè÷íîå ðàçäåëåíèå áóäåò èìåòü ìåñòî è â äðóãèõ ïàðàìåòðàõ, à
òàêæå ïðîÿâëÿòüñÿ íà ðàçíûõ óðîâíÿõ êîìïîçèöèè.
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Ôîðòåïèàíî II, ìåññèàíîâñêèé ðÿä

Ôîðòåïèàíî I, ïðîèçâîäíûé ðÿä

Ïðèìåð 4.  Ïüå ð Áóëåç. Ñòðóêòóðà 1b. Âûñîòíûå ðÿäû â òò. 1–17

Áóëåç òàêæå ÷àñòî ïðèáåãàåò ê ïðèåìàì ïåðìóòàöèè è ðîòàöèè çâó-
êîâ. Îí ìåíÿåò ñïîñîáû ðàçâèòèÿ ìàòåðèàëà ôàêòè÷åñêè â êàæäîì ðàç-
äåëå ñî÷èíåíèÿ.

Íå ìåíåå âàæíûå ñäâèãè ïðîèñõîäÿò è â ðèòìè÷åñêîé îáëàñòè. Â
Ñòðóêòóðå 1b ñóùåñòâåííî ðàñøèðÿåòñÿ ñïåêòð äëèòåëüíîñòåé. Åñëè â
ïðåäûäóùèõ ïüåñàõ ñàìîé ìåëêîé åäèíèöåé èçìåðåíèÿ âûñòóïàëà  , à
ñàìîé êðóïíîé –  , òî òåïåðü äèàïàçîí êîëåáëåòñÿ îò îäíîé ñòîäâàä-
öàòüâîñüìîé äî äëèòåëüíîñòè, ðàâíîé ñóììå 18 ÷åòâåðòåé. Ó âåëè÷åíèå
ñïåêòðà çíà÷åíèé îñóùåñòâëÿåòñÿ ïðè ïîìîùè òàêèõ ìåòîäîâ ïðåîáðà-
çîâàíèÿ, êàê óìíîæåíèå è äåëåíèå. Íàïðèìåð, â ñàìîì íà÷àëå ïüåñû
ðèòìè÷åñêàÿ îðãàíèçàöèÿ â ïàðòèè ôîðòåïèàíî II áàçèðó åòñÿ íà ÷èñëî-
âîì ðÿäå 5–11–10–6–7–8–6 / 3–2–11–2–3, îáðàçîâàííîì äâóìÿ äèà-
ãîíàëÿìè êâàäðàòà ïðèìû (ñ àññèìåòðè÷íûì äåëåíèåì 7+5) è äàííîì â
ïÿòèêðàòíîì óâåëè÷åíèè (òî åñòü êàê 25–55–50–30…) 13.

1b äåìîíñòðèðó åò òàêæå ñèíòåç ïðèíöèïîâ ðèòìè÷åñêîãî ñòðóêòó-
ðèðîâàíèÿ, îñíîâàííûõ íà ðÿäàõ äëèòåëüíîñòåé (ðåãóëÿðíûõ è íåðåãó-
ëÿðíûõ) è ðèòìè÷åñêèõ ÿ÷åéêàõ. ×èñëîâûå ïîñëåäîâàòåëüíîñòè, âçÿòûå
èç òàáëèö, ðåàëèçóþòñÿ â áîëüøèíñòâå ñëó÷àåâ ñëîæíûì êîìáèíèðî-
âàííûì ñïîñîáîì. Ò àê, â íà÷àëå âòîðîãî ðàçäåëà (Lent, òò. 18–21) îðãà-
íèçàöèÿ ðèòìè÷åñêèõ ñòðóêòóð ó ôîðòåïèàíî I îïðåäåëÿåòñÿ ÷èñëîâûì
ðÿäîì âåðõíåé ñòðî÷êè êâàäðàòà èíâåðñèè, òî åñòü I

1
: 1–7–3–10–12–9–

2–11–6–4–8–5. Èç ÷èñåë äàííîãî ðÿäà Áóëåç îáðàçó åò ÷åòûðå ðèòìè-
÷åñêèå ÿ÷åéêè ñ ñîîòíîøåíèåì äëèòåëüíîñòåé 1–5, 7–3, 4–6 è 9–2 ( ïðè-
ìåð 5). Ìåëü÷àéøàÿ åäèíèöà â êàæäîé ÿ÷åéêå ðàçëè÷íà. Â ñòðóêòóðàõ b

13 1 = îäíîé 
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è d èç ïðèìåðà 5  îíà ñîîòâåòñòâóåò îäíîé , â à – îäíîé  òðèîëè, â ñ–
îäíîé êâèíòîëè. Êàæäàÿ ÿ÷åéêà èìååò òàêæå îáùóþ äëèòåëüíîñòü, èçìå-
ðÿåìóþ â òðèäöàòüâòîðûõ (ñì. íèæíþþ ñòðîêó íà ñõåìå èç ïðèìåðà 5 ).

Ïðèìåð 5.  Ïüå ð Áóëåç. Ñòðóêòóðà 1b.
Ðèòìè÷åñêàÿ îðãàíèçàöèÿ â òò. 18–21

Êîìáèíàöèÿ âñåõ ñòðóêòóð îñóùåñòâëÿåòñÿ ïî ñëåäóþùåìó ïðèí-
öèïó:

1 7 3 Š 10 12 9 2

‹ Œ

5 Š 8 4 6 11

Õîòÿ àðòèêóëÿöèÿ ðèòìè÷åñêèõ ÿ÷ååê ïîíà÷àëó ìàëî î÷åâèäíà, â
äàëüíåéøåì õîäå ñî÷èíåíèÿ îíà âûÿâëÿåòñÿ ïîñðåäñòâîì  òîæäåñòâà äè-
íàìè÷åñêèõ  íþàíñîâ èëè âèäîâ  àòòàêè, à òàêæå áëàãîäàðÿ ðèòìè÷åñêîé
ðåãóëÿðíîñòè. Íàïðèìåð, â òò . 227–250 ðèòìè÷åñêèå ÿ÷åéêè ñîñòîÿò èç
äâóõ (ðåæå òðåõ) äëèòåëüíîñòåé, ðàçäåëåííûõ íà ðàâíîäîëüíîå êîëè÷å-
ñòâî ýëåìåíòîâ. Ã ðàíèöû  ÿ÷ååê ìàðêèðóåò íå òîëüêî ãðóïïèðîâêà , íî  è
ñìåíà äèíàìè÷åñêèõ íþàíñîâ (ñì . ïðèìåð 6 ).
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Ïðèìåð 6.  Ïüå ð Áóëåç. Ñòðóêòóðà 1b. Ðèòìè÷åñêàÿ ñõåìà òò. 227–243

×èñëîâûå ðÿäû, ëåæàùèå â îñíîâå òò . 227–250:

Äèàãîíàëü 12 2 4 2 9 10 5 2 10 5 9 8

êâàäðàòà ïðèìû: ‹ Œ Œ Œ ‹ ‹ ‹

R8 c ðàêîõîäíûì 6 4 3 10 12 7 11 1 2 9 5 8

2-ì ñåãìåíòîì: ‹ Œ

Ð10: 10 3 Š 7 1 2 8 12 4 5 11 9 6

Ò Ò

Ò

Ò
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Ðèòìè÷åñêàÿ îðãàíèçàöèÿ â öåëîì ïðåäñòàåò êàê ñëîæíàÿ ìíîãîóðîâ-
íåâàÿ ñèñòåìà, â êîòîðîé äåéñòâóåò ïðèíöèï èåðàðõèè: ýëåìåíòû Š
ÿ÷åéêè Š  ðÿäû Š ïîëå.

Êîìïîçèöèîííîå öåëîå Ñòðóêòóðû 1b ñêëàäûâàåòñÿ èç ÷åðåäîâà-
íèÿ áûñòðûõ è ìåäëåííûõ ðàçäåëîâ , êîòîðûå  â ñâîèõ ýñêèçàõ Áóëåç îáî-
çíà÷èë êàê «ïåðâîíà÷àëüíûå» è  «ïðîìåæóòî÷íûå»  ñòðóêòóðû14 (ïðèìåð 7).
Áëàãîäàðÿ ïðåäåëüíîìó êîíòðàñòó ìåëêèõ è êðóïíûõ äëèòåëüíîñòåé ñî-
çäàåòñÿ îñîáîå òåìïî-âðåìåíí óå îùóùåíèå: ìåäëåííàÿ ìóçûêà âîñïðè-
íèìàåòñÿ êàê áûñòðàÿ è íàîáîðîò .

Ïðèìåð 7. Ïüå ð Áóëåç. Ñòðóêòóðà 1b. Ñõåìà êîìïîçèöèî ííîãî öåëîãî 15

Èòàê, ïåðâóþ êíèãó Ñòðóêòóð â áóêâàëüíîì ñìûñëå ìîæíî ñ÷èòàòü
òâîð÷åñêîé ëàáîðàòîðèåé êîìïîçèòîðà. Ýêñïåðèìåíòû, íàïðàâëåííûå
íà ñîçäàíèå è ðàçðàáîòêó ïðàâèë ìóçûêàëüíîé ãðàììàòèêè, ÿâëÿëèñü
âìåñòå ñ òåì îïûòàìè â îáëàñòè òâîð÷åñêîãî ïðîöåññà, èññëåäóþùèìè
ãðàíèöû ìåæäó àâòîìàòèçìîì è ëè÷íûì èçîáðåòåíèåì (àêòîì èíäèâè-
äóàëüíîãî òâîðåíèÿ).

Ïåðâàÿ êíèãà Ñòðóêòóð – ïîêàçàòåëüíûé ïðèìåð ðàçâèòèÿ áóëå-
çîâñêîãî ñåðèàëüíîãî ìûøëåíèÿ. Öèêë äåìîíñòðèðó åò ïóòü, ïðåîäîëå-
âàåìûé êîìïîçèòîðîì â ïîèñêàõ íîâûõ êîíñòðóêòèâíûõ ïðèåìîâ, ñòàâ-
øèõ èçëþáëåííûìè â ïîñëåäóþùèõ ñî÷èíåíèÿõ. Ê òàêîâûì, â ÷àñòíî-
ñòè, îòíîñÿòñÿ ñåãìåíòàöèÿ è ðîòàöèÿ ñåðèé, ñòðåìëåíèå ê àñèììåòðèè,
îáðàçîâàíèå ïðîèçâîäíûõ ðÿäîâ, ñèíòåç ðàçëè÷íûõ âèäîâ ðèòìè÷åñêèõ
ñòðóêòóð (ðåãóëÿðíûõ è íåðåãóëÿðíûõ ðÿäîâ, ðèòìè÷åñêèõ ÿ÷ååê), íî-
âûå ìåòîäû îáðàçîâàíèÿ (óìíîæåíèå è äåëåíèå ðèòìè÷åñêèõ åäèíèö),
èåðàðõèÿ ñåðèéíûõ ñòðóêòóð, ïîïûòêè ïðåîäîëåíèÿ ãîðèçîíòàëüíîé
òðàêòîâêè ñåðèè.

14 Ñì. ïîäðîáíåå: Decroupet 1995: 117.
15 Â ïðèìåðå 7 áóêâàìè a è b îáîçíà÷åíû ñîîòâåòñòâåííî ãëàâíûå è ïðîìåæó-

òî÷íûå  ñòðóêòóðû. Â ïîñëåäíåé ñòðî÷êå áóêâà Ð óñëîâíî ñîîòâåòñòâó åò ïàðàìåòðó
âûñîòû (pitch), R – ðèòìó ( rhythm), D – äèíàìèêå ( dynamics), À – àðòèêóëÿöèè
(articulation).
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Â áåñåäå ñ Ïüåðîì-Ìèøåëåì Ìåíãåðîì Áóëåç ïðèçíàâàëñÿ:
«ß, ïîæàëóé, øåñòü ìåñÿöåâ áûë ñåðèàëèñòîì, â ðàííèå ãîäû, â 1952,

â ïåðèîä ñî÷èíåíèÿ “Ñòðóêòóðû 1à” è î÷åíü ñêîðî ïîçíàë ãðàíèöû. ß
ãîâîðèë, ÷òî íåîáõîäèìî ïðîéòè ÷åðåç ýòó ñòðîãîñòü, ÷òîáû íàéòè ïëî-
äîðîäíóþ çåìëþ. Ñåðèéíîñòü ÿâëÿåòñÿ ëèøü ãðàíèöåé ïëîäîðîäèÿ. Îä-
íàêî íåëüçÿ äâèãàòüñÿ íà ãðàíèöå» (öèò. ïî: Ïåòðó ñ¸âà 2002: 296).

Ïðèçíàâàÿ âàæíîñòü ýêñïåðèìåíòèðîâàíèÿ â êîìïîçèòîðñêîé ðà-
áîòå, Áóëåç â èòîãå ïðèøåë ê èäåå «äâèæåíèÿ âíå ãðàíèö», ê ñâîáîäå îò
àïðèîðíûõ çàêîíîâ: «[..] çàêîí äîëæåí äåéñòâîâàòü ëîêàëüíî, ëèøü âíóòðè
ïðîèçâåäåíèÿ îí äîëæåí èìåòü ñâîþ îïðåäåëåííîñòü è îòñóòñòâîâàòü âíå
êîìïîçèöèè» (öèò . ïî: Ïåòðó ñ¸âà 2002: 296). Ïåðâàÿ êíèãà Ñòðóêòóð,
êàê ýòî íè ïàðàäîêñàëüíî, ñòàëà âàæíîé âåõîé íà äàííîì ïóòè.

The First Book of Pierre Boulez’s Structures:
From Automatism to Individual Invention

Ekaterina Okuneva

Summary

The first book of Pierre Boulez’s Structures for 2 pianos was written in
1951–52. It became the classical sample of serial music, having made essential
impact on generation of young composers of the avant-garde. The Structure
1a has received the greatest popularity from three pieces of this cycle. Struc-
tures 1b and 1c are relatively less studied. Meanwhile their analysis would
allow to make some conclusions about the development of Boulez’s serial
technique during difficult and inconsistent period for his creation, when the
new musical grammar is only formed and theoretically proved. But there’s
no denying, that the composer was not sure in the truth of the selected
purposes, and these doubts led him to the dilemma – to create paradigms or
art.

It is known, that Structures were an experiment for Boulez. The composer
has defined the purpose so: “I wanted to use the potential of a given material
to find out how far automatism in musical relationships would go, with
individual invention appearing only in some very simple forms of disposition–
in the matter of densities, for example” (Boulez 1976: 55). In my paper the
first book of Boulez’s Structures is considered from the viewpoint of a corre-
lation between automatic and individual in the creative process.
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The sequence of pieces in the cycle does not correspond to the chronology
of their occurrence. Structures were originally created in a different order:
1a, 1c and 1b. Boulez has intentionally changed the construction of the
cycle, “so as to give an anti-evolutionary impression of a whole” (Boulez
1976: 55). Comparative analysis shows how the composer’s method is trans-
formed from piece to piece.

If in Structures 1a and 1c the pitch material is borrowed entirely from
Olivier Messiaen’s Mode de valeurs et d’intensités (with the purpose to
exclude any “stylistic reminiscences” and to remove from himself any respon-
sibility for the invention), then 1b shows a clear desire “to make something
out of the material” (Boulez 1976: 55). The piece is based on two series, the
second of which is derived from the mentioned series of Messiaen. Another
important distinguishing feature of Structures 1b is a permanent transfor-
mation of pitch rows by means of permutations.

The evolution of Boulez’s method is shown especially clearly in rhythmic
sphere. The rhythmic-temporary space of Structures 1a is regulated by the
chromatic duration row, which contains 12 different units in the range of
one to . In addition to it the piece 1c contains also the structures,
consisting of the same rhythmic values (i.e. the rows of 12 , of 12 , of
12 , etc.). So, the polarization of regular and irregular rhythmic formations
is formed within the work. In the Structure 1b the spectrum of durations
essentially expands by means of such methods of transformation as multipli-
cation and division. The contrast of regular and irregular durations of the
piece 1c became the opposition between the perfect static and extreme density
of the musical texture in the piece 1b.

The first book of Structures is the real creative laboratory of the com-
poser. The experiments directed on creation and working out of musical
grammar rules were simultaneously the experiences in area of the creative
process, investigating boundaries between automatism and personal inven-
tion. In this respect intention of Boulez to name the first piece At the Limits
of the Fertile Land looks like a manifestation of own intentions. The first
book of Structures demonstrates “the process of re-introducing personal
invention” (Boulez 1976: 55) within the limits of the new paradigm created
by total serialism.
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Dr. art. Îêñàíà Àëåêñàíäðîâà
Äîöåíò Õàðüêîâñêîé ãóìàíèòàðíî-ïåäàãîãè÷åñêîé àêàäåìèè ,

äîêòîðàíò Õàðüêîâñêîãî íàöèîíàëüíîãî óíèâåðñèòåòà èñêóññòâ
èì.  È.  Ï.  Êîòëÿðåâñêîãî

Äëÿ ñîâðåìåííîãî êîìïîçèòîðñêîãî òâîð÷åñòâà àêòóàëüíûìè ÿâëÿ-
þòñÿ âîïðîñû âçàèìîäåéñòâèÿ ìóçûêè ñ äðóãèìè âèäàìè èñêó ññòâà.
Ìåõàíèçì ïîðîæäåíèÿ èçîáðàçèòåëüíîñòè â ìóçûêå ñâÿçàí ñ ìåòàôèçè-
êîé çâóêîîáðàçíîãî òâîð÷åñòâà è çà÷àñòóþ êîíêðåòèçèðó åòñÿ â ïðîöåññå
âîñïðèÿòèÿ ïðîèçâåäåíèÿ áëàãîäàðÿ ïðîãðàììå, êîòîðàÿ ìîæåò áûòü
ïðåäñòàâëåíà ñëîâåñíî èëè âèçóàëüíî.

Òåñíàÿ âçàèìîñâÿçü çâóêîèçîáðàçèòåëüíûõ âîçìîæíîñòåé ìóçûêè â
ñîþçå ñî ñëîâîì îòêðûâàåò øèðî÷àéøèå âîçìîæíîñòè âèçóàëüíîé ñåìàí-
òèêè, ÷òî ñîçäà¸ò áîãàòåéøèå ïåðñïåêòèâû äëÿ ñîâðåìåííîãî ìóçûêàëü-
íîãî òâîð÷åñòâà è åãî íà ó÷íîãî ïîçíàíèÿ.  Çâóêîèçîáðàçèòåëüíîñòü –
ñëîæíàÿ, ñïåöèôè÷åñêàÿ ñôåðà ïðîÿâëåíèÿ âèçóàëüíîñòè â ìóçûêàëüíîì
èñêóññòâå. À å¸ ñòèëèñòèêà (ñðåäñòâà ìóçûêàëüíîãî èñêóññòâà, íàïðàâ-
ëåííûå íà ñîçäàíèå çâóêîèçîáðàçèòåëüíîñòè) ïðèíàäëåæèò íå ñòîëüêî
ïðîöåññóàëüíî-äèíàìè÷åñêîìó , ñêîëüêî âèçóàëüíî-àññîöèàòèâíîìó
òèïó «ìûøëåíèÿ ìóçûêîé» (Áîíôåëüä 2006: 39). Èíà÷å ãîâîðÿ, èçîáðà-
çèòåëüíîñòü ÿâëÿåòñÿ îäíîé èç ãëàâíûõ ñôåð ñìûñëîîáðàçîâàíèÿ â ìó-
çûêàëüíîì èñêó ññòâå. Å¸ èçó÷åíèå ïðåäñòàâëÿåò çíà÷èòåëüíûé èíòåðåñ
äëÿ ñîâðåìåííîãî ìóçûêîâåäåíèÿ, ïîñêîëüêó â íåé ñôîêó ñèðîâàíû âñå-
âîçìîæíûå â è ç ó à ë ü í î -âîñïðèíèìàåìûå, îáúåêòèâíî ñóùåñòâóþùèå
ÿâëåíèÿ è ñâîéñòâà ì àòåðèàëü í î ã î  ì èðà . Îòñþäà àêòóàëüíûì ïðåä-
ñòàâëÿåòñÿ:
— ñèñòåìíûé àíàëèç âîïëîùåíèÿ  ç â ó ê î è ç î á ð à ç è ò å ë ü í î ñ ò è  êàê

ò è ï à  ì ó ç û ê à ë ü í î é  ñ å ì à í ò è ê è , ñëîæèâøåãîñÿ â ðàçëè÷íûõ
èñòîðèêî-êóëü òóðíûõ êîíòåêñòàõ;

— ðàñêðûòèå òåîðåòè÷åñêèõ àñïåêòîâ èçó÷åíèÿ çâóêîèçîáðàçèòåëüíî-
ñòè â ìóçûêå.

Ö å ë ü  ñ ò à ò ü è – âûÿâèòü âàæíåéøèå æàíðîâî-ýñòåòè÷åñêèå è
èíòîíàöèîííî-äðàìàòóðãè÷åñêèå ïðèíöèïû çâóêîèçîáðàçèòåëüíîñòè â
ìóçûêå.
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Ì à ò å ð è à ë î ì  èññëåäîâàíèÿ èçáðàíû õîðû Ã åîðãèÿ Ñâèðèäîâà èç
öèêëà Ñíåã èä¸ò íà ñëîâà Áîðèñà Ïàñòåðíàêà.

Ñ ò å ï å í ü  è ç ó ÷ å í í î ñ ò è  ò å ì û . Ðîëü çâóêîèçîáðàçèòåëüíûõ
ÿâëåíèé â ï î ý ò è ÷ å ñ ê î ì  ò å ê ñ ò å  ïðèâëåêàëà âíèìàíèå ìíîãèõ èñ-
ñëåäîâàòåëåé (Âîðîíèí 2006; Æóðàâëåâ 1981; Ëîòìàí 199 2; Ëþáèìîâà,
Ïèíåæàíèíîâà, Ñîìîâà 1996). Çâóêîèçîáðàçèòåëüíîñòü èçó÷àëàñü, íà-
ïðèìåð, ÷åðåç ñòèëèñòè÷åñêèå ïðèåìû è ýêñïðåññèâíûå  ñðåäñòâà. Â
ìóçûêîçíàíèè ñïåöèàëüíûå òðóäû, ñâÿçàííûå ñ ðàñêðûòèåì ñåìàíòè-
÷åñêîãî êîíòåêñòà, ïðèíàäëåæàò Âÿ÷åñëàâó Ìåäóøåâñêîìó (Ìåäóøåâñ-
êèé 1973), Ëþäìèëå Øàéìóõàìåòîâîé (Øàéìóõàìåòîâà 1999), Èðèíå
Ñòîãíèé (Ñòîãíèé 2006), ïðè ýòîì çâóêîèçîáðàçèòåëüíûå ñïîñîáû îðãà-
íèçàöèè ìóçûêàëüíîãî òåêñòà (çíàêîâîñòè) èçó÷åíû íåäîñòàòî÷íî, îñî-
áåííî â êîìïîçèòîðñêîé ïðàêòèêå óøåäøåãî ÕÕ ñòîëåòèÿ.

Ìåòîäîëîãè÷åñêîé îñíîâîé ñèñòåìíîãî èññëåäîâàíèÿ ïðåäìåòíîñ-
òåé èçîáðàçèòåëüíîñòè â ìóçûêå (ïåéçàæíîñòü, ïîðòðåòíîñòü, çâóêîïèñü,
çâóêîâûå ñèãíàëû) èçáðàíà ìóçûêàëüíàÿ ñåìèîòèêà. Îáùàÿ ñåìèîòèêà
âûðàáàòûâàåò ê î ã í è ò è â í û å  ñ ò ð ó ê ò ó ð û  ÿçûêîâîé ñèñòåìû, êîòî-
ðûìè îïåðèðó åò ìûøëåíèå/ðå÷ü ÷åëîâåêà, ïîýòîìó , îïèðàÿñü íà ñåìè-
îòè÷åñêèå ìåõàíèçìû õóäîæåñòâåííîãî âîçäåéñòâèÿ îáúåêòîâ ìóçûêàëü-
íîãî òâîð÷åñòâà, ìóçûêîâåäåíèå ñïîñîáíî èõ ñìîäåëèðîâàòü  è óêàçàòü
ïóòè  èõ íàó÷íîãî îïèñàíèÿ.

Â ñîâðåìåííîì èñêó ññòâîâåäåíèè â ðàáîòàõ ïñèõîëîãè÷åñêîãî íà-
ïðàâëåíèÿ (Áåëÿåâà-Ýêçåìïëÿðñêàÿ 1973, Àðàíîâñêèé 1998, Íàçàéêèí-
ñêèé 1998) ëîãè÷åñêè è ýêñïåðèìåíòàëüíî äîêàçàíà ýêâèâàëåíòíîñòü
ïåðåâîäà ìóçûêàëüíî-ñëóõîâûõ îùóùåíèé â îáëàñòü ïðîñòðàíñòâåííûõ
ïðåäñòàâëåíèé. Ñóùåñòâóþò èññëåäîâàíèÿ, êàñàþùèåñÿ îáðàçíî-ñìûñ-
ëîâûõ îñîáåííîñòåé âîïëîùåíèÿ ìóçûêàëüíîãî ïåéçàæà â êîíêðåòíûõ
ñî÷èíåíèÿõ Êëîäà Äåáþññè, Ìîðèñà Ðàâåëÿ, Ñåðãåÿ Ðàõìàíèíîâà, Àëåê-
ñàíäðà Ñêðÿáèíà  (Ïàðó ñîâà 2010: 4). Òàêèì îáðàçîì, ñåìèîòè÷åñêèå
ïîíÿòèÿ ïðåäîñòàâëÿþò ìóçûêîâåäó , èññëåäóþùåìó ÿçûê ìóçûêè, íå
òîëüêî îáùèå îðèåíòèðû, íî è êðèòåðèé äëÿ îöåíêè ñïåöèôè÷åñêèõ
ìîìåíòîâ â ìóçûêàëüíîì ÿçûêå. Ïîçíàíèå ýòîé ñïåöèôèêè òàêæå ñî-
ñòàâëÿåò îäíó èç íàñóùíûõ çàäà÷ ñåìèîòè÷åñêîãî èññëåäîâàíèÿ ìóçû-
êàëüíîé èçîáðàçèòåëüíîñòè.

Ïåðåéä¸ì ê ðàññìîòðåíèþ îñíîâíûõ ïîëîæåíèé òåîðèè çâóêîèçîá-
ðàçèòåëüíîñòè â ìóçûêå.

Àññîöèàòèâíàÿ ñîîòíåñåííîñòü êîíñòðóêòèâíîé è ñîäåðæàòåëüíîé
(â äàííîì ñëó÷àå – çâóêîèçîáðàçèòåëüíîé) ñòîðîí ìóçûêàëüíîãî ñðåä-
ñòâà âïîëíå îõâàòûâàåòñÿ ñåìèîòè÷åñêèì ïîíÿòèåì çíàêà. Êàê èçâåñòíî ,
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â ìóçûêå çíàêè îòëè÷àþòñÿ îñîáûìè ñâîéñòâàìè: â áîëüøèíñòâå ñëó÷à-
åâ îíè îòñûëàþò íå ê êîíêðåòíûì ïðåäìåòàì èëè ïðåäñòàâëåíèÿì î íèõ,
íî ê îáîáùåííûì îáðàçàì äåéñòâèòåëüíîñòè è ê âíóòðåííåìó ìèðó ÷åëî-
âåêà. Èì ïðèñóù íåïðîèçâîëüíî-èíòóèòèâíûé õàðàêòåð âîñïðèÿòèÿ:
ãëóáîêîå îñîçíàíèå ñìûñëà ìóçûêè, ïîìèìî åãî èíòóèòèâíîãî ïîñòè-
æåíèÿ, òðåáóåò òàêæå ðàçìûøëåíèé, âûñîêîé âíóòðåííåé êóëü òóðû, çíà-
íèÿ èñòîðèè èñêó ññòâà.

Çíàêîâûå ñèñòåìû â ñåìèîòèêå îáû÷íî èññëåäóþòñÿ â òðåõ ïëàíàõ:
ñèíòàêñè÷åñêîì, ñåìàíòè÷åñêîì è ïðàãìàòè÷åñêîì. Ñèíòàêòèêîé íà-
çûâàåòñÿ ðàçäåë ñåìèîòèêè, â êîòîðîì èçó÷àåòñÿ âíóòðåííÿÿ ñòðóêòóðà
çíàêîâûõ ñèñòåì. Â ýòîì ïëàíå äëÿ ìóçûêîâåäåíèÿ íåêîòîðûé èíòåðåñ
ìîãëè áû ïðåäñòàâèòü äàííûå î êîëè÷åñòâåííûõ ñîîòíîøåíèÿõ â îð-
ãàíèçàöèè ñèñòåì. Êàê ïîêàçàëè ñåìèîòè÷åñêèå èññëåäîâàíèÿ, â çíà-
êîâûõ ñèñòåìàõ, äëÿ óñëîâèé ôóíêöèîíèðîâàíèÿ êîòîðûõ õàðàêòåðåí
öåéòíîò , êîëè÷åñòâî ïðîñòûõ åäèíèö, ñîäåðæàùèõñÿ â îäíîé åäèíèöå
áîëåå âûñîêîãî óðîâíÿ, îáû÷íî íå ïðåâûøàåò ñåìè. Ýòà îñîáåííîñòü
îáóñëîâëåíà îãðàíè÷åííîñòüþ îïåðàòèâíîé ïàìÿòè, â êîòîðîé, êàê ïðåä-
ïîëàãàþò , îñóùåñòâëÿþòñÿ ìåæóðîâíåâûå ïåðåõîäû è îáúåì êîòîðîé
òàêæå ðàâåí ñåìè íåçàâèñèìûì ñèìâîëàì. Îïòèìàëüíûì æå ñîîòíîøå-
íèåì ñ òî÷êè çðåíèÿ ëåãêîñòè âîñïðèÿòèÿ ÿâëÿåòñÿ íàëè÷èå â îäíîé åäè-
íèöå âûñøåãî óðîâíÿ îò îäíîé äî ÷åòûðåõ åäèíèö íèçøåãî óðîâíÿ. Ïî-
ñêîëüêó ìóçûêà ïî ôîðìàì åå áûòîâàíèÿ áîëüøå ïðèìûêàåò ê çíàêî-
âûì ñèñòåìàì ñ îãðàíè÷åííûì âðåìåíåì âîñïðèÿòèÿ (èáî åå äâèæåíèå
íåëüçÿ îñòàíîâèòü), â åå îðãàíèçàöèè òàêæå ìîæíî îæèäàòü óêàçàííîãî
ñîîòíîøåíèÿ.

Áîëåå ïåðñïåêòèâíî ðàññìîòðåíèå ñèíòàêñè÷åñêèõ îòíîøåíèé êàê
îñîáûõ çíàêîâ, îòðàæàþùèõ îáîáùåííûå îòíîøåíèÿ äåéñòâèòåëüíîñòè,
ñìûñë êîòîðûõ êîíêðåòèçèðó åòñÿ ïðè èíäèâèäóàëüíûõ èíòåðïðåòàöèÿõ.

Â îòëè÷èå îò èçîáðàçèòåëüíîñòè â äðóãèõ âèäàõ èñêóññòâà, îáëàäà-
þùèõ âîçìîæíîñòÿìè íåïîñðåäñòâåííîãî âèçóàëüíîãî îòîáðàæåíèÿ,
ìóçûêàëüíàÿ çâóêîèçîáðàçèòåëüíîñòü ïî ñâîåé ïðèðîäå óæå ñ ìîìåíòà
çàðîæäåíèÿ îáíàðóæèâàåò ãëóáèííóþ ñâÿçü ñ ïñèõîëîãèåé âîñïðèÿòèÿ,
øèðå – ìèðîâîñïðèÿòèÿ, ìèðîñîçåðöàíèÿ.

Ìóçûêàëüíûé ïñèõîëîãèçì â êîìïîçèòîðñêîé ïðàêòèêå ÕÕ âåêà
âåä¸ò ê âîçðàñòàíèþ çâóêîèçîáðàçèòåëüíîñòè, êî âñ¸ áîëüøåìó ïðîíèê-
íîâåíèþ â ïðåäìåòíîå ñîäåðæàíèå ïðîñòðàíñòâà, âîñïðîèçâåäåíèþ íå
òîëüêî ñèìâîëîâ íåâèäèìîãî, èäåàëüíîãî ìèðà, íî è ôîðì ìèðà âèäè-
ìîãî – â âèäå çâóêî-à óäèàëüíîãî àíàëîãà.
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Çâóêîèçîáðàçèòåëüíîñòü â ñèñòåìå ìóçûêàëüíûõ ñèìâîëîâ èìååò äâå
ôîðìû ïðîÿâëåíèÿ:
— ð å à ë è ñ ò è ÷ å ñ ê ó þ, èëè ïðåäìåòíóþ (âñòðå÷àåòñÿ â æàíðàõ ôóíê-

öèîíàëüíî-ïðèêëàäíîé, ïðîãðàììíîé è òåàòðàëüíîé ìóçûêè);
— óñ ë î â í ó þ , èëè ñèìâîëè÷åñêóþ .

Ïðèðîäà ó ñëîâíîñòè – î÷åíü ñëîæíîå ÿâëåíèå. Ïåðåéä¸ì ê å¸ ðàñ-
ñìîòðåíèþ. Èìåííî èç-çà îñîáîé ñèìâîëèêè, ñàìîáûòíîãî ñèìâîëè-
÷åñêîãî êðóãà çâóêîèçîáðàçèòåëüíîñòü â ñèñòåìå ìóçûêàëüíûõ ñèìâî-
ëîâ îáëàäàåò ñïåöèôè÷åñêèìè âîçìîæíîñòÿìè â ïåðåäà÷å ôîíîñôåðû :
èìèòèðóþòñÿ ÿâëåíèÿ ïðèðîäû, îïðåäåë¸ííûå å¸ ñîñòîÿíèÿ, ñîîòíîñè-
ìûå ñ òåìè èëè èíûìè ÷åëîâå÷åñêèìè ÷óâñòâàìè è ïåðåæèâàíèÿìè, êî-
òîðûå âîïëîùàþòñÿ áëàãîäàðÿ ìåòàôîðè÷åñêîìó ðÿäó (îáíàðóæåííîìó
óæå â ýïîõó áàðîêêî è äîñòèãøåìó êóëüìèíàöèè â ÕÕ âåêå).

Çàìåòèì, ÷òî çâóêîïèñü â ìóçûêàëüíîì èñêó ññòâå èìååò êàê ì î í î -
ò å ì á ð î â ó þ  ïðèðîäó (ïîäðàçóìåâàåòñÿ åäèíñòâî òåìáðà ïðè âñ¸ì ðàç-
íîîáðàçèè åãî îòòåíêîâ), òàê è  ï î ë è ò å ì á ð î â ó þ  – îðêåñòðîâóþ.

Õóäîæåñòâåííûé ìåòîä Câèðèäîâà è îáóñëîâëåííûé èì ìèð ì óçû-
êàëüíîé îáðàçíîñòè âîêàëüíî-õîðîâûõ æàíðîâ çàêëþ÷àþòñÿ â ñîçäàíèè
òåìàòèçìà íîâîãî òèïà – ò å ì á ð î â î - ï î ë è ñ å ì à í ò è ÷ å ñ ê î ã î , ñ åãî
ñèìâîëè÷åñêîé ìíîãîìåðíîñòüþ è ìíîæåñòâåííîñòüþ ïîäòåêñòîâ.

Ìèðîâîñïðèÿòèå æèçíè ó Ñâèðèäîâà òåñíî ñâÿçàíî ñ âîññîçäàíèåì
è ñîçåðöàíèåì ïðèðîäû, å¸ õóäîæåñòâåííî-ìóçûêàëüíûì ïîñòèæåíèåì .
Âñå âðåìåíà ãîäà, âñå ñëàãàåìûå ðóññêîãî êëàññè÷åñêîãî ïåéçàæà íàøëè
îòðàæåíèå â åãî òâîð÷åñòâå: íåîáîçðèìûå ïîëÿ, äðåìó÷èå ëåñà, ïðîçðà÷-
íûå îç¸ðà è ïîëíîâîäíûå ðåêè, çèìíèå âüþãè, âåñíà, æàðêèå ëó÷è ëåò-
íåãî ñîëíöà (Ïîýìà ïàìÿòè Ñåðãåÿ Åñåíèíà , öèêëû Øåñòü ðîìàíñîâ íà
ñëîâà Àëåêñàíäðà Ïóøêèíà, Ó ìåíÿ îòåö – êðåñòüÿíèí , Êóðñêèå ïåñíè, Äå-
ðåâÿííàÿ Ðóñü, ìóçûêà ê êèíîôèëüìàì Ðóññêèé ëåñ è Ìåòåëü , Ìàëåíüêèé
òðèïòèõ , ïåñíè Óñëûøü ìåíÿ, õîðîøàÿ , Ñâåæèé äåíü, Îñåíüþ , Ëåñíàÿ ñòî-
ðîíà , Ýòè áåäíûå ñåëåíüÿ).

Ñèìâîëèêà ïðèñóòñòâóåò â ìóçûêå Ñâèðèäîâà êàê ãëóáèííûé ñìûñ-
ëîâîé óðîâåíü. Íàïðèìåð, íåèçáûâíàÿ òîñêà ðó ññêîãî ïåéçàæà ïåðåäà-
íà ïðè ïîìîùè çíàêîâ â ïåðâîì íîìåðå Ïîýìû ïàìÿòè Ñåðãåÿ Åñåíèíà
(Êðàé òû ìîé çàáðîøåííûé ), ãäå â ðåàëèÿõ ïåéçàæà ïðåäâåñòèåì áåäû çâó-
÷èò ñòðîêà «Âîðîíû áåç ïðîìàõà â îêíà áüþò êðûëîì », îòòåí¸ííàÿ ñèì-
âîëîì ðó ññêîé îäóøåâë¸ííîé ïðèðîäû ( «Êàê ìåòåëü, ÷åð¸ìóõà ìàøåò
ðóêàâîì ») â ìåäëåííî ïîêà÷èâàþùåìñÿ äâèæåíèè êîëûáåëüíîé. Âîñ-
ïðèÿòèå ïåéçàæà ïðèâîäèò â ðåçóëüòàòå ê ñèìâîëèçàöèè ìóçûêàëüíîé
ðå÷è è å¸ ôèëîñîôñêîìó îñìûñëåíèþ ÷åðåç çðèòåëüíûé ðÿä.
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Ïåéçàæ â òâîð÷åñòâå Ñâèðèäîâà – ýòî êîíêðåòíî-÷óâñòâåííîå âû-
ðàæåíèå èäåè, ÷òî äà¸ò âîçìîæíîñòü ïðåäñòàâèòü îáðàç è êàê ñèìâîë, è
êàê ðåàëüíîñòü ñ ñîâåðøåííî äîñòîâåðíûìè äåòàëÿìè; ïåéçàæ êîíêðå-
òåí â ñâî¸ì çâóêîèçîáðàçèòåëüíîì âîïëîùåíèè è îäíîâðåìåííî îáîá-
ù¸í è ñèìâîëè÷åí.

Ðàññìîòðèì âîïëîùåíèå çâóêîèçîáðàçèòåëüíîñòè â  ìàëåíüêîé êàí-
òàòå Ñíåã èä¸ò Ñâèðèäîâà íà ñëîâà Áîðèñà Ïàñòåðíàêà  (æàíð îïðåäåë¸í
ñàìèì êîìïîçèòîðîì è ñëîæèëñÿ èìåííî â åãî òâîð÷åñòâå), ñîñòîÿùåé
èç òð¸õ õîðîâ – Ñíåã èä¸ò, Äóøà è Íî÷ü . Íà÷àëüíûå ñëîâà ïåðâîé ÷àñòè
ëåãëè â îñíîâó íàçâàíèÿ öèêëà (òàê æå êàê è â ìàëåíüêîé êàíòàòå Íî÷-
íûå îáëàêà íà ñëîâà Àëåêñàíäðà Áëîêà).

Ñâèðèäîâà è Ïàñòåðíàêà êàê õóäîæíèêîâ äóõîâíîãî òèïà ìèðîñî-
çåðöàíèÿ ñáëèæàåò ñèìâîëè÷åñêîå âîñïðèÿòèå ìèðà. Ìóçûêàëüíîñòü
ñòèõà, ïîêîðÿþùàÿ â ïîýçèè Ïàñòåðíàêà, èìååò åäâà ëè íå ïåðâîñòå-
ïåííîå çíà÷åíèå äëÿ Ñâèðèäîâà, ó êîòîðîãî îíà ïîëó÷àåò íå òîëüêî ïñè-
õîëîãè÷åñêîå, íî è ôèëîñîôñêî-ýñòåòè÷åñêîå çíà÷åíèå. Ïîýòè÷åñêèå
ìåòàôîðû, àëëåãîðèè, ñèìâîëû íàõîäÿò â ïðîèçâåäåíèè Ñâèðèäîâà îðè-
ãèíàëüíûå çâóêîèçîáðàçèòåëüíûå ðåøåíèÿ è âèçóàëüíûé ðÿä. Êàæäîå
ñëîâî êàê áû ðàñöâåòàåò, ðàññâå÷èâàåòñÿ, íàïîëíÿÿñü îáú¸ìîì, öâåòîì
è ñâåòîì. Öèêë ïîñòðîåí íà ñìûñëîâûõ àíòèòåçàõ: êîíòðàñò âíåøíåãî è
âíóòðåííåãî ìèðîâ (îáðàç ïðèðîäû – äóøà ÷åëîâåêà – îáúåêòèâíûé ìèð)
èìååò ïðèíöèïèàëüíîå çíà÷åíèå äëÿ äðàìàòóðãèè êàíòàòû.

Ïåðâûé õîð êàíòàòû (è öèêë â öåëîì) ñèìâîëèçèðó åò ÷åëîâå÷åñêóþ
æèçíü, êðàòêîâðåìåííîñòü çåìíîãî áûòèÿ è âìåñòå ñ òåì âå÷íóþ ñìåíó
è ïîâòîðÿåìîñòü, êðàñîòó , êîòîðàÿ  ñ ï à ñ à å ò ìèð. Êîìïîçèòîð îðãà-
íè÷íî ââîäèò â òêàíü ìóçûêàëüíîãî ïîâåñòâîâàíèÿ ñòèëèçàöèþ ïñàë-
ìîäè÷åñêîãî óíèñîííîãî õîðîâîãî ïåíèÿ.

Íà ïðèìåðå õîðà Ñíåã èä¸ò ìîæíî îáîáùèòü âàæíåéøèå îñîáåííî-
ñòè èíòîíàöèîííîãî ìûøëåíèÿ Ñâèðèäîâà â êîíòåêñòå ïðèíöèïîâ çâó-
êîèçîáðàçèòåëüíîñòè. Â ýòîì ïðîèçâåäåíèè ïðåäñòàâëåíî ìîòèâíîå
ostinato âîêàëüíîé ïàðòèè; âàðèàíòíîå ðàçâèòèå çâóêîâûñîòíîãî, ôàê-
òóðíîãî, ãàðìîíè÷åñêîãî, ðèòìè÷åñêîãî ïàðàìåòðîâ ìóçûêàëüíîé êîì-
ïîçèöèè ñîçäà¸ò ïñèõîëîãè÷åñêèé, èìïðåññèîíèñòñêî-ñèìâîëè÷åñêèé
ïåéçàæ, îñíîâàííûé íà íåóëîâèìîì, ýôåìåðíîì, çàâóàëèðîâàííîì õó-
äîæåñòâåííîì îáðàçå.

Â õîðå Ñíåã èä¸ò êîìïîçèòîð ðèñó åò ÿðêóþ õóäîæåñòâåííóþ êàðòèíó.
Å¸ ãåíèàëüíî âîññîçäàë â òåëåíîâåëëå Ìóçûêà è Äóøà  Íèêîëàé Ðÿïî-
ëîâ. Íà ôîíå çâó÷àíèÿ õîðà îæèâàåò âèäåîðÿä, äåìîíñòðèðó ÿ âîçìîæ-
íîñòè çâóêîèçîáðàçèòåëüíûõ ñâîéñòâ ìóçûêè.
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Ïîñêîëüêó èçîáðàçèòåëüíîñòü â ìóçûêå ìîæåò îáíàðóæèâàòü ñåáÿ
íà óðîâíå ñèìâîëà, ñîäåðæàùåãî íå îäíî, à ìíîæåñòâî çíà÷åíèé, è ïðî-
ÿâëÿòü ñåáÿ â áîëåå îïîñðåäîâàííîé ôîðìå, ÷åì â æèâîïèñè, îíà ñïî-
ñîáíà âûçûâàòü ê æèçíè îñîáóþ îáëàñòü ìóçûêàëüíîé ñåìàíòèêè, ÿâ-
ëÿòü ñîáîé ìàñøòàáíûé êîìïëåêñ ìóçûêàëüíî-ðèòîðè÷åñêèõ ôèãóð. Â
õîðå Ñíåã èä¸ò âîçíèêàåò èëëþçèÿ ïðîñòðàíñòâà; ñïîñîáñòâó åò ýòîìó
ãèáêèé ðèòìè÷åñêèé ðèñóíîê, îáëàäàþùèé ñâîåîáðàçíîé ýêñïðåññèåé,
îùóùåíèåì îäóøåâë¸ííîé òåëåñíîñòè.

Íàáëþäàåòñÿ ïðåâàëèðîâàíèå ôîíè÷åñêèõ ñâîéñòâ ãàðìîíèè íàä
ôóíêöèîíàëüíîñòüþ. Ýòî – ïåéçàæ-ñîçåðöàíèå, â êîòîðîì ìóçûêàëüíîå
ðåøåíèå òåìàòè÷åñêîãî ðàçâèòèÿ óñèëèâàåò ïîýòè÷åñêóþ îáðàçíîñòü è
ñîçäà¸ò âèçóàëüíûé ðÿä ïðîèçâåäåíèÿ. Â õîðå Ñíåã èä¸ò ìîæíî ó ñìîò-
ðåòü ôèëîñîôñêî-ìåäèòàòèâíîå íà÷àëî, ïðèòîì ìåäèòàòèâíîñòü ñîïðÿ-
æåíà ñ íàðîäíûìè èñòîêàìè. Åñëè ìûñëèòü íà ÿçûêå ñèìâîëîâ, cíåã êàê
ñåìàíòè÷åñêèé îáúåêò ìóçûêàëüíî-èçîáðàçèòåëüíîãî ðÿäà ñïîñîáåí
ìíîãîå ðàñêðûòü âíèìàòåëüíîìó ñëóøàòåëþ. Â êàðòèíå ïðèðîäû – îäó-
øåâë¸ííîñòü, ñèìâîëè÷íîñòü, òàèíñòâåííîñòü, äàðÿùàÿ èçóìëåíèå, âîç-
ðîæäàþùàÿ îùóùåíèå ÷óäà æèçíè. Ìàéÿ Ýëèê òàê îõàðàêòåðèçîâàëà
òâîð÷åñêèé ìåòîä Ñâèðèäîâà, èäóùèé îò ñîçåðöàíèÿ ê îñìûñëåíèþ:
«Êîìïîçèòîðó âñÿêèé ðàç óäà¸òñÿ ñîâåðøèòü ñâîåãî ðîäà “ñêà÷îê” îò
îáîñòð¸ííî âîñïðèíÿòîãî ïåéçàæà, çíàêîìîãî è áëèçêîãî ñ äåòñòâà, ê
ôèëîñîôñêîìó îñìûñëåíèþ âñåîáùåé ñâÿçè âðåì¸í» (Ýëèê 1971: 58).

Íàáëþäàåòñÿ óõîä èç âíåøíåé ðåàëüíîñòè âî âíóòðåííþþ; ïðåäñòàâ-
ëåí îñîáûé êîìïëåêñ âûðàçèòåëüíûõ ñðåäñòâ, ñðåäè êîòîðûõ – ïðèíöè-
ïèàëüíî íîâàòîðñêèå ñâîéñòâà àêêîðäîâîãî ôîíèçìà è ãàðìîíè÷åñêîé
âåðòèêàëè â öåëîì, ïîèñê íîâûõ ñâîéñòâ ëàäîòîíàëüíîñòè è ôàêòóðíûõ
ïðè¸ìîâ, ñîçäàþùèõ íåïîâòîðèìûå êà÷åñòâà çâóêîèçîáðàçèòåëüíîñòè.
Ýòè ôàêòîðû äåëàþò áîëåå ðàçëè÷èìûì ïðèðîäíîå ïðîñòðàíñòâî ñìûñ-
ëîîáðàçà, ïåðåäàþò ãëóáîêîå ñîäåðæàíèå (êàê õóäîæíèêîì â æèâîïèñè
ïîñðåäñòâîì êîíêðåòíîé âèçóàëèçàöèè).

Àíàëèç õîðà Ñíåã èä¸ò ïîäòâåðæäàåò òîò ôàêò, ÷òî ìóçûêàëüíàÿ ðè-
òîðèêà íàïðÿìóþ ìîæåò áûòü ñâÿçàíà ñ òàêèì ôåíîìåíîì çâóêîèçîáðà-
çèòåëüíîñòè, êîãäà îñîáîé ïåéçàæíîé ñåìàíòèêîé íàäåëÿþòñÿ ëàäîòî-
íàëüíûå è ãàðìîíè÷åñêèå, ïðîñòðàíñòâåííî-ôàêòóðíûå è âðåìåííûå,
ìåëîäèêî-èíòîíàöèîííûå è ðåãèñòðîâûå ôàêòîðû ìóçûêè. Ðå÷èòàöèÿ
õîðîâîé ïàðòèè ñîïðîâîæäàåòñÿ êðàñî÷íî-èçîáðàçèòåëüíûì àêêîìïà-
íåìåíòîì (ãàðìîíè÷åñêèå ïÿòíà â âèäå êëàñòåðîâ; ôëåéòîâûé ïîäãîëî-
ñîê â ö. 4–5, îñòèíàòíî ïîâòîðÿþùèéñÿ â äóõå ñâèðåëüíîãî íàèãðûøà ñ
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êâèíòîâî-òðèõîðäîâîé îñíîâîé), ñîçäàþùèì íàðîäíûé ýëåìåíò . Ñ êàæ-
äûì íîâûì ýòàïîì ðàçâèòèÿ âàðèàíòíî-ñòðîôè÷åñêîé ôîðìû âîçðàñ-
òàåò ýìîöèîíàëüíàÿ ýíåðãèÿ, ÷òî âåä¸ò ê äèíàìèçàöèè ïðîñòðàíñòâà è
ãëóáîêîìó ïðîíèêíîâåíèþ â îáðàç ïðèðîäû.

Ìóçûêàëüíîñòü õîðà Ñíåã èä¸ò ïîðàçèòåëüíà. Êàæåòñÿ, ÷òî ïî¸ò ,
çâåíèò, âèáðèðóåò è ïåðåëèâàåòñÿ ñàì âîçäóõ. Çâóêîâîå è âèçóàëüíîå ïðî-
ñòðàíñòâî äûøèò . Â ýòîì íîâèçíà è åñòåñòâåííîñòü çâó÷àíèÿ, êîòîðîå
äîñòèãàåòñÿ áëàãîäàðÿ îñîáîìó õàðàêòåðó ì î ò è â í î é  è í ò î í à ö è î í -
í î ñ ò è . Ôîðìóëüíàÿ îñíîâà òåìàòèçìà (ïðîñëåæèâàþùàÿñÿ íà óðîâíå
âñåõ òð¸õ õîðîâ öèêëà) ÿâëÿåòñÿ èñòî÷íèêîì ôîðìîîáðàçîâàíèÿ, çàðîæ-
äåíèåì è ðîñòîì ëîãè÷åñêèõ ëèíèé, ðàçâ¸ðòûâàíèÿ êîìïîçèöèîííîãî
öåëîãî.

Â ïåðâîì õîðå ïðåäñòàâëåíà çâóêîèçîáðàçèòåëüíîñòü ñíåãà, ÿâëåíèÿ
ïðèðîäû; îáðàç âå÷íîé ïðèðîäû – âîçâûøåííûé, âîïëîùàåò áîæåñòâåí-
íóþ îñíîâó áûòèÿ, â æàíðîâîì ïëàíå íàáëþäàåòñÿ ïñàëìîäèðîâàíèå,
ñëîã ðàâåí çâóêó. Òåìáð æåíñêîãî õîðà îáó ñëîâëèâàåò îñîáóþ ë¸ãêîñòü è
íåâåñîìîñòü. Ã àðìîíè÷åñêàÿ íåó ñòîé÷èâîñòü, òîíêàÿ íþàíñèðîâêà, êî-
ðîòêèå ôðàçû, ðàçäåë¸ííûå ïà óçàìè, ñîçäàþò îùóùåíèå çûáêîñòè, íå-
óñòîé÷èâîñòè, òðåâîãè. Äèíàìèêà â ïðåäåëàõ ðð, âûðàñòàþùàÿ äî  f  è
ðåçêî ñïàäàþùàÿ â ðåïðèçíîì ïîñòðîåíèè íà ð, àññîöèèðóåòñÿ ñ ïðî-
ñòðàíñòâåííûì ïðèáëèæåíèåì, ó ñèëèâàåò êðàñî÷íîñòü, ñâÿçàííóþ ñ
îáðàçîì ñíåãà. Â ýòîì êëþ÷å ñòîèò îáðàòèòü âíèìàíèå íà óäëèí¸ííûå
îêîí÷àíèÿ êàæäîé èç êîðîòêèõ ôðàç ( tenuto) íà diminuendo, ñîçäàþùèå
ýôôåêò ïîâèñàíèÿ â âîçäóõå, èñòàèâàíèÿ, ðàñòâîðåíèÿ â ïðîñòðàíñòâå.

Âòîðîé õîð Äóøà – è îáðàùåíèå ê äóøå, è ìîëèòâà î íåé – ýïè÷åñêè-
ïîâåñòâîâàòåëüíàÿ è îäíîâðåìåííî ãëóáîêî òðàãè÷åñêàÿ è ïðîñâåòë¸í-
íî-âîçâûøåííàÿ êîìïîçèöèÿ, ïîãðóæåíèå âî âíóòðåííèé ìèð ÷åëîâåêà .
Ïðåäñòàâëåí îáðàç ÷åëîâå÷åñêîé äóøè, êîòîðàÿ óìèðîòâîðÿåòñÿ, ñîåäè-
íÿÿñü ñ áîæåñòâåííûì íà÷àëîì, ìÿãêî óáàþêèâàåòñÿ; òàêîé ýôôåêò ñî-
çäà¸òñÿ ïðè ïîìîùè îáðàùåíèÿ ê æàíðó êîëûáåëüíîé – âîçíèêàåò ñî-
ñðåäîòî÷åííûé îáðàç íî÷íûõ ðàçäóìèé, ìîëèòâåííîãî ñîñòîÿíèÿ. Ñëî-
âà Áëîêà – «Ìóçûêà åñòü [..] ìûñëü (òåêó÷àÿ) ìèðà» – ïîäòâåðæäàþòñÿ â
õîðå Äóøà òðàãè÷åñêèì ñèìâîëîì âðåìåíè, îáðàçîì òåêó÷åãî âðåìåíè è
íàïðÿæ¸ííîé ìûñëè.

Òðåòèé õîð Íî÷ü  (Animato) îñíîâàí íà äåòñêè-íàèâíîì ìîòèâå. Â
ôèíàëå êàíòàòû çâó÷àíèå äåòñêèõ ãîëîñîâ ïðèäà¸ò ïðîèçâåäåíèþ îñî-
áûé ñìûñë: äåòñêàÿ ñöåíêà ñ ïîäòåêñòîì âñåëåíñêîé êàòàñòðîôû (ìåõà-
íèñòè÷åñêàÿ ðåàëüíîñòü ñ ãðîòåñêîâûì îòòåíêîì) ñîäåðæèò àëëåãîðèþ,



212

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VI

íåñóùóþ ãëóáîêî ÷åëîâå÷åñêèé è òðàãè÷åñêèé ñìûñë. Îáðàç ðåá¸íêà êàê
ñèìâîë ÷èñòîòû, èñòèííîñòè, äóõîâíîãî ïðîâèäåíèÿ âïëåòàåòñÿ â ñëîæ-
íóþ è ìíîãîçíà÷íóþ ñèñòåìó ïîýòè÷åñêèõ ñèìâîëîâ: ýòî íå ïðîñòî äåò-
ñêàÿ ïåñåíêà, íî íå÷òî çëîâåùåå, ñî ìíîæåñòâîì àññîöèàöèé (òåìà äåò-
ñòâà â òâîð÷åñòâå Ô¸äîðà Äîñòîåâñêîãî, äåòñêèå ãîëîñà ó Ãóñòàâà Ìàëå-
ðà, àíãåëüñêîå ïåíèå).

Â õîðàõ öèêëà Ñíåã èä¸ò íà îñíîâå ïîýòè÷åñêîãî ìàòåðèàëà êîìïî-
çèòîð îáðàçóåò ñàìîñòîÿòåëüíóþ ìóçûêàëüíóþ ôîðìó , íå ñëåäóåò èëëþ-
ñòðàòèâíî çà êàæäûì ñëîâîì, íå ñòðåìèòñÿ ê òî÷íîé äåêëàìàöèè. Îí
ðàñïåâàåò ïîýòè÷åñêèé òåêñò, ñîçäàâàÿ ÿðêèå, èíòîíàöèîííî è ðèòìè-
÷åñêè âûðàçèòåëüíûå çâóêîèçîáðàçèòåëüíûå ïðîèçâåäåíèÿ. Õîðîâàÿ
òêàíü îñíîâàíà íà ïñàëìîäè÷åñêîé ðå÷èòàöèè íà îäíîì òîíå (â õîðå Ñíåã
èä¸ò ) èëè íà îñòèíàòíûõ ìîòèâàõ (â õîðàõ Äóøà è Íî÷ü ).

Â êîìïîçèöèîííî-äðàìàòóðãè÷åñêîì ïëàíå êàíòàòà ïðåäñòàâëÿåò
ñîáîé îðãàíè÷åñêèé ñèíòåç ïîýòèêè Ïàñòåðíàêà è ñîáñòâåííî ñâèðè-
äîâñêîãî ñòèëÿ. Íà ïåðâûé ïëàí âûâåäåí êîíòðàñò ÷àñòåé, îäíàêî íà
áîëåå ãëóáîêîì óðîâíå ìåæäó íèìè âûÿâëÿåòñÿ ðîäñòâî, ïàðàëëåëè è àðêè
ðàçëè÷íîãî ðîäà – êîìïîçèöèîííûå, èíòîíàöèîííûå, ëàäîâûå. Â êàæ-
äîì õîðå – âàðèàíòíî-ñòðîôè÷åñêàÿ îñíîâà êîìïîçèöèè, ñõîäíûé ëàäî-
ãàðìîíè÷åñêèé ÿçûê (îïîðà íà òðèõîðäîâîñòü, êâèíòó ëàäà, òîíè÷åñêîå
òðåçâó÷èå ñ ñåêñòîé), îùóùåíèå óñòðåìë¸ííîñòè ââûñü, âîçäóøíîñòè,
áëàãîäàðÿ âîñõîäÿùèì ìîòèâàì.

Âàðèàíòíîñòü â òâîð÷åñòâå Ñâèðèäîâà ïðîíèçûâàåò âñå êîìïîçè-
öèîííûå óðîâíè ìóçûêàëüíîé ôîðìû ( i:m:t), ðàçâèòèå âñåõ ïàðàìåòðîâ
ïåðâè÷íîãî èíòîíàöèîííî-êîíñòðóêòèâíîãî îáðàçîâàíèÿ – çâóêîâû-
ñîòíîãî, ìåòðîðèòìè÷åñêîãî, òåìáðîâî-ôàêòóðíîãî, àðòèêóëÿöèîííîãî.
Àíàëèç âàðèàíòíîé òåõíèêè ïèñüìà è å¸ âëèÿíèÿ íà ñèñòåìó ôóíêöèî-
íàëüíûõ îòíîøåíèé â ïðîèçâåäåíèÿõ êîìïîçèòîðà ïîäòâåðæäàåò ïðå-
äåëüíóþ ðàöèîíàëèñòè÷íîñòü çâóêîâûñîòíîé îðãàíèçàöèè, íåîáû÷àéíóþ
èçîáðåòàòåëüíîñòü â êîìáèíèðîâàíèè ðàçëè÷íûõ âàðèàíòîâ òåìàòè÷åñ-
êèõ áëîêîâ.

Ñîâåðøåíñòâî êîíñòðóêöèè äîñòèãàåòñÿ áëàãîäàðÿ óìåíèþ îòáèðàòü
ìèíèìàëüíîå êîëè÷åñòâî ìàòåðèàëà è èñêó ñíî åãî êîìáèíèðîâàòü. Ïðè
ïîìîùè âàðèàíòíîãî ìåòîäà êîìïîçèòîð äîáèâàåòñÿ ìàêñèìàëüíîé
âçàèìîñâÿçàííîñòè è âçàèìîîáó ñëîâëåííîñòè çâóêîèçîáðàçèòåëüíûõ
ýëåìåíòîâ öåëîãî, íåïðåðûâíîñòè îáíîâëåíèÿ êîìïîçèöèîííîãî ïðî-
öåññà. Ñòðóêòóðíûå çàêîíîìåðíîñòè ïîä÷èíÿþòñÿ ïðèíöèïó âàðèàíò-
íî-ëèíåàðíîãî ðàçâåðòûâàíèÿ òåìàòè÷åñêèõ áëîêîâ. Ìîæíî ãîâîðèòü î
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ìèíèìàëèçìå â âûáîðå ñðåäñòâ âûðàçèòåëüíîñòè. Âûðàñòàåò ðîëü ëàäî-
ãàðìîíè÷åñêîãî ÿçûêà è îðêåñòðîâîãî ñòèëÿ, â ñèëó ñâîèõ âîçìîæíîñ-
òåé áîëåå ñêëîííûõ ê ïåðåäà÷å êàðòèííî-îáðàçíîãî è êîëîðèñòè÷åñêîãî
íà÷àë, ðàáîòàþùèõ íà ñîçäàíèå çâóêîèçîáðàçèòåëüíîñòè.

Çâóêîèçîáðàçèòåëüíûé ìèð Ñâèðèäîâà ñòðîèòñÿ ïî èçâåñòíûì åìó
îäíîìó òàéíàì ðåìåñëà, êîòîðûå ðàñêðûâàþòñÿ äëÿ ñëóøàòåëÿ ÷åðåç çà-
êîíû êðàñîòû è ãàðìîíèè. Îí ïèñàë: «[..] ìîÿ ìóçûêà áëèæå ê ñòèõîòâî-
ðåíèþ, ïñàëìó , ïðèò÷å» (Ñâèðèäîâ 2002: 135). È äåéñòâèòåëüíî, òðè õîðà
êàíòàòû îáúåäèíåíû â öåëîå òðåìÿ æàíðîâûìè ëèêàìè, ïîäñêàçàííûìè
àâòîðîì: ñòèõîòâîðåíèå – Ñíåã èä¸ò (ôèëîñîôñêàÿ ëèðèêà), ïñàëîì –
Äóøà è ïðèò÷à – Íî÷ü  (ãðîòåñêíûé ãàëîï, çàâåðøàþùèéñÿ ôèëîñîôñêèì
êðåäî àâòîðà «Íå ñïè, íå ñïè, õóäîæíèê, íå ïðåäàâàéñÿ ñíó , òû âå÷íîñòè
çàëîæíèê ó âðåìåíè â ïëåíó»).

Çâóêîèçîáðàçèòåëüíîñòü â ñèñòåìå ìóçûêàëüíûõ ñèìâîëîâ Ñâèðè-
äîâà îòëè÷àåòñÿ áîãàòñòâîì ïîäòåêñòîâ, ïîýòè÷íîñòüþ. Â õîðàõ öèêëà
Ñíåã èä¸ò ïðîÿâëÿåòñÿ ôèëîñîôñêèé ïîäõîä, ñèìâîëèçàöèÿ îáðàçîâ: ñíåã
êàê ñèìâîë âå÷íîñòè, äóøà êàê ñèìâîë äóõîâíîãî ïîèñêà, ìåõàíèñòè-
÷åñêàÿ ìîòîðíîñòü – îáûäåííàÿ ðåàëüíîñòü. Åñëè ïîíèìàòü ñèìâîë êàê
âûõîæäåíèå îáðàçà èç ñîáñòâåííûõ ïðåäåëîâ, òîãäà  ñ í å ã,  ä ó ø à  è
í î ÷ ü  â ïðåòâîðåíèè Ñâèðèäîâà ÿâëÿþòñÿ ñèìâîëàìè, äàþùèìè áîãà-
òóþ ïåðñïåêòèâó òðàêòîâêè.

Ýñòåòè÷åñêîå óäîâîëüñòâèå îò âîñïðèÿòèÿ ìóçûêàëüíîãî ïðîèçâå-
äåíèÿ äîñòèãàåòñÿ ïóò¸ì ïîñòèæåíèÿ åãî âíóòðåííåé óïîðÿäî÷åííîñòè.
Êîíñòðóêòèâíî-îáðàçíàÿ èäåÿ êàæäîãî èç õîðîâ ðàñêðûâàåòñÿ ïðè ïî-
ìîùè çâóêîâûñîòíûõ, àêó ñòè÷åñêèõ è òåìáðîâûõ ñðåäñòâ. Â ñåìàíòèêó
ïðîèçâåäåíèé âíåäðÿþòñÿ àññîöèàöèè, ðîæä¸ííûå çâóêîèçîáðàçèòåëü-
íîñòüþ è ñîçäàþùèå çâóêîâóþ êàðòèíó îáðàçîâ.

Ó Ñâèðèäîâà æå íå ïðîñòî èìèòàöèÿ, èçîáðàæåíèå êàðòèí ïðèðîäû.
Çâóêîèçîáðàçèòåëüíîñòü, æèâîïèñíàÿ êîíêðåòèçàöèÿ äåòàëåé ñïîñîá-
ñòâóåò ðàñêðûòèþ ãëóáèííîãî ñìûñëà, ïîäîáíî òîìó , ÷òî óâèäåë è îòìå-
òèë Àðíîëüä Ñîõîð ó Ìîäåñòà Ìó ñîðãñêîãî: «“Ðàññâåò íà Ìîñêâà-
ðåêå” – ýòî íå òîëüêî ïåéçàæ, äà è ãëàâíûì îáðàçîì íå ïåéçàæ, íå÷òî
ãîðàçäî áîëåå çíà÷èòåëüíîå: âîïëîòèâøàÿñÿ â ïåñíþ (õîòÿ è áåç ñëîâ,
íî èìåííî ïåñíþ) ìûñëü î Ðîññèè» (Ñîõîð 1971: 8). Ýòà àíàëîãèÿ õàðàê-
òåðèçóåò íàëè÷èå íå òîëüêî ëè÷íîãî îïûòà êîìïîçèòîðà, íî è îïûò êóëü-
òóðû, áåç ó÷¸òà êîòîðîãî íåâîçìîæíî àäåêâàòíîå èñòîëêîâàíèå öåííîñ-
òíîé ñåìàíòèêè îáðàçîâ.
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Íàëè÷èå ïðîãðàììû, òåêñòà âñåãäà àêòèâèçèðóåò êðàñî÷íûå, èçîáðà-
çèòåëüíûå âîçìîæíîñòè ìóçûêè. Ýòî îáùåå ïîëîæåíèå ó Ñâèðèäîâà
ïðåòâîðÿåòñÿ â ðàìêàõ ñòðîãîãî îòáîðà âûðàçèòåëüíûõ ñðåäñòâ, àñêåòè-
÷åñêîãî ñàìîîãðàíè÷åíèÿ (êàê èçâåñòíî, öåëü àñêåçû – äîñòèæåíèå îïðå-
äåë¸ííûõ äóõîâíûõ öåëåé). Áîëüøóþ çíà÷èìîñòü ïðèîáðåòàåò êàæäûé
èç ýëåìåíòîâ, ñîñòàâëÿþùèõ çâó÷íîñòü: íè îäèí èç íèõ íå íåéòðàëåí,
êàæäûé îñìûñëåí, ñîäåðæàòåëüíî íàñûùåí è çàíèìàåò ñâî¸ íåçàìåíè-
ìîå ìåñòî â îáðàçíîé ñèñòåìå ïðîèçâåäåíèÿ. Âàæíóþ ðîëü èãðàåò òî÷íîñòü
òåìáðîâîé õàðàêòåðèñòèêè – êàê âîêàëüíîé, òàê è èíñòðóìåíòàëüíîé.

Ñâèðèäîâ îáëàäàë îñîáûì ñòðîåì õóäîæåñòâåííîãî ìûøëåíèÿ, îñ-
íîâàííîì íà äóõîâíûõ ðåàëèÿõ: ñîçåðöàòåëüíàÿ ñòàòèêà, ïîêîé, ñîñòîÿ-
íèå ïîãðóæ¸ííîãî â ãëóáîêèå ðàçäóìüÿ ÷åëîâåêà, êîòîðûå ìû íàáëþäàåì
â õîðàõ Ñíåã èä¸ò è Äóøà, ñòàíîâÿòñÿ õàðàêòåðíûìè ïðèìåòàìè îáðàç-
íîñòè åãî ìóçûêè (îñîáåííî ïðèçâåäåíèé 70–80-õ ãã . – õîðîâîãî êîí-
öåðòà Ïóøêèíñêèé âåíîê , ïîýìû Îò÷àëèâøàÿ Ðóñü, êàíòàò Ãèìíû Ðîäèíå ,
Ñâåòëûé ãîñòü, Íî÷íûå îáëàêà , Ïåñíè áåçâðåìåíüÿ).

Îáðàòèâøèñü ê ïîýçèè Ïàñòåðíàêà, Ñâèðèäîâ òîíêî ïåðåäàë å¸
íåäîñêàçàííîñòü è ñèìâîëèêó , ìåòàôîðû è àëëåãîðèè. Èñïîâåäàëüíûé
õàðàêòåð ëèðèêè, åäèíûé â ðàçëè÷íûõ ï å ð ñ î í à æ à õ  (ñíåã, äóøà, ñà-
ìîë¸ò) öèêëà, ïîä÷èíÿåòñÿ ïî âîëå àâòîðà ãëóáîêîé è øèðîêîîõâàòíîé
êîíöåïöèè æèçíè. Â òðåòüåì õîðå Íî÷ü  îáðàç ïîýòà ïðåäñòàâëåí â êîí-
òåêñòå êîñìè÷åñêîãî ïðîñòðàíñòâà.

Â òåêñòàõ Ïàñòåðíàêà íàáëþäàåòñÿ ðåçêîå ñòîëêíîâåíèå îáûäåííûõ
ñìûñëîâ ñëîâ. Ìåòàôîðà, ïåðåíîñíûé ñìûñë ïîä÷èíÿþò ñåáå ëîãèêó
ïðÿìûõ ñìûñëîâûõ ñâÿçåé. Ñâèðèäîâ êàê ðàç è îáðàùàåòñÿ ê ýòîìó ñêðû-
òîìó ñìûñëó , îâåùåñòâëÿÿ èëè îäóøåâëÿÿ ìåòàôîðó , ðåàëèçóåò å¸ óæå â
ìóçûêàëüíîì òåêñòå ïðè ïîìîùè çâóêîèçîáðàçèòåëüíîñòè. Àíàëèç ðà-
áîòû êîìïîçèòîðà ñî ñëîâîì ïîêàçûâàåò , íàñêîëüêî åìó âàæíà öåëîñò-
íîñòü îáðàçà, îòâå÷àþùàÿ åãî êîìïîçèòîðñêîìó çàìûñëó .

Äëÿ êàæäîãî èç òð¸õ õîðîâ õàðàêòåðíî ýìîöèîíàëüíîå åäèíñòâî,
«ýìîöèîíàëüíàÿ ìîíîòîíàëüíîñòü» (âûðàæåíèå Åêàòåðèíû Ðó÷üåâñ-
êîé – Ðó÷üåâñêàÿ, Êóçüìèíà 1990: 102). Â ñîåäèíåíèè ñî ñëîæíûì è íåî-
äíîçíà÷íûì îáðàçîì òàêîå ïðåáûâàíèå â îäíîì çâóêîèçîáðàçèòåëüíîì
ïîëå è ñîçäà¸ò ñèìâîëè÷åñêè-ìåòàôîðè÷åñêèé êîíòåêñò . Èíòåðåñíî
çàìå÷àíèå Ñîõîðà (Ñîõîð 1971) î òîì, ÷òî Ñâèðèäîâ ðèñó åò êàðòèíû ïðè-
ðîäû ðàçíûìè êðàñêàìè: ìàñëÿíûìè , ãóñòûìè (õîð Ïî¸ò çèìà  èç Ïîýìû
ïàìÿòè Ñåðãåÿ Åñåíèíà), àêâàðåëüíûìè, ïðîçðà÷íûìè (êàìåðíûå ïðîèç-
âåäåíèÿ), àñêåòè÷íûìè, ñêóïûìè, íåñòîðîâñêèìè  ïî êîëîðèòó (êàíòàòà
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Äåðåâÿííàÿ Ðóñü). Â ðàáîòå ñî ñëîâîì êîìïîçèòîð ó÷èòûâàåò ïðèñóùèå
ïîýçèè  à í à ë è ò è ÷ å ñ ê è å  ç í à ê è : ðèôìó , ðèòì ñòèõà, åãî ðàçìåð,
ôîíè÷åñêîå îôîðìëåíèå.

Â òâîð÷åñòâå Ñâèðèäîâà íàáëþäàåòñÿ íå ïîâåðõíîñòíî-ëèòåðàòóð-
íàÿ òðàêòîâêà ïîýòè÷åñêîãî òåêñòà, à ôèëîñîôñêî-ýñòåòè÷åñêàÿ. Ýòî
ïîäòâåðæäàåò è ðàññìàòðèâàåìûé íàìè öèêë, ãäå ÷óòü ëè íå êàæäîå
ñëîâî – ì å ò à ô î ð à . Êîìïîçèòîð òàê ñóìåë  ïîäêëþ÷èòü ê ñòèõàì Ïàñ-
òåðíàêà ñâîþ ìóçûêó , ÷òî âîçäåéñòâèå ìóçûêè ìåòàôîðè÷åñêîé óìíî-
æèëîñü ìóçûêîé ðåàëüíîé.

Êàê îòìå÷àþò èññëåäîâàòåëè, â ñèìâîëå «ñêðûòû êàê áû äâà ïëà-
íà – îáùèé, àáñòðàêòíûé è êîíêðåòíûé, ïîäîáíî òîìó , êàê â ìåòàôîðå
ñëîâî îáðåòàåò ïåðåíîñíûé ñìûñë, íå òåðÿÿ ðåàëüíîãî. Îáðàùàÿñü ê ðå-
àëüíîìó ñìûñëó , ìóçûêà ñàìà íàäåëÿåòñÿ òàêæå ïåðåíîñíûì ñìûñëîì»
(Ðó÷üåâñêàÿ, Êóçüìèíà 1990: 99). Êîíêðåòíûå äåòàëè ïåðåîñìûñëèâà-
þòñÿ â öåëîñòíîì êîíòåêñòå öèêëà, îáðåòàþò èíîé ñìûñë, íå òåðÿÿ ñâîåé
ïåðâè÷íîé îáîáù¸ííîé ñóùíîñòè.

Ñâèðèäîâ îòìå÷àë: «Ìóçûêó ÿ ñî÷èíÿþ “èç ãëóáèíû äóøè”, è ñîäåð-
æàíèå èçáèðàåìûõ ìíîþ òåêñòîâ äîëæíî ñîîòâåòñòâîâàòü ìîèì ÷óâñòâàì.
Ñìûñë òåêñòà äîëæåí ñîâïàäàòü ñ òåì, ÷òî ÿ ñòðåìëþñü âûñêàçàòü êàê
êîìïîçèòîð»  (Îïàðèíà 2008: 81). Çâóêîèçîáðàçèòåëüíûé òèï ñåìàíòè-
êè äèíàìè÷åí èíà÷å, ÷åì ïðîöåññóàëüíûé îáðàç; ýòî ñâÿçàíî ñî ñïåöè-
ôèêîé âîñïðèÿòèÿ ïðîñòðàíñòâà êàê íåêîåé îáúåêòèâíîé âèäèìîñòè.

Ïðîàíàëèçèðîâàâ èçáðàííûé æàíðîâî-ñòèëåâîé ìàòåðèàë, óäàëîñü
âûÿâèòü îñîáåííîñòè çâóêîâûõ ýëåìåíòîâ è èõ êîìïëåêñîâ, îïðåäåëèòü
õàðàêòåðíûé ñìûñëîâîé ðèñóíîê  ïåéçàæíî-èçîáðàçèòåëüíîãî îáðàçà.

Âûâîäû. Òåîðåòè÷åñêèå àñïåêòû èçó÷åíèÿ çâóêîèçîáðàçèòåëüíîñòè
â êàíòàòå Ñíåã èä¸ò Ñâèðèäîâà â ñèñòåìå ìóçûêàëüíûõ ñèìâîëîâ âûÿ-
âèëè èõ òåñíóþ ñâÿçü ñ ïîýòè÷åñêèì òåêñòîì,  ñ î  ñë îâ î ì . Ìóçûêàëüíî-
ïîýòè÷åñêèé ñèíòåç â òâîð÷åñòâå êîìïîçèòîðà ñâÿçàí ñ îòêàçîì îò èë-
ëþñòðàòèâíîé ôóíêöèè: îí ñèìâîëè÷åí è ãëóáîê ïî ñîäåðæàíèþ. Ñå-
ìèîòè÷åñêàÿ îñü ìóçûêàëüíîãî ñìûñëà îáíàæàåò äâîéñòâåííîñòü áûòèÿ
õóäîæåñòâåííîãî ñîçíàíèÿ. Îòêðûâàåòñÿ ÍÅ -ëèíåéíàÿ ãëóáèíà ñèìâîëà:
ïñèõîëîãè÷åñêèå ìåòàìîðôîçû ïðîáóæäàþò ôàíòàçèþ ñëóøàòåëÿ, ïðî-
âîöèðóþò áåñêîíå÷íîñòü ñìûñëîâîãî ïîãðóæåíèÿ â ìåòàôèçèêó ìóçû-
êàëüíîé çâóêîèçîáðàçèòåëüíîñòè.

Ñâèðèäîâ â ñâîåé çâóêîèçîáðàçèòåëüíîñòè îäóõîòâîðèë ïðèðîäó:
ïåéçàæ ïðî÷óâñòâîâàí ñåðäöåì è âîñïåò ñ ëþáîâüþ, ïîýòîìó íàõîäèò â
äóøå ñëóøàòåëÿ ëè÷íûé ýìîöèîíàëüíûé îòêëèê. Ìóçûêà ìàëåíüêîé
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êàíòàòû Ñíåã èä¸ò åù¸ äî îñìûñëåíèÿ å¸ ôèëîñîôñêèõ ãëóáèí âîçäåé-
ñòâóåò ñâîåé êîíêðåòíîé ýìîöèîíàëüíîñòüþ, å¸ èíòóèòèâíîå, öåëîñòíåå
ïîñòèæåíèå ïðåäñòàâëÿåòñÿ äîñòóïíûì. Ã ëóáèííûå æå ñëîè ôèëîñîôñêî-
ýñòåòè÷åñêîãî ñîäåðæàíèÿ îñìûñëèâàþòñÿ è îòêðûâàþòñÿ ïîñòåïåííî;
îáîãàùåíèå ïðîèñõîäèò íåïðåðûâíî, ïðè êàæäîì íîâîì ñîïðèêîñíî-
âåíèè ñ öèêëîì. Êîìïîçèòîð ñòðåìèòñÿ ïîñòè÷ü íàñóùíûå ïðîáëåìû
áûòèÿ; îí ïðèáåãàåò ê ïîýçèè, ê ñëîâó è ñîçäà¸ò ïðîèçâåäåíèå-ñèìâîë,
÷ü¸ ìåòàôîðè÷åñêîå çâó÷àíèå îáðàñòàåò ðàçíûìè ñìûñëàìè. Îòñþäà è
îñîáåííîñòè ìóçûêàëüíîãî âðåìåíè è ïðîñòðàíñòâà: òåìïîâ, ðèòìîâ,
èíòîíàöèîííîãî ÿçûêà, êîìïîçèöèîííîé îðãàíèçàöèè.

Òàêèì îáðàçîì, îïðåäåëåíèå çâóêîèçîáðàçèòåëüíîñòè êàê  î á ð à ç -
í î - ñ ì û ñ ë î â î ã î  ì î ä ó ñ à  â  ñ è ñ ò å ì å  ì ó ç û ê à ë ü í î é  ñ è ì â î -
ë è ê è  ñïîñîáñòâó åò ïîñòèæåíèþ å¸ ñóùíîñòè è âíóòðåííåé ïðèðîäû àñ-
ñîöèàòèâíî-âèçóàëüíîãî ìûøëåíèÿ â öåëîì.

Sound Representation in System of Musical Symbols
(with the Examples from Music by George Sviridov)

Oksana Aleksandrova

Summary

Semiotics is an exclusively interdisciplinary type of science. It gives the
chance to apply the methods acquired in it for analyzing absolutely diverse
objects of art and culture. Semiotics analyzes the cognitive structures a human
operates with. The musical science functions as a way of structuring the
world, generating methods of sound, intonation and figurative structuring.

The questions of interaction of music and visual arts are relevant for a
modern creative activity. Musical art as the art that is associated with the
sound, is its abstract type and it is defined, as it is known, by the program,
which may be presented verbally or visually. The close interaction of sound
and graphic means of music in connection with the word opens wide oppor-
tunities for creation of visual semantics. It gives wide prospects for modern
musical creativity and its scientific studying. Sound and graphic means of
musical art bring to the listener a semantic image and create a visual row.

Many investigators were attracted by the role of the sound pattern in a
poetic text. At the same time the phenomena of the sound pattern is studied
as stylistic devices and expressive means. The ways of the sound pattern of
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organizing the musical text by the composers of the 20th century has not
been studied enough.

The sound world consists of internal and external parts. The spiritual
beauty is concealed in the inner part. The intonation layers have symbolical
value and the outlook opens behind simple sounds. It is necessary that the
composer should take into account the inherent characteristics of poetry in
his work on the word: rhyme, rhythm, its size, phonic design. These charac-
teristics severely restrict the composer’s freedom, placing him within the
framework of the specifics of the chosen poetic text. In addition to formal
external structural indicators, it’s necessary that she or he should take into
account the presence of meaning, texture, background levels of information.

Georgy Sviridov’s art method and the field of musical figurativeness of
the vocal-instrumental genres caused by it, consists of building the themes
of a new type – a timbre polysemantic type that receives a symbolic multidi-
mensional and allows to identify the set of implications.

Poetic metaphors, allegories and symbols find the original musical
decisions and visuals in Sviridov’s compositions. The composer using a variant
technique of writing and ostinato, creates a vivid picture in the chorus It’s
Snowing to words by Boris Pasternak, from the cantata of the same name. It
is conveyed wonderfully in the TV-novel by Nikolai Ryapolov Music and
Soul, dedicated to the life and work of the composer. The video clip which
demonstrates the elements of the sound pattern runs against the background
of the chorus.

Thereby, the symbolic world can be found in Sviridov’s music as a kind
of semantic formation in the realities of the landscape. We can recall as an
example the first number of Poem in Memory of Sergey Esenin (My Neglected
Land). The line “The crows hit the windows deadly by the wings”, shaded
by a bright symbol of Russian animated nature – “As a blizzard, the bird
cherry tree is waving with the sleeve”, sounds as a presage of trouble. Sviri-
dov’s music enhances the poetic imagery and the visual range of the poem.
Inescapable melancholy of the Russian landscape is being expressed by the
intonation of minor second in a slow, swaying motion of a lullaby. The
symbolic perception of the landscape results in a philosophical understanding
of the visual line.

Musical poetic synthesis in Sviridov’s creativity rises over illustration
level. It is symbolical and has deep meaning.
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Ñåìàíòèêà íî÷è
â ôèíñêîé êàìå ðíî-âîêàëüíîé ìóçûêå

Dr. art. Èðèíà Ãîðíàÿ
Ïðîôåññîð Ïåòðîçàâîäñêîé ãîñóäàðñòâåííîé êîíñåðâàòîðèè

(àêàäåìèè) èìåíè  Àëåêñàíäðà Ãëàçóíîâà

Îñîáóþ ðîëü íî÷è â æèçíè ñåâåðíûõ íàðîäîâ îòìåòèë åùå êëàññèê
ôèíñêîé ëèòåðàòóðû Ñàêðèñ Òîïåëèó ñ: «Ñóðîâàÿ ñåâåðíàÿ ïðèðîäà, îá-
ëàäàÿ âîñõèòèòåëüíîé, íî êîðîòêîé âåñíîé, íå ìîæåò ïîçàáûòü ñâîåé
äëèííîé çèìíåé íî÷è. Ò î÷íî òàê æå è æèòåëü ñåâåðà íå â ñîñòîÿíèè âñå-
öåëî ïðåäàòüñÿ ðàäîñòíûì âïå÷àòëåíèÿì» (Ò îïåëèó ñ 1894a: 93). Èçâåñò-
íûé â XIX âåêå æóðíàëèñò è ïåðåâîä÷èê Îðåñò Ñîìîâ (1793–1833) çàìå-
÷àòåëüíî îïðåäåëèë ñóùíîñòü ñåâåðíîãî ëåòà: «[..] íåçàõîäèìûé äåíü è
íåðàññâåòàþùàÿ íî÷ü äåëÿò òàì ãîäîâûå âðåìåíà»  (Ïèãàðåâ 1972: 9). Ó
ôèííîâ, êàê è ó äðóãèõ íàðîäîâ Åâðîïû, çèìíåå è ëåòíåå ñîëíöåñòîÿ-
íèå áûëè äðåâíåéøèìè è ñàìûìè ãëàâíûìè èç êàëåíäàðíûõ ïðàçäíè-
êîâ, ìàãè÷åñêàÿ ñóòü êîòîðûõ íå èñ÷åçëà ñ ïðèíÿòèåì õðèñòèàíñòâà. Ëåòî
è çèìà ïðîòèâîñòîÿò äðóã äðóãó, êàê äåíü è íî÷ü.

Ñèìïòîìàòè÷íî, ÷òî ñðåäè ëåòíèõ ïåñåí ó ôèíñêèõ êîìïîçèòîðîâ
íàèáîëåå ÷àñòî âñòðå÷àåòñÿ íàçâàíèå Ëåòíÿÿ íî÷ü  (Kesäyö). Â àíòîëîãèþ
Ëåòíèõ íî÷åé  âíåñëè ñâîé âêëàä êîìïîçèòîðû ðàçíûõ ïîêîëåíèé: ßí
Ñèáåëèóñ (Jean Sibelius), Òîéâî Ê óóëà (Toivo Kuula), Ýðêêè Ìåëàðòèí
(Erkki Melartin), Þðü¸ Êèëïèíåí ( Yrjö Kilpinen), Ñåëèì Ïàëìãðåí ( Selim
Palmgren), Ýìèëü  Êàóïïè ( Emil Kauppi), Õåéêêè Êëåìåòòè (Heiki Klemetti),
Õåéíî Êàñêè ( Heino Kaski), Ààððå Ìåðèêàíòî  (Aare Merikanto), Ýéíàðè
Ìàðâèà ( Einari Marvia), Ñåïïî Íóììè ( Seppo Nummi), Âÿéí¸ Ïåñîëà
(Väinö Pesola), Àõòè Ñîííèíåí ( Ahti Sonninen), Ýéíîþõàíè Ðà óòàâààðà
(Einojuhani Rautavaara), Õåéêêè Ñàðìàíòî ( Heikki Sarmanto), Ëàóðè Ñàé-
êêîëà (Lauri Saikkola), Éÿðìî  Ñåðìèëÿ ( Jarmo Sermilä). Â ïåñíå Àðìàñà
ßðíåôåëü òà (Armas Järnefelt) Ëèöî Ðîäèíû  (Isänmaan kasvot) íà ñëîâà Âåéêêî
Àíòåðî Êîñêåííèåìè ( Veikko Antero Koskenniemi) èìåííî áåëûå ëåòíèå
íî÷è ñòàíîâÿòñÿ ñèìâîëîì Ôèíëÿíäèè.

Ôèíñêèå ïîýòû íàõîäÿò äëÿ áåëûõ íî÷åé ìíîæåñòâî ýïèòåòîâ è õà-
ðàêòåðèñòèê: ñâåò íî÷è ñðàâíèâàåòñÿ ñ áåëèçíîé ëèëèé, ñ öâåòóùèì âèø-
íåâûì äåðåâîì. Âñïîìèíàåòñÿ çàìå÷àòåëüíîå âûñêàçûâàíèå Ñàêðèñà
Òîïåëèó ñà: «Êèñòü æèâîïèñöà íå â ñèëàõ ïåðåäàòü âîëøåáíîãî âïå÷àò-
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ëåíèÿ òàêîé íî÷è, êîãäà âñå ïðåäìåòû êàæóòñÿ ñàìîñâåòÿùèìèñÿ è ñâåò
èñõîäèò íå èç îäíîé îïðåäåëåííîé òî÷êè, à îäíîâðåìåííî îòîâñþäó »
(Òîïåëèó ñ 1894b: 20).

Âåëèêîëåïíî îïèñàë ëåòíþþ íî÷ü çíàìåíèòûé ôèíñêèé ïèñàòåëü,
Íîáåëåâñêèé ëà óðåàò Ôðàíñ Ýìèëü Ñèëëàíïÿÿ ( Frans Eemil Sillanpää) â
ðîìàíå  Ëþäè â ëåòíåé íî÷è:

«Âðÿä ëè íà ñåâåðå áûâàåò ëåòíÿÿ íî÷ü, åñòü òîëüêî äëÿùèéñÿ, ÷óòü
òåìíåþùèé âå÷åð, íî â ëåãêèõ ñóìåðêàõ ñâîÿ íåâûðàçèìàÿ ñëîâàìè
ÿðêîñòü. Îíà êàê ïðåä÷óâñòâèå ïðèáëèæàþùåãîñÿ ëåòíåãî óòðà. Êîãäà
ìóçûêà ïîëó ñâåòà ïîãðóçèòñÿ â ôèàëêîâî-òåìíîå ïèàíèññèìî [..],  âîò
òîãäà-òî ïðîáóæäàåòñÿ ïåðâàÿ ñêðèïêà, èçäàþùàÿ âûñîêèé íåæíûé çâóê,
ê êîòîðîìó âñêîðå ïðèñîåäèíÿåòñÿ âèîëîí÷åëü, è ýòà âíóòðåííå îùóòè-
ìàÿ ìóçûêàëüíàÿ êàðòèíà ïîëó÷àåò âíåøíþþ ïîääåðæêó: ñ òûñÿ÷è âå-
òîê, èç âîçäóõà ðàçëèâàåòñÿ òðåëÿìè òûñÿ÷åÿçûêîâûé àêêîìïàíåìåíò;
óæå óòðî, õîòÿ òîëüêî ÷òî áûë âå÷åð» (Âàðïèî 1998: 49).

Âûðàçèòåëüíîå îïèñàíèå Ñèëëàíïÿÿ ïåðåêëèêàåòñÿ ñ ïåñíåé Ìå-
ðèêàíòî Ëåòíÿÿ íî÷ü (Kesäyö) íà ñëîâà Ààðî Õåëëààêîñêè (Aaro Hellaakoski).
«Ôèàëêîâî-òåìíîå ïèàíèññèìî » ïðîíèçûâàåò âñå ïðîèçâåäåíèå. Ýëåãè-
÷åñêàÿ âàëüñîâàÿ òåìà íèãäå íå âûõîäèò çà ïðåäåëû äèíàìèêè pp. ×ðåç-
âû÷àéíî õàðàêòåðíîé ÷åðòîé ñòàíîâÿòñÿ ïà óçû, ñîçäàþùèå ýôôåêò
âñëóøèâàíèÿ â òèøèíó . Åå âñåïîãëîùàþùåå äåéñòâèå âûðàæåíî ÷åðåç
îáùåå äëÿ ãîëîñà è ôîðòåïèàíî ïðîäîëæèòåëüíîå ïà óçèðîâàíèå. Ïëå-
íýðíûå ýôôåêòû ïðîÿâëÿþòñÿ â èñïîëüçîâàíèè êðàéíèõ ðåãèñòðîâ –
÷åòâåðòîé è ñóáêîíòðîêòàâû. Ïðè âñåì ðàçëè÷èè ìóçûêàëüíîãî ÿçûêà
ïðîèçâåäåíèå Ðà óòàâààðû, èñïîëüçóþùåå òîò æå òåêñò Õåëëààêîñêè, îïè-
ðàåòñÿ íà àíàëîãè÷íûå äèíàìè÷åñêèå è ôàêòóðíûå ýëåìåíòû. Îñîáî ïî-
÷èòàþò ôèííû íî÷ü Èâàíîâà äíÿ , èëè Þõàííó ñà. Â ïåñíå Ìàðâèà Ñåðå-
äèíà ëåòà (Mittumaari) – íàçâàíèå âûñòóïàåò êàê ñèíîíèì Èâàíîâà äíÿ –
áüëüøàÿ ÷àñòü òåêñòà Ýéíàðè Âóîðåëà (Einari Vuorela) íàïðàâëåíà íà
ïàíîðàìíîå îïèñàíèå ðàñöâåòàþùåé ïîä íåçàõîäÿùèì ñîëíöåì ïðèðî-
äû, íà îñîçíàíèå ñåáÿ ìàëîé ÷àñòèöåé ïðèðîäíîãî óíèâåðñóìà:

«Âîðîòà ñâåòà îòêðûòû, äåíü â íî÷è ïðÿ÷åòñÿ, äîëèíû ïîêîåì äû-
øàò. Âåòåð ñïèò íà ëóãàõ, ëåñà ñíîì çàáûëèñü, òóìàí îòäûõàåò íà áîëî-
òàõ, òèõèå ëåñíûå îçåðà ñâåðêàþò. [..] Ñîçäàòåëü óëûáàåòñÿ âñåìó, âðåìÿ
ñòîèò íà ìåñòå».

Ìóçûêàëüíîå âîïëîùåíèå ñòèõà èñïîëíåíî ïîêîÿ. Ñòðó ÿùèåñÿ íà
äèíàìèêå îò ð äî ðððð ôèãóðàöèè, ñ íåñïåøíîé ñìåíîé ãàðìîíè÷åñêîé
âåðòèêàëè (ãëàâíàÿ òîíàëüíîñòü Des-dur), îáðèñîâûâàþò èäèëëè÷åñêóþ
êàðòèíó.
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Ìíîãî÷èñëåííîñòü íî÷íûõ ïåñåí Þõàííó ñà – ñðåäè ÿðêèõ ïðèìå-
ðîâ Äåâóøêà ãàäàåò îáâÿçêîé â íî÷ü ïåðåä Èâàíîâûì äíåì  (Flickan knyter i
Johannenatten) Ïàëìãðåíà, Íî÷ü Èâàíîâà äíÿ  (Juhannusyö) Êàñêè, Íî÷ü íà
Èâàíîâ äåíü  (Juhannusyö) Íóììè, Íî÷ü Èâàíîâà äíÿ  (Juhannusyö) Ïåñîëà,
öèêë Íî÷ü Èâàíîâà äíÿ  (Juhannusyö) op. 21 Ñîííèíåíà – ñðàâíèìà òîëüêî
ñ ðîæäåñòâåíñêèìè ïåñíÿìè. Îòìå÷àåìûé â ïåðâóþ ñóááîòó ïîñëå äíÿ
ñîëíöåñòîÿíèÿ, Þõàííó ñ óõîäèò ñâîèìè êîðíÿìè ê ÿçû÷åñêèì òðàäè-
öèÿì è àññîöèèðó åòñÿ ñ îáðÿäàìè, ïðèçâàííûìè îáåñïå÷èòü áîãàòûé
óðîæàé, îáèëüíûé óäîé ìîëîêà è óäà÷íîå çàìóæåñòâî. Ôèííû âåðÿò , ÷òî
ñàìàÿ êîðîòêàÿ íî÷ü â ãîäó òàèò â ñåáå âîëøåáñòâî. ×òîáû ïðèâîðîæèòü
æåíèõà, äåâóøêà äîëæíà íî÷üþ ïîâàëÿòüñÿ îáíàæåííîé íà ïîëå, êîòî-
ðîå ïðèíàäëåæèò ïîíðàâèâøåìó ñÿ ìîëîäîìó ÷åëîâåêó . Îñåíüþ, êîãäà
æåëàåìûé þíîøà áóäåò âêóøàòü õëåá èç çåðíà òîãî ñàìîãî ïîëÿ, â åãî
ñåðäöå íåïðåìåííî âñïûõíåò ëþáîâü ê äåâóøêå, êîòîðàÿ òàê ñòàðàëàñü â
íî÷ü íà Þõàííó ñ. Â ýòó âîëøåáíóþ íî÷ü ìîëîäûå ïàðíè òàêæå ìîãóò
ïîíÿòü, êòî áîëåå âñåãî ïîäõîäèò èì â æåíû. Äëÿ ýòîãî íóæíî çàáðàòüñÿ
íà êàìåíü, îêðóæåííûé ñî âñåõ ñòîðîí âîäîé, èëè çàëåçòü íà êðûøó
òðèæäû ïåðåñòðîåííîãî äîìà. Îáëèê ïðåêðàñíîé äåâóøêè îáÿçàòåëüíî
ïîñåòèò áóäóùåãî æåíèõà. Ìîëîäûå ëþäè ìîãóò êèäàòü â ðîäíèê ÷åðåç
êîëüöî áóëàâêè. Ïîñëå äåâÿòîé ñëåäó åò ïîñìîòðåòü ÷åðåç êîëüöî â âîäó ,
ãäå è ïîÿâèòñÿ ëèöî íåâåñòû. Ïî íàðîäíûì ïîâåðüÿì, â íî÷ü íà Þõàí-
íó ñ ìîæíî çàãàäûâàòü æåëàíèÿ. Äåâóøêè ñîáèðàþò áóêåò èç ñåìè ïîëå-
âûõ öâåòîâ è êëàäóò åãî ïîä ïîäóøêó , ÷òîáû óâèäåòü âî ñíå ñâîåãî ñóæå-
íîãî. Åñëè äàòü êàæäîìó öâåòêó èìÿ, à óòðîì ïîñìîòðåòü, êàêîé èç íèõ
ñàìûé ñâåæèé è íåïðèìÿòûé, òî áóäåò èçâåñòåí íå òîëüêî âíåøíèé âèä
æåíèõà, íî è åãî èìÿ. Â ïåñíå Ïàëìãðåíà Äåâóøêà ãàäàåò îáâÿçêîé â íî÷ü
ïåðåä Èâàíîâûì äíåì  (Flickan knyter i Johannenatten) âåñüìà ïîäðîáíî îïè-
ñûâàåòñÿ îáðÿä îáâÿçêè ìîëîäûõ ñòåáëåé çåëåíûõ âñõîäîâ øåëêîâûìè
íèòÿìè ðàçíûõ öâåòîâ (êðàñíîãî, ÷åðíîãî, çåëåíîãî). Åñëè çà íî÷ü âû-
ðîñ çåëåíûé ñòåáåëü ëþáâè, òî ñåðäöå äåâóøêè ëèêîâàëî.

Ñ÷èòàëîñü, ÷òî íî÷ü Þõàííó ñà ñòîëü æå îïàñíà, êàê Âàëüïóðãèåâà
èëè ïàñõàëüíàÿ, èáî âñå íå÷èñòûå ñèëû ãðîçÿò ïðîñòûì ñìåðòíûì íå-
èñòîâûì ðàçãóëîì. Âûñîêèå êîñòðû êàê ðàç è áûëè ïðèçâàíû îòãîíÿòü
äåìîíîâ è âåäüì. Âîêðóã êîñòðîâ âîäèëè õîðîâîäû. Èçâåñòíî, ÷òî êîë-
ëåêòèâíûå ïëÿñêè ñ ïîñòðîåíèåì ó÷àñòíèêîâ â êðóã âîçíèêëè â ãëóáî-
êîé äðåâíîñòè. Â êðåñòüÿíñêîé ñðåäå îíè áûëè òåñíî ñâÿçàíû ñ àãðàð-
íîé ìàãèåé êàëåíäàðíûõ ïðàçäíåñòâ. Îáðÿäîâûå õîðîâîäû âûïîëíÿëè
îõðàíèòåëüíûå ôóíêöèè, òàê êàê â ïðåäåëû ìàãè÷åñêîãî êðóãà íå ìîãëè
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ïðîíèêíóòü çëûå äóõè. Êðóãîâûå òàíöåâàëüíûå ôèãóðû âîñõîäèëè ê
êóëüòó ñîëíöà, ÿâëÿÿñü äâèæåíèÿìè ñèìâîëè÷åñêèìè. Ê óëüìèíàöèåé
ïðàçäíèêà ñòàíîâèëîñü âåí÷àíèå ñâàäåáíûõ ïàð. Ñîñòîÿíèå âîñòîðæåí-
íîñòè â ïåñíÿõ Þõàííó ñà ÷àñòî èçëèâàåòñÿ â ïàòåòè÷åñêèõ âûðàæåíèÿõ.
Õàðàêòåðíûé ïðèìåð ïðåäñòàâëÿåò Ïåñíÿ Èâàíîâà äíÿ  (Juhannuslaulu)
Êàñêè íà ñëîâà Õóãî ßëêàíåíà ( Hugo Jalkanen):

«Òû ïðèíåñëà âåñíó , òû îäàðèëà ìåíÿ ïîëíûì ñ÷àñòüåì, è ÿ ïîâåðèë
â æèçíü! Òàê ÿðêî è äíåì, è íî÷üþ – òû äàëà ñîëíöå! Ò âîèìè äîæäÿìè ÿ
óêðàøàë ñâîþ ãîëîâó , è ñåðäöå ìîå áûëî ïîëíî ðàäîñòè! Ðàáîòà áûëà äëÿ
ìåíÿ êàê èãðà! Íå ïóãàåò ìåíÿ íî÷ü â ãëóõîì ëåñó , íå óãðîæàþò ìíå ãíå-
òóùàÿ òîñêà è îäèíî÷åñòâî!»

Òåìà ðàäîñòíîãî óïîåíèÿ æèçíüþ âîïëîùàåòñÿ Êàñêè ñ ïîìîùüþ
ìàæîðíîãî ëàäà, øèðîêîé ïëàñòè÷íîé ìåëîäèè, îïèðàþùåéñÿ íà çâóêè
ìàæîðíîãî òðåçâó÷èÿ. Ïîëíîçâó÷èå ôîðòåïèàííîé ïàðòèè ó ñèëèâàåòñÿ
â ðåïðèçå ïðîñòîé òðåõ÷àñòíîé ôîðìû äîëãèìè àðïåäæèðîâàííûìè àê-
êîðäàìè, àññîöèèðóþùèìèñÿ ñî çâó÷àíèåì êàíòåëå.

Â îòëè÷èå îò äîìàøíèõ, ñêðîìíûõ ïî ìàñøòàáó ðîæäåñòâåíñêèõ
ïåñåí, ÷àñòî èñïîëíÿåìûõ â ñåìåéíîì êðóãó , ñî÷èíåíèÿ, ïîñâÿùåííûå
Þõàííó ñó, îáû÷íî íåñóò íà ñåáå ïå÷àòü ìàññîâîãî äåéñòâà è ýïè÷åñêîé
ìîíóìåíòàëüíîñòè. Âñ¸ ýòî ÿðêî äåìîíñòðèðó åò öèêë Íî÷ü Èâàíîâà äíÿ
(Juhannusyö) Ñîííèíåíà íà ñëîâà Êîëéîíåíà, âîïëîùàþùèé êàðòèíó
ïðàçäíè÷íîãî äåéñòâà. Íàçâàíèÿ ÷åòûðåõ ÷àñòåé ñî÷èíåíèÿ – Òàèíñòâåííî
(Salamyhkää), Ëþáèìàÿ âîäà  (Lempivesi), Äûì Ýõÿòþñà 1 (Ehätyssavu), Òàíöû
(Tanssit) – îòðàæàþò ýìîöèîíàëüíûå è îáðÿäîâûå ñôåðû ïðàçäíèêà: îò
ìèñòè÷åñêîãî òàèíñòâà äî âåñåëîãî òàíöà. Â ïðîèçâåäåíèè íàáëþäàåòñÿ
îïîðà íà ðèòìèêó òÿæåëîâàòî-òîðæåñòâåííîé ïîñòóïè è õàðàêòåðíûå
èíòîíàöèè òàêèõ æàíðîâ êîëëåêòèâíîãî äåéñòâèÿ, êàê ìàðøè, øåñòâèÿ,
õîðîâîäû. Çäåñü çàòåéëèâî ïåðåïëåòàþòñÿ ïåñåííîå è ïëÿñîâîå íà÷àëî,
èíñòðóìåíòàëüíûå íàèãðûøè è ñèãíàëû, âîçãëàñû, ïåðåäàþùèå ýíåð-
ãèþ ñòèõèéíûõ ñèë. Òàêèì îáðàçîì, â ïåñíÿõ Èâàíîâà äíÿ îõâàòûâàþòñÿ
âñå æàíðîâûå ëèíèè ïðàçäíèêà – îò ãèìíà äî òàíöà.

Êàðòèíû ñåâåðíîé ëåòíåé íî÷è íå âñåãäà ïîáóæäàþò ôèíñêèõ êîì-
ïîçèòîðîâ ê âîñòîðæåííîìó ãèìíó . Íàîáîðîò , îíè ñêëîííû ê îïëàêèâà-
íèþ ëåòà, à âìåñòå ñ íèì è óõîäÿùåé ìîëîäîñòè, íåðàçäåëåííîé ëþáâè.
Â ïåñíå Ê óóëû Íî÷ü  (Yö) íà ñëîâà Ýéíî Ëåéíî ( Eino Leino) ñóìåðå÷íûé
ñâåò, óïîìèíàåìûé â ñòèõå, ïîäòîëêíóë êîìïîçèòîðà ê âûáîðó es-moll â

1 Ýõÿòþñ – äåðåâíÿ â Âîñòî÷íîé Êàðåëèè, ñëàâèâøàÿñÿ ñâîèìè òàíöàìè.
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êà÷åñòâå ãëàâíîé òîíàëüíîñòè. Ïåðâàÿ ñòðîôà ïå÷àëüíîãî ìîíîëîãà
(«Íî÷ü íàñòóïàåò . Äåíü íà èñõîäå, ñóìåðêè ëîæàòñÿ íà ãëàçà. Óæå äàëåêî
ãäå-òî ñëûøèòñÿ çâóê îò äàëüíèõ îãíåé») â æàíðîâîì îòíîøåíèè áëèçêà
ê õîðàëó. Ïëîòíûå àêêîðäû ôîðòåïèàííîãî ñîïðîâîæäåíèÿ ðàñïîëîæåíû
èñêëþ÷èòåëüíî â íèçêîì ðåãèñòðå. Ñäåðæàííîñòü âûñêàçûâàíèÿ ñîçäà-
åòñÿ íå òîëüêî îáèëèåì âîñõîäÿùèõ è íèñõîäÿùèõ êâàðòîâûõ õîäîâ, íî
è îòñóòñòâèåì â ïàðòèè ãîëîñà VI ñòóïåíè ëàäà, ïîðîæäàþùåé ëèðè÷åñ-
êóþ íàïåâíîñòü.

Ëåòíèé ïåéçàæ ôèíñêèõ êîìïîçèòîðîâ òåñíî ñâÿçàí ñ æàíðîì ýëå-
ãèè. Ïîýòè÷åñêèå òåêñòû ðèñóþò îêóòàííûå ñóìåðêàìè ëóãà è ïîëÿ, òè-
õóþ ãëàäü âîäû, â êîòîðîé îòðàæàþòñÿ ïîãðóçèâøèåñÿ â ñîí äåðåâüÿ è
êóñòû. Êðàòêîñòü ÷óäåñíîãî ëåòíåãî âðåìåíè âûçûâàåò ñîñòîÿíèå ïå÷àëè ,
÷òî ñêàçûâàåòñÿ è íà âûáîðå òîíàëüíîñòåé. Ýòî es-moll â ðîìàíñå Ê óóëû
Íî÷ü (Yö) è a-moll â åãî æå Íî÷ü íàä âåðåñêîâûì êóñòîì op. 24 ¹ 4  (Yö
nummella), a-moll â Ëåòíåé íî÷è  (Kesäyö) Ìåðèêàíòî, d-moll â Ëåòíåé íî÷è
(Kesäyö) Êèëïèíåíà.

Îïèñàíèå ïðåëåñòíîãî ëåòíåãî âå÷åðà åùå áîëåå ó ñèëèâàåò òðàãè-
÷åñêîå îäèíî÷åñòâî ÷åëîâåêà. Â ïåñíå Ýðíñòà Ëèíêî ( Ernst Linko) Âå÷åð
(Ilta) op. 7 ¹ 5 íà ñëîâà Ë. Îíåðâà ( L. Onerva) ïîíà÷àëó âèäèòñÿ ëèøü
êàðòèíà óìèðîòâîðÿþùåé âå÷åðíåé òèøèíû:

«Äåíü îïó ñêàåòñÿ, íàñòóïàåò âðåìÿ ÷óäåñíîå, â âå÷åðíåé çàðå ïëû-
âóò îñòðîâà çàïëàêàííûå. Íå ñëûøåí øóì ñåðïà, ðàáîòà çàêîí÷èëàñü.
Äåðåâåíñêîå êðûëüöî ñïðÿòàëîñü ïîä ïîêðîâîì íî÷è. Âñ¸ òèõî. Äîìèø-
êè ñîííûå ñòîÿò».

Îäíàêî ïîñòåïåííî ðàñêðûâàåòñÿ è ïîäòåêñò . Çíàêîâûì ÿâëÿåòñÿ,
ïî âñåé âèäèìîñòè, îáðàç îáëàêîâ. Ïðèìåòû îêðóæàþùåãî ìèðà íåóëî-
âèìû, èçìåí÷èâû â âå÷åðíèõ ñóìåðêàõ. Ò îíàëüíî-ãàðìîíè÷åñêèé ÿçûê
ïåñíè ïðåäñêàçûâàåò ñìûñëîâûå ìåòàìîðôîçû ñòèõà, â êîíöå êîòîðîãî
òàê ÿñíî îáîçíà÷èëîñü ñîñòîÿíèå ÷åëîâå÷åñêîãî îäèíî÷åñòâà: «Çâåçäàì
îäíèì ñîáàêà ëàåò , ðîáêî ïîä îêîøêîì äåâî÷êà ïðÿ÷åòñÿ â ìîêðîé òðàâå» .
Ìàëîïîäâèæíûå àêêîðäîâûå êîìïëåêñû (íà÷àëîì èõ âûñòóïàåò ôðè-
ãèéñêèé òåòðàõîðä) ñîåäèíÿþòñÿ ñ ìåëîäèåé ðå÷èòàòèâíîãî ñêëàäà, êî-
òîðàÿ èç íèõ æå è ïðîèçðàñòàåò. Ê êîíöó ïåñíè àññîöèàöèÿ ñ õîðàëîì
çàìåòíî ó ñèëèâàåòñÿ, òàê êàê îêîí÷àíèÿ ñòèõîòâîðíûõ ñòðîê îòìå÷åíû
ôåðìàòàìè.

Ñ ëåòíåé íî÷üþ îáû÷íî ñâÿçàíû ïå÷àëüíûå ðàçìûøëåíèÿ î ñêîðî-
òå÷íîñòè æèçíè, íåäîëãîâå÷íîñòè ñ÷àñòüÿ. Ìîòèâû ïðèðîäíîãî è æèç-
íåííîãî êðóãîâîðîòà òåñíî ñìûêàþòñÿ ñ äðóãîé èçëþáëåííîé òåìîé
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ôèíñêîãî íàöèîíàëüíîãî ðîìàíòèçìà – òåìîé ñìåðòè. Â âîêàëüíîì öèêëå
Òàóíî Ìàðòòèíåíà ( Tauno Marttinen) Ëåòíèå îáëàêà (Suvipilvet) íà ñòèõè
Õåëëààêîñêè íåóìîëèìî òåêóùåå âðåìÿ àññîöèèðó åòñÿ ñ ïëûâóùèìè
îáëàêàìè: «Âìåñòå ñ ìûñëüþ î ñ÷àñòüå âðåìÿ áåæèò âïåðåä, çîëîòûå äíè,
äîðîãèå äíè óáåãàþò, ïðîïàäàþò». Âñïîìèíàåòñÿ íàáëþäåíèå Áîðèñà
Àñàôüåâà: «Ýëåãè÷åñêèé òîíóñ [..] îáóñëîâëåí ñîçåðöàíèåì íåèçáåæíî-
ñòè âå÷íîãî ïðåâðàùåíèÿ æèçíè â ñìåðòü» (À ñàôüåâ 1966: 204).

Îñîáåííî ÷àñòî îáðàç ñìåðòè ïðèñóòñòâó åò â ðîìàíñàõ Ê óóëû. Â ïåñíå
Ëåòíÿÿ íî÷ü íà öåðêîâíîì êëàäáèùå  (Kesäyö kirkkomaalla) íà ñëîâà Êîñêåí-
íèåìè òîëüêî áåëàÿ ñåâåðíàÿ íî÷ü ìîæåò çàñòàâèòü ëèðè÷åñêîãî ãåðîÿ
ïðèíÿòü ñìåðòü «ñ óëûáêîé ñ÷àñòüÿ íà óñòàõ, áëàãîñëîâëÿÿ äåíü ïðîøåä-
øèé». Cåìàíòè÷åñêèé áëîê íî÷ü – ñìåðòü  èìååò â ïîýòè÷åñêîì èñêó ññòâå
î÷åíü äàâíþþ òðàäèöèþ.

Òàêèì îáðàçîì, öåíòðàëüíûì æàíðîì ëåòíèõ ïåñåí îêàçûâàåòñÿ
ýëåãèÿ, ñåìàíòè÷åñêèì ÿäðîì êîòîðîé âûñòóïàþò ÷óâñòâà îäèíî÷åñòâà
è íåðàçäåëåííîé ëþáâè, âîñïîìèíàíèÿ î ïðîøëîì, ðàçìûøëåíèÿ î
áðåííîñòè æèçíè. Ïîäîáíàÿ æàíðîâàÿ íàïðàâëåííîñòü, íåñîìíåííî,
îòëè÷àåò ôèíñêóþ ëåòíþþ ïåñíþ îò áîëüøèíñòâà ëåòíèõ ïåñåí, ñîçäàí-
íûõ åâðîïåéñêèìè ìàñòåðàìè.

Îñåíü ó ôèíñêèõ êîìïîçèòîðîâ, êàê ïðàâèëî, ñîïðÿæåíà ñ òàêèì ýìî-
öèîíàëüíûì ñîñòîÿíèåì, êîòîðîå ëó÷øå âñåãî âûðàçèëà äíåâíèêîâàÿ
çàïèñü Ñèáåëèóñà: «Îñåííåå ñîëíöå è ãîðüêèå ìûñëè…» (Ò àâàñòøåðíà
1981: 189). Â ôèíñêîé ìóçûêå íå âñòðå÷àåòñÿ, ãîâîðÿ ñëîâàìè À ñàôüåâà,
«ðóáåíñîâñêàÿ âàêõàíàëèÿ îñåíè, ëþáîâü ê îñåíè êàê âðåìåíè ñîñðåäîòî-
÷åíèÿ òâîð÷åñêèõ ñèë è òâîð÷åñêîãî ðàçìàõà», êîòîðûå ó÷åíûé ñâÿçû-
âàåò ñ èìåíàìè Àëåêñàíäðà Ïóøêèíà è Àëåêñàíäðà Ã ëàçóíîâà (Àñàôüåâ
1984: 72). Òðàãè÷åñêàÿ ñåìàíòèêà îñåíè ó ôèíñêèõ êîìïîçèòîðîâ è ïî-
ýòîâ áûëà âåñüìà ñòîéêîé.

Îáùàÿ ÷åðòà îñåííèõ ïåñåí – îïëàêèâàíèå ëåòà. Ñîåäèíåíèå â îä-
íîì òåêñòå äâóõ âðåìåííûõ åäèíèö – îñåíè è íî÷è – âíîñèò â ñåìàíòèêó
ïåñåí ïå÷àëüíûå îáåðòîíû. Ñìûñë òàêîãî ñî÷åòàíèÿ îáúÿñíÿåòñÿ â îä-
íîì èç ïèñåì Ê óóëû:

«×åìó íàñ ó÷èò îñåíü? Ìíå êàæåòñÿ, ÷òî îñåíü ó÷èò íàñ íàìíîãî
áîëüøåìó , ÷åì âåñíà, à âå÷åð ó÷èò áîëüøåìó, ÷åì ìîæåò íà ó÷èòü óòðî.
Êîãäà ìû äóìàåì îá îñåíè è î âå÷åðå, â íàñ âîçíèêàþò ìûñëè î ñìåðòè»
(Elmgren-Heinonen 1983: 118).

Ñëîâà êîìïîçèòîðà íàõîäÿòñÿ â ðó ñëå èçâåñòíîé ìèôîëîãåìû ðî-
ìàíòè÷åñêîãî ñîçíàíèÿ.
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Â êðóãó îñåííèõ  ïåñåí îñîáíÿêîì ñòîèò ìàñøòàáíîå ñî÷èíåíèå Ñè-
áåëèóñà Îñåííèé âå÷åð (Höstkväll ) íà ñëîâà Âèêòîðà Ðþäáåðãà (Viktor
Rydberg). Â ïîýòè÷åñêîì òåêñòå ÿâëåíèÿ ïðèðîäû íàäåëÿþòñÿ ÷åëîâå÷åñ-
êèìè ýìîöèÿìè: «[..] îáëàêî ïëûâåò ñ ïå÷àëüíûìè ÷óâñòâàìè, äîæäü,
ïàäàþùèé íà êàìíè, ïðîñåèâàåò ãðó ñòíûå ïðåäàíèÿ, âçäûõàåò ðó÷ååê,
ãîëîñà, äðîæàùèå îò áîëè, çâó÷àò â øòîðìå, èñõîäÿùåì èç ãëóáèíû ëåñà».
Â êàðòèíå ïðèðîäû, íàðèñîâàííîé ïîýòîì, åñòü ýïè÷åñêàÿ øèðîòà: ëåñ,
ãðÿäà õîëìîâ, ïó ñòûííûå øõåðû, ðàññåëèíû ñêàë, ãîðû, ðàâíèíû, ïî-
êðûòûå ñîñíàìè, îáëàêî, ïëûâóùåå ÷åðåç «ïåíèñòîå ìîðå». Âèä ñâåðõó ,
ñ ïòè÷üåãî ïîëåòà, ñîçäàåò âïå÷àòëåíèå ïðîñòîðà, ìàíÿùåé äàëè, îáùå-
ãî âåëè÷èÿ ïðèðîäû, íî «ñêîðáÿùàÿ îñåíü» îêóòûâàåò âñþ ýòó ïàíîðàìó
ñîñòîÿíèåì ýëåãè÷åñêîé ïå÷àëè.

Â êàìåðíî-âîêàëüíîì íàñëåäèè ôèíñêèõ êîìïîçèòîðîâ çèìíèå íî÷-
íûå ïåéçàæè íàáëþäàþòñÿ çíà÷èòåëüíî ðåæå äðóãèõ êàëåíäàðíûõ ñåçî-
íîâ. Êàðòèíà çèìíåé íî÷è â ïåñíÿõ Çèìíÿÿ íî÷ü  (Talviyö) Ýéíàðè Ìàðâèà
è Ñóëõî Ðàíòà (Sulho Ranta), Çèìíåé ëóííîé íî÷üþ  (Talvikuutamolla) Ëåâè
Ìàäåòîéè ( Leevi Madetoja) îáû÷íî ñâÿçàíà ñ òðàãè÷åñêèì íàñòðîåì ÷å-
ëîâå÷åñêîé äóøè. Íåäàðîì äåêàáðü ôèííû íàçûâàþò âîë÷üèì ìåñÿöåì,
êîãäà ñîñòîÿíèå òîñêè àññîöèèðó åòñÿ ñ âîë÷üèì âîåì. Ñâåò è ðàäîñòü
îñâåùàþò òîëüêî ðîæäåñòâåíñêóþ íî÷ü. Âñå ñòèõè î çèìå ïðîíèçàíû
ãðóñòíûì âîñïîìèíàíèåì î ïðîøåäøåì ëåòå èëè ïðèçûâîì ê ðàäîñòÿì
ãðÿäóùåé âåñíû. Â åâðîïåéñêîé ïîýçèè çèìà îòîæäåñòâëÿåòñÿ ñî ñìåðòüþ .
Íåñëó÷àéíî ïåñíÿ Çèìíÿÿ íî÷ü  (Winternacht) íà ñëîâà Êðèñòèàíà Ìîðãåí-
øòåðíà ( Morgenstern) âêëþ÷åíà Êèëïèíåíîì â öèêë Ïåñíè Ñìåðòè  (Lieder
um den Tod).

Â âîêàëüíîé ìóçûêå ôèíñêèõ êîìïîçèòîðîâ îïèñàíèÿ çèìû îáû÷íî
íå èìåþò òîé ñòåïåíè ïîäðîáíîñòè, êîòîðàÿ ñâîéñòâåííà äðóãèì êàëåí-
äàðíûì ñåçîíàì, è ÷àñòî ñâîäÿòñÿ ê óïîìèíàíèþ îòäåëüíûõ ïðèìåò , òà-
êèõ, êàê ñíåã, ëåä, èíåé, ìîðîç, ìåòåëü, âüþãà. Ïðèìå÷àòåëüíî, ÷òî â òåì-
íîå âðåìÿ ñóòîê ïåéçàæíûå äåòàëè ñòàíîâÿòñÿ êàê áóäòî íåâèäèìûìè,
ïëîõî ðàçëè÷èìûìè. Íåáîëüøîé ïåéçàæíûé çà÷èí âñòðå÷àåòñÿ â ðîæ-
äåñòâåíñêèõ ïåñíÿõ. Âåðîÿòíî, îæèäàíèå ðîæäåñòâåíñêèõ ïðàçäíèêîâ
ñïîñîáíî ïðèäàòü îïèñàíèþ çèìû ðàäîñòíîå çâó÷àíèå. Õàðàêòåðíî, ÷òî
çèìíèå ïåéçàæè â ôèíñêîé  âîêàëüíîé ìóçûêå íåñóò â öåëîì êóäà áîëåå
ñâåòëîå ìèðîîùóùåíèå, ÷åì îñåííèå, äàæå â èçîáðàæåíèè òàêîãî âðå-
ìåíè ñóòîê, êàê âå÷åð èëè íî÷ü. Ò àêîâû Çèìíèì âå÷åðîì  (Talvi-iltana)
Ìàðâèà, Çèìíåé ëóííîé íî÷üþ  (Talvikuutamolla) Ìàäåòîéè è Â çèìíþþ íî÷ü
(I vinternatten) Ðàóòàâààðû.
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Íà ðóáåæå XIX–XX âåêîâ òåìà âåñåííåãî îáíîâëåíèÿ áûëà îñîáåí-
íî âîñòðåáîâàíà â ôèíñêîì èñêó ññòâå, ÷òî îòðàçèëîñü â îãðîìíîì ÷èñëå
âåñåííèõ ïåñåí. Â ñàìîì ýòîì ôàêòå êàê áóäòî íåò íè÷åãî íåîáû÷íîãî,
âåäü è äðóãèå åâðîïåéñêèå êîìïîçèòîðû ïîñâÿòèëè ìíîæåñòâî ïåñåí
áåçîñòàíîâî÷íîìó êðóãîâîðîòó , ñîâåðøàþùåìó ñÿ â ïðèðîäå. Ôèíñêèå
êîìïîçèòîðû (Ñèáåëèó ñ, ßðíåôåëüò, Êóóëà, Ìàðâèà, Ìåëàðòèí, Îñêàð
Ìåðèêàíòî, Aàðå Ìåðèêàíòî, Ïàëìãðåí, Êèëïèíåí, Ñèïèëÿ) ïîêëîíÿ-
þòñÿ îòíþäü íå àáñòðàêòíîé âåñíå, à ñåâåðíîé.

Â ôèíñêîé ìóçûêå  ïåðâîãî äåñÿòèëåòèÿ ÕÕ âåêà òåìà âåñíû èìååò
ãëóáîêî ñèìâîëè÷åñêèé ñìûñë, âûðàæàÿ ìå÷òó î íàöèîíàëüíîé íåçàâè-
ñèìîñòè. Âåñåííèå ïåñíè ôèíñêèõ êîìïîçèòîðîâ îáðåòàþò ýïè÷åñêîå
çâó÷àíèå, íàèâûñøåé ôîðìîé âîïëîùåíèÿ êîòîðîãî ñòàíîâèòñÿ ãèìí.
Ïîäîáíàÿ àññîöèàòèâíàÿ ñâÿçü êàæåòñÿ åñòåñòâåííîé, òàê êàê èìåííî â
âåñåííèõ ïåñíÿõ áîëåå âñåãî âñòðå÷àþòñÿ óïîìèíàíèÿ Ôèíëÿíäèè, ñòðà-
íû Ñó îìè. Õàðàêòåðíî, ÷òî âåñåííèå ïåñíè îáû÷íî ñâÿçûâàëèñü ñ òàêèì
âðåìåíåì ñóòîê, êàê óòðî, íî÷ü ïðåäñòàâëåíà åäèíè÷íûìè îáðàçöàìè.

Òðàãè÷åñêèå íîòû çâó÷àò â Âåñåííåé ïåñíå (Kevätlaulu) Êóóëû. Ñåðå-
äèíà ïðîèçâåäåíèÿ (ãëàâíàÿ òîíàëüíîñòü c-moll), íåñîìíåííî, îáó ñëîâ-
ëåíà ñòðîêîé: «Êîãäà íî÷ü ïîêðîåò òåíüþ äåíü, åùå æàð÷å ñòàíåò òîñêà».
Â êðàéíèõ ðàçäåëàõ ñî÷èíåíèÿ, ðåøåííûõ â æàíðå áàðêàðîëû, ãîñïîä-
ñòâóåò ãàðìîíè÷åñêèé Ñ-dur. Ïîíèæåíèå øåñòîé ñòóïåíè ïðèäàåò âîë-
íîîáðàçíûì ôèãóðàöèÿì ïå÷àëüíûé îòòåíîê. Ñåìàíòèêà ãàðìîíè÷åñ-
êîãî ìàæîðà ñîïðèêàñàåòñÿ çäåñü ñ òåì êðóãîì çíà÷åíèé, êîòîðûå Ëåî
Ìàçåëü îòìå÷àåò â ñî÷èíåíèÿõ Ìèõàèëà Ã ëèíêè, ñâÿçàííûõ ñ ïåéçàæ-
íîé ëèðèêîé, â ÷àñòíîñòè, â ðîìàíñå Ôèíñêèé çàëèâ (Ìàçåëü 1982: 97).

Èòàê, â ëåòíèõ, îñåííèõ, çèìíèõ è âåñåííèõ íî÷íûõ ïåñíÿõ ôèí-
ñêèõ êîìïîçèòîðîâ äåéñòâó åò îïðåäåëåííûé «æàíðîâî-àññîöèàòèâíûé
êîìïëåêñ» (Íàçàéêèíñêèé 1982: 172), âñëåäñòâèå ÷åãî êàæäàÿ ïåñåííàÿ
ãðóïïà òÿãîòååò ê êîíêðåòíîìó æàíðó: ëåòíèå è âåñåííèå íî÷íûå ïåñíè –
ê ýëåãèè, îñåííèå – ê õîðàëó-ìàðøó , è ëèøü çèìíèå ïåñíè, â çàâèñèìî-
ñòè îò ñåìàíòè÷åñêîé íàïðàâëåííîñòè, îáíàðóæèâàþò äâå âåòâè: òðà óð-
íûé õîðàë èëè ýïè÷åñêèé ãèìí.
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Semantics of Night in Finnish Vocal Chamber Music

Irina Gornaya

Summary

With Finns, as well as with other nations of Europe, winter and summer
solstice were the most ancient and most important of the calendar holidays
whose magic essence hasn’t disappeared with the acceptance of Christianity.
Depictions of nature are closely connected not only with seasons but also with
day calendar. Summer and winter resist each other, as day and night. In Fin-
nish music of the first decade of the 20th century, the theme of spring night
has a deeply symbolical sense, expressing the dream of national independence.

Among summer songs, Finnish composers prefer the name A Summer
Night . The light of the night is compared to the whiteness of lilies. Finns
believe that the shortest night of the year conceals magic in itself. The image
of the midsummer night came to symbolise the irrational side of the Nordic
psyche. The uniquely Northern phenomenon of the midnight sun became a
powerful metaphor for the ethnic otherness of Northern identity in such
works as Summer Night at the Church Yard by Toivo Kuula.

Summer landscapes of Finnish composers are closely connected with
an elegy genre. Finnish composers are inclined to mourning of summer, and
together with it – leaving youth, one-way love. Summer night generates sad
reflections about rapidity of life, fragility of happiness. Motives of natural
and vital circulation are closed with a death, which was the favourite theme
of Finnish national romanticism. Especially the image of death is often present
in songs by Toivo Kuula. The brevity of wonderful summertime generates a
choice of tonalities (Es minor in A Night  by Toivo Kuula, A minor in A Summer
Night  by Aare Merikanto, D minor in A Summer Night by Yrjö Kilpinen).

Especially Finns esteem the night of Juhannus Day. Large number of
night songs of Juhannus can be compared only with Christmas songs. As a
rule, Christmas songs have a modest volume. First of all, these songs are
intended for singing in a house circle. The songs devoted to Juhannus, usually
are monumental and epic. Composers often deliberately juxtaposed different
harmonic styles as symbolic means: for example, use of chromaticism as a
symbol of evil and diatonicism for goodness, naturalness and innocence. So,
each song group gravitates to a concrete genre: summer and spring night
songs to an elegy, autumn night songs to a funeral march, and only winter
night songs have two branches – a mourning choral or a solemn hymn.
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Ôåíîìå í ñâîáîäíîé ïó ëüñèðóþùåé êîìïîçèöèè
â ñèìôî íèÿõ Ëåéôà Ñåãåðñòàìà

Dr. art. Èðèíà Êîïîñîâà
Àññîöèèðîâàííûé ïðîôåññîð Ïåòðîçàâîäñêîé ãîñóäàðñòâåííîé

êîíñåðâàòîðèè (àêàäåìèè) èìåíè Àëåêñàíäðà Ãëàçóíîâà

Â ôèíñêîì èñêó ññòâå íà ïðîòÿæåíèè âñåãî ÕÕ âåêà íå îñëàáåâàåò
èíòåðåñ ê ñèìôîíèè 1. Òðàäèöèîííûé äëÿ åâðîïåéñêîé ìóçûêè æàíð
çäåñü ñóùåñòâåííî âèäîèçìåíÿåòñÿ, ïðèíèìàåò íîâûå ôîðìû 2. Â ýòîì
îòíîøåíèè ïîêàçàòåëüíî òâîð÷åñòâî  Ë å é ô à  Ñ å ã å ð ñ ò à ì à (Leif Seger-
stam, ðîä. 1944), îäíîãî èç êðóïíåéøèõ ôèíñêèõ ñèìôîíèñòîâ. Îí êîì-
ïîçèòîð-ðåêîðäñìåí, àâòîð áîëåå 250 ñèìôîíè÷åñêèõ îïó ñîâ, à òàêæå
âíóøèòåëüíîãî êîðïó ñà äðóãèõ ïðîèçâåäåíèé3.

Âûñî÷àéøàÿ ïðîäóêòèâíîñòü Ñåãåðñòàìà îïðåäåëÿåòñÿ öåëûì ðÿ-
äîì ïðè¸ìîâ, îòîáðàííûõ è ðàçðàáàòûâàåìûõ ýòèì àâòîðîì, îíè ïîçâî-
ëÿþò ñîçäàâàòü 20-ìèíóòíîå ïðîèçâåäåíèå âñåãî çà íåñêîëüêî äíåé. Êîì-
ïîçèòîð íàçûâàåò ñâîè ñî÷èíåíèÿ «ñâîáîäíî ïóëüñèðóþùèìè»; åñòü âñå
îñíîâàíèÿ ñ÷èòàòü «ñâîáîäíóþ ïóëüñàöèþ» àâòîðñêèì ìåòîäîì êîìïî-

1 Â òâîð÷åñòâå ïðàêòè÷åñêè êàæäîãî ôèíñêîãî àâòîðà ñèìôîíèÿ çàíèìàåò
âàæíîå ìåñòî, îáðàçó ÿ ìàëûå èëè áîëåå êðóïíûå ïî îáú¸ìó öèêëû. Ïî äâå, òðè
ñèìôîíèè ñîçäàëè Èëêêà Ê óóñèñòî (Ilkka Kuusisto), Ìèêêî Õåéíè¸ ( Mikko Heiniö),
Ãåðìàí Ðåõáåðãåð (Herman Rechberger), Éîóíè Êàéïàéíåí ( Jouni Kaipainen) è äð.;
ïî ÷åòûðå – Éîîíàñ Êîêêîíåí ( Joonas Kokkonen), Ñóëõî Ðàíòà (Sulho Ranta) è äð.;
ïî ïÿòü – Ïààâî Õåéíèíåí ( Paavo Heininen), Ýðêêè Ñàëìåíõààðà (Erkki Salmen-
haara) è äð.; ïî øåñòü – Óñêî Ìåðèëÿéíåí ( Usko Marilainen), Ýéíàð Ýíãëóíä
(Einar Englund); ïî ñåìü – Ôðèäðèõ Áðóê ( Fridrich Bruk), Ëåîíèä Áàøìàêîâ ( Leonid
Bashmakov); ïî âîñåìü – À óëèñ Ñàëëèíåí ( Aulis Sallinen), Ýéíîþõàíè Ðà óòàâààðà
(Einojuhani Rautavaara); ïÿòíàäöàòü ñèìôîíèé ó Êàëåâè Àõî ( Kalevi Aho). Êðîìå
Ñåãåðñòàìà ìàñøòàáíûé öèêë (44 ñèìôîíèè) ïðåäñòàâëåí â òâîð÷åñòâå Ýðèêà
Ôîðäåëëÿ  (Erik Fordell).

2 Òàê, âñëåä çà ïîÿâëåíèåì â ôèíñêîé ìóçûêå äîäåêàôîíèè, ñåðèéíîé òåõ-
íèêè, àëåàòîðèêè òóò ñðàçó ïîÿâëÿþòñÿ äîäåêàôîííûå, ñåðèàëüíûå, àëåàòîð-
íûå ñèìôîíèè.

3 Ñåãåðñòàìó òàêæå ïðèíàäëåæàò áîëåå 30 êîíöåðòîâ (13 ñêðèïè÷íûõ, 8 âèî-
ëîí÷åëüíûõ, 4 àëü òîâûõ, 4 ôîðòåïèàííûõ, 3 äëÿ âàëòîðíû), 30 êâàðòåòîâ, áîëüøîå
÷èñëî èíñòðóìåíòàëüíûõ è îðêåñòðîâûõ îïó ñîâ ñ èíûìè æàíðîâûìè îáîçíà÷å-
íèÿìè.
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çèöèè4. Õàðàêòåðèçóþùèå åãî îñîáåííîñòè áåç òðóäà ïðî÷èòûâàþòñÿ â
ñî÷èíåíèÿõ (â ïåðâóþ î÷åðåäü ñèìôîíèÿõ), âîçíèêøèõ íà ðóáåæå 1990–
2000-õ ãîäîâ. Âñå îïó ñû ýòîãî âðåìåíè îäíî÷àñòíû, ñêëàäûâàþòñÿ èç çâó-
êîâûõ ïÿòåí ðàçíîé ïëîòíîñòè, îáúåäèíåííûõ âîëíîâîé äðàìàòóðãèåé.
Çâó÷àíèÿ îáðàçóþòñÿ ñëèÿíèåì îòäåëüíûõ ïàðòèé, îôîðìëåííûõ ïî çà-
êîíàì ôàêòóðíîé àëåàòîðèêè. Âàæíåéøàÿ ðîëü çäåñü îòâîäèòñÿ èñïîë-
íèòåëÿì, ïîñêîëüêó ìóçûêà âîñïðîèçâîäèòñÿ áåç äèðèæåðà, à ïàðòèè,
ñîãëàñíî ðàçíîìó õðîíîìåòðàæó , äîëæíû ñìåíÿòüñÿ íåñèíõðîííî. Ïàðòè-
òóðû òàêèõ ñî÷èíåíèé èìåþò ñõîæèé îáëèê: îíè íåáîëüøèå ïî îáúåìó
(çàíèìàþò 5–6 ñòðàíèö), ïîñêîëüêó íîòíûé òåêñò ñîäåðæèò ëèøü êîíñ-
ïåêò áóäóùåãî çâó÷àíèÿ.

Óæå ýòî êðàòêîå îïèñàíèå îáíàðóæèâàåò îðèãèíàëüíîñòü êîìïîçè-
òîðñêîãî ðåøåíèÿ, ê êîòîðîìó ïðèøåë ôèíñêèé àâòîð. Êàê ñêëàäûâàëñÿ
åãî ìåòîä? Êàêèì êîíòåêñòîì îí îáó ñëîâëåí? Êàê ïðåîáðàçó åòñÿ ñèìôî-
íèÿ ïî ñðåäñòâàì ýòîé òåõíèêè? Ñóùåñòâóþùàÿ èññëåäîâàòåëüñêàÿ ëè-
òåðàòóðà î Ñåãåðñòàìå ìàëî÷èñëåííà5 è íå äàåò èñ÷åðïûâàþùåãî îòâåòà
íà ïîäîáíûå âîïðîñû. Ïîïðîáó åì îòâåòèòü íà íèõ, îïèðàÿñü íà èìåþ-
ùèåñÿ ìàòåðèàëû (èõ íåïîëíûé ñïèñîê ñì. â êîíöå ñòàòüè): çàïèñè, ïàð-
òèòóðû, èíòåðâüþ êîìïîçèòîðà è ò . ä.

Õóäîæåñòâåííóþ íàòóðó Ëåéôà Ñåãåðñòàìà îòëè÷àåò óäèâèòåëü-
íûé óíèâåðñàëèçì. Â åãî òâîð÷åñêîé ðåàëèçàöèè çàíÿòèÿ êîìïîçèöèåé
âñåãäà ñî÷åòàëèñü ñ èñïîëíèòåëüñòâîì è àêòèâíåéøåé äèðèæåðñêîé
äåÿòåëüíîñòüþ. Îí ñðàçó ôîðìèðîâàëñÿ êàê ðàçíîñòîðîííèé è âåñüìà
óñïåøíûé ìóçûêàíò: ó÷èëñÿ â Àêàäåìèè èì. Ñèáåëèó ñà êàê ñêðèïà÷, ïè-

4 Â ñâîèõ èíòåðâüþ Ñåãåðñòàì íåðåäêî óêàçûâàåò, ÷òî åãî ìóçûêà «îïèðàåòñÿ
íà ïðèíöèï ñâîáîäíîé ïóëüñàöèè» – ñì., íàïðèìåð:  Composer / Conductor Leif
Segerstam. A Conversation with Bruce Duffie. http://www.kcstudio.com/segerstam.html
(ïðîñìîòð 6 ñåíòÿáðÿ 2013).

Ñâîþ 13 ñèìôîíèþ îí íàçûâàåò «ñâîáîäíî ïóëüñèðóþùèì çâóêîâûì õýïïå-
íèíãîì» (Segerstam 1989/1991), ïîêàçàòåëüíû òàêæå íàçâàíèÿ äðóãèõ åãî ñî÷è-
íåíèé. Ò àê, Ñèìôîíèÿ ¹ 118 (2004) îçàãëàâëåíà Ïðîãóëêà â çâó÷àíèÿõ ñâîáîäíî
ïóëüñèðóþùåãî ïåéçàæà; Ñèìôîíèÿ ¹ 133 (2005) – Ëóã ñâîáîäíî ïóëüñèðóþùèõ
çâóêîâ... (A Meadow of freely pulsating Sounds...). Èñõîäÿ èç ñêàçàííîãî, ÿñíî, ÷òî
Ñåãåðñòàì ïîíèìàåò ñâîáîäíóþ ïóëüñàöèþ øèðîêî, ñ÷èòàÿ å¸ è ïðèíöèïîì, è
õàðàêòåðîì çâó÷àíèÿ, è æàíðîì. Ìû âûáðàëè îáîáùàþùåå ýòè ëèíèè ïîíÿòèå
ì å ò î ä  ê î ì ï î ç è ö è è .

5 Â îñíîâíîì ýòî àííîòàöèè ê äèñêàì, èíòåðâüþ, íåáîëüøèå ñòàòüè îáçîðíî-
ãî  õàðàêòåðà. Â íàñòîÿùèé ìîìåíò èçäàíà òîëüêî îäíà ìîíîãðàôèÿ, ïîñâÿùåí-
íàÿ êîìïîçèòîðó  (Lindgren 2005).
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àíèñò 6 è äèðèæåð; êàê äèðèæåð ïðîäîëæèë çàòåì îáðàçîâàíèå â
Äæóëüÿðäñêîé øêîëå â Íüþ-Éîðêå 7. Â äàëüíåéøåé êàðüåðå äèðèæè-
ðîâàíèå äîëãîå âðåìÿ íàõîäèëîñü íà ïåðâîì ìåñòå; Ñåãåðñòàìó ïîñ÷àñò-
ëèâèëîñü ðóêîâîäèòü ìíîãèìè ïðîñëàâëåííûìè êîëëåêòèâàìè 8, ê ñåãîä-
íÿøíåìó äíþ îí îäèí èç âåäóùèõ åâðîïåéñêèõ äèðèæåðîâ.

Êîìïîçèöèÿ ïîíà÷àëó ïðèâëåêàëà Ñåãåðñòàìà íå òàê ñèëüíî, êàê
ðàçíûå ôîðìû èñïîëíèòåëüñòâà. Â ïåðèîä ó÷åáû îí íå îñâàèâàë ñî÷èíå-
íèå ñèñòåìàòè÷åñêè9. Ëèøü ñ 1970-õ êîìïîçèòîðñêèå øòóäèè ñòàëè íàáè-
ðàòü âåñ. Îäíàêî àêöåíò íà äèðèæåðñêîé ðàáîòå ðîäèë òðàäèöèþ ñî÷è-
íÿòü ïðåèìóùåñòâåííî â ëåòíèå ìåñÿöû 10, ÷òî äî ïîðû ñëóæèëî îáúåê-
òèâíûì ôàêòîðîì, ñäåðæèâàþùèì êîìïîçèòîðñêóþ ïðîäóêòèâíîñòü.

Ðîñò Ñåãåðñòàìà-êîìïîçèòîðà îòðàæàþò æàíðîâûå ïðèñòðàñòèÿ.
Ïîíà÷àëó åãî èíòåðåñîâàëà êàìåðíàÿ ñôåðà (êâàðòåò , ñàìîñòîÿòåëüíûå
ïüåñû äëÿ ðàçíûõ ñîñòàâîâ) è êîíöåðò; åãî Ïåðâàÿ ñèìôîíèÿ ïîÿâèëàñü
òîëüêî â 1978 ãîäó. Ñèòóàöèÿ ðåçêî ìåíÿëàñü ê êîíöó 1990-õ. Ñîãëàñíî

6 Ñ 9 ëåò îí èãðàë íà ñêðèïêå â íàöèîíàëüíîì ìîëîäåæíîì îðêåñòðå; ïåðâûé
ñîëüíûé êîíöåðò , ãäå Ñåãåðñòàì âûñòóïèë êàê ñêðèïà÷, ñîñòîÿëñÿ â 1963 ãîäó. Â
18 ëåò Ñåãåðñòàì îäåðæàë ïîáåäó â ïðåñòèæíîì íàöèîíàëüíîì êîíêóðñå ïèà-
íèñòîâ èìåíè Ìàé Ëèíä ( Maj Lind). Çàòåì îí íåðåäêî áóäåò ó÷àñòâîâàòü â îäíîì
èëè äðóãîì êà÷åñòâå â èñïîëíåíèè ñâîèõ ñîáñòâåííûõ ñî÷èíåíèé.

7 Îáó÷åíèå â Àêàäåìèè èì. Ñèáåëèó ñà ïðîäîëæàëîñü ñ 1952 ïî 1963 ãîä, îáó-
÷åíèå â Äæóëüÿðäñêîé øêîëå äëèëîñü ñ 1963 ïî 1965 ãîä.

8 Çà òðè äåñÿòêà ëåò Ñåãåðñòàì âîçãëàâëÿë èëè áûë ïðèãëàøåííûì äèðèæå-
ðîì âî ìíîãèõ èçâåñòíûõ åâðîïåéñêèõ êîëëåêòèâàõ. Ýòî îïåðíûå òåàòðû Õåëü-
ñèíêè, Ñòîêãîëüìà, Çàïàäíîãî Áåðëèíà, Âåíû è äð.; ñèìôîíè÷åñêèå îðêåñòðû
Àâñòðèéñêîãî, Äàòñêîãî, Øâåäñêîãî è Ôèíñêîãî ðàäèî, Ñòîêãîëüìñêèé è Õåëü-
ñèíñêèé ôèëàðìîíè÷åñêèå îðêåñòðû, Ôèëàðìîíè÷åñêèé îðêåñòð çåìëè Ðåéí-
ëàíä-Ïôàëüö è äð. Ñ ïåðå÷èñëåííûìè ñèìôîíè÷åñêèìè êîëëåêòèâàìè èì çà-
ïèñàíî áîëüøå 25 äèñêîâ: âñå ñèìôîíèè Èîãàííåñà Áðàìñà ( Johannes Brahms),
Ãóñòàâà Ìàëåðà (Gustav Mahler), Àëåêñàíäðà Ñêðÿáèíà, ßíà Ñèáåëèóñà (Jean Si-
belius), à òàêæå ïðèçâåäåíèÿ Êàðëà Íèëüñåíà (Carl Nielsen), Ýðèõà Êîðíãîëüäà
(Erich Korngold), Âèòîëüäà Ëþòîñëàâñêîãî ( Witold Lutosùawski), Ïåðà Í¸ðãîðäà
(Per Nørgård), Àëüôðåäà Øíèòêå ( Alfred Schnittke), Êàðëà Áëîìäàëÿ  (Karl Blom-
dahl), Àëëàíà Ïåòòåðññîíà ( Allan Pettersson), Ýéíîþõàíè Ðà óòàâààðû (Einojuhani
Rautavaara), Ýðèêà Áåðãìàíà ( Erik Bergman) è äð.

9 Ñåãåðñòàì áðàë îòäåëüíûå óðîêè êîìïîçèöèè íà ïîñëåäíåì ýòàïå ñâîåãî
îáó÷åíèÿ â Àêàäåìèè èì. Ñèáåëèó ñà, çàòåì ïðîøåë ãîäè÷íûé êóðñ â Äæóëüÿðä-
ñêîé ìóçûêàëüíîé øêîëå ó Âèíñåíòà Ïåðñèêåòòè  (Vincent Persichetti).

10 Ïî ýòîé ïðè÷èíå Ñåãåðñòàìà íåðåäêî íàçûâàþò ñåâåðíûì Ìàëåðîì (Êîð-
õîíåí 2008: 152).
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ñïèñêó ïðîèçâåäåíèé 11, èìåííî òîãäà ñóùåñòâåííî âîçðàñëà èíòåíñèâ-
íîñòü ïðîöåññà ñî÷èíåíèÿ è ïðîèçîøëà âûòåñíåíèå äðóãèõ æàíðîâ ñèì-
ôîíèåé. Åñëè äî 1997-ãî êàæäûé ãîä ïðèíîñèë îêîëî 10 îïó ñîâ (èç íèõ
îäíó-äâå ñèìôîíèè), òî â 1998 ãîäó ïîÿâëÿþòñÿ 17 ñî÷èíåíèé, èç íèõ 5
ñèìôîíèé (ñ Äâàäöàòü òðåòüåé ïî Äâàäöàòü ñåäüìóþ). Â ñëåäóþùåì – 6
ñèìôîíèé è 5 èíûõ ñî÷èíåíèé; â 2000 ãîäó ó ñòàíàâëèâàåòñÿ ñâîåîáðàç-
íûé ðåêîðä – 23 ñèìôîíèè è 4 íå-ñèìôîíèè . Âïîñëåäñòâèè òâîð÷åñêèé
áàãàæ Ñåãåðñòàìà áóäåò ïîïîëíÿòüñÿ â îñíîâíîì òîëüêî çà ñ÷åò ñèìôî-
íèé (ïî 15–20 åæåãîäíî). Â êàêîé çàâèñèìîñòè íàõîäèòñÿ íàáëþäàåìûé
æàíðîâûé ñäâèã îò ôîðìèðîâàíèÿ òåõíèêè ñâîáîäíîé ïóëüñàöèè?

Ïî ìíåíèþ Êèììî Êîðõîíåíà, «ñâîáîäíî ïóëüñèðóþùàÿ ñòèëåâàÿ
ôàçà» â òâîð÷åñòâå Ñåãåðñòàìà íà÷àëàñü óæå â 1970 ãîäó (Êîðõîíåí 2008:
152). Îäíàêî, òîãäà çàðîäèëîñü ëèøü îáùåå ïðåäñòàâëåíèå î «ñâîáîäíî
ïóëüñèðóþùåì» ñî÷èíåíèè, åãî õàðàêòåðíûå êà÷åñòâà òîëüêî íà÷àëè
îôîðìëÿòüñÿ. Ýòî ïðèçíàåò è Êîðõîíåí, îí ïèøåò: «Â ýòî âðåìÿ êîìïî-
çèòîð ïðåäñòàâëÿåò ïîä ñâîáîäíîé ïóëüñàöèåé òîëüêî äàëåêî èäóùóþ
ñâîáîäó ìóçûêàíòîâ â îòíîøåíèè ðèòìà, à èíîãäà è äèíàìèêè» (Êîðõî-
íåí 2008: 152). Ñîáñòâåííî ñëîâîñî÷åòàíèå «ñâîáîäíî ïóëüñèðóþùèé»
âïåðâûå ïîÿâëÿåòñÿ ñðåäè íàçâàíèé ÷àñòåé â òðåõ ìàñøòàáíûõ êâàðòåòàõ
êîìïîçèòîðà: Øåñòîãî (1974), Ñåäüìîãî (1974–1975) è Âîñüìîãî (1975–
1976), íî ïîêà îíî áîëüøå óêàçûâàåò íà òèï ìóçèöèðîâàíèÿ, èìïðîâè-
çàöèîííûé ïî ñâîåé ñóòè. Âñå îïó ñû ïðåäíàçíà÷àëèñü äëÿ àíñàìáëÿ,
îñíîâó êîòîðîãî ñîñòàâèë ñåìåéíûé äóýò: Ëåéô Ñåãåðñòàì (ïåðâàÿ
ñêðèïêà) è Õàííåëå Ñåãåðñòàì (Hannele Segerstam), åãî ïåðâàÿ æåíà (âòî-
ðàÿ ñêðèïêà). Ýòî ñòàëî âàæíîé ïðè÷èíîé, ñïîñîáñòâîâàâøåé âîïëî-
ùåíèþ â ÷àñòÿõ, íàçâàííûõ ñâîáîäíî ïóëüñèðóþùèìè 12, èäåè, êîòîðàÿ
òîãäà âîëíîâàëà êîìïîçèòîðà. Îí íàçâàë å¸ « î ð ã à í è ÷ í û ì  ì ó ç û -
ê à ë ü í û ì  ê à ë å é ä î ñ ê î ï î ì » (Êîðõîíåí 2008: 152); å¸ ñóòüþ áûëà
ñâîáîäíàÿ èãðà ìóçûêàíòîâ áåç íîòíîãî òåêñòà, òîëüêî íà îñíîâå àâòîð ñ-
êèõ óêàçàíèé. Íî äàëüøå êàìåðíîãî ñîñòàâà òàêóþ ïðàêòèêó (ÿâèâøóþñÿ
ñâîåîáðàçíûì àíàëîãîì èíòóèòèâíûõ îïûòîâ Êàðëõàéíöà Øòîêõà óçåíà)

11 Íàèáîëåå ïîëíûé ñïèñîê ïðèâåäåí íà ñàéòå Öåíòðà èíôîðìàöèè ïî ôèí-
ñêîé ìóçûêå: Leif Segerstam. List of Works. http://co mposers.musicfinland.fi/music
finland/fimic.nsf/WLCBND/segerstam+leif (ïðîñìîòð 6 ñåíòÿáðÿ 2013)

12 Ïðèâåäåì íàçâàíèÿ ÷àñòåé äâóõ èç ýòèõ êâàðòåòîâ. Ø å ñ ò î é  ê â à ð ò å ò:
I. Free-pulsatively (12:46); II. Free-pulsatively (11:12); III. Con moto (07:22); IV. Adagis-
simo con spirito di Gustav Mahler (12:08). Ñ å ä ü ì î é  ê â à ð ò å ò: I. Free-but-secure-
pulsatively (19:38); II. Adagissimo (06:14); III. Free-and-secure-pulsatively (12:44).
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ïðîäâèíóòü íå óäàëîñü. Ïî ñëîâàì Êîðõîíåíà, îíà âîñïðèíèìàëàñü êàê
óòîïè÷åñêàÿ (Êîðõîíåí 2008: 152); áîëåå øèðîêàÿ èñïîëíèòåëüñêàÿ ñðåäà
â Ôèíëÿíäèè áûëà ê íåé íå ãîòîâà 13.

Ïðè ýòîì äëÿ ñàìîãî Ñåãåðñòàìà ïîäîáíûé òèï ñî÷èíåíèÿ áûë áëè-
çîê ê èäåàëüíîìó . Åãî íå ïðèâëåêàåò òèïè÷íî êîìïîçèòîðñêàÿ ðàáîòà çà
ñòîëîì . Ñóòü ñîáñòâåííîãî òâîð÷åñêîãî ïðîöåññà îïðåäåëåíà èì òàê: «[..]
ÿ íå êîíñòðóèðóþ, ÿ ïûòàþñü óëàâëèâàòü âåùè, êîòîðûå èñõîäÿò èç ïðè-
ðîäû, èç ñàìîãî çâóêîâîãî ìàòåðèàëà» 14. Â ýòèõ ñëîâàõ, â ïåðâóþ î÷åðåäü
â íåæåëàíèè âû÷èñëÿòü çâó÷àùåå, ñî âñåé îïðåäåëåííîñòüþ âûðàæåí îòêàç
îò ïðîöâåòàþùåé â åâðîïåéñêîé ìóçûêå ÕÕ âåêà ïðàêòèêè îïèðàòüñÿ
íà àíàëèòè÷åñêîå íà÷àëî â êîìïîçèòîðñêîé ðàáîòå 15. Ñåãåðñòàì ñâîèì
òâîð÷åñòâîì ïðèìûêàåò ê äðóãîé, èìåþùåé âíååâðîïåéñêèå êîðíè âåòâè,
èñõîäÿùåé èç èððàöèîíàëüíûõ, èíòóèòèâíûõ èñòîêîâ. Îí óâåðåí: «×åëî-
âåê íå äîëæåí îïèðàòüñÿ òîëüêî íà ðàçóì. Íóæíî êîìïëåêñíî èñïîëüçî-
âàòü âñå îðãàíû ÷óâñòâ. Íå òîëüêî âèäåòü êàðòèíó, ñëûøàòü ìóçûêó, íî è
îùóùàòü èõ æèâîòíîé èíòóèöèåé. Íå çàïðåùàéòå ñåáå áûòü æèâîòíûì.
Â ÷åëîâåêå åñòü òðè îñîáåííîñòè, êîòîðûìè çàéìóòñÿ ñëåäóþùèå ïîêî-
ëåíèÿ ó÷åíûõ – èíòóèöèÿ, ôàíòàçèÿ è ïîäñîçíàíèå. Ýòè òðè âåùè îò-
êðûâàþòñÿ â íàñòîÿùåé ìóçûêå» 16.

13 Òàêîé òèï ñî÷èíåíèÿ áûë ðåàëèçîâàí á î ëüøèì ñîñòàâîì ãîðàçäî ïîçæå, â
1990-õ, íàïðèìåð, â Ìóçûêå îðãàíè÷íîãî êàëåéäîñêîïà  (1991). Ýòîò îïó ñ âîçíèê
ïî çàêàçó Àññîöèàöèè ôèíñêèõ ìóçûêàëüíûõ øêîë è ïðåäñòàâëÿåò ñîáîé õýïïå-
íèíã , ðàññ÷èòàííûé íà 800 ó÷àñòíèêîâ. Ñîãëàñíî àâòîðñêèì êîììåíòàðèÿì,
öåëîå ìîæåò èìåòü ëþáóþ ïðîäîëæèòåëüíîñòü (îò î÷åíü êðàòêîé äî áåñêîíå÷-
íîé); â ðåàëèçàöèè ìîãóò ó÷àñòâîâàòü ëþáûå èíñòðóìåíòû;  èñïîëíèòåëè äîëæíû
èìïðîâèçèðîâàòü â ñòèëå ìóçûêè Ñåãåðñòàìà.

14 Êîíöåðò êëàññèêà. http://www.kommersant.ru/doc/825278/print (ïðîñìîòð
6 ôåâðàëÿ 2014)

15 Çàêîíîìåðíî, ÷òî Ñåãåðñòàì êðèòèêó åò Ø¸íáåðãà (êîòîðûé, ïî åãî ìíåíèþ,
áûë îïàñíûì äëÿ ìîëîäåæè ñóìàñøåäøèì äóðàêîì) è äîäåêàôîíèþ (ïîëàãàÿ
å¸ íàñòîÿùèì ïðåñòóïëåíèåì). Ã ëàâíàÿ ïðè÷èíà îòòîðæåíèÿ â ñëåäóþùåì: «Îíè
[Ø¸íáåðã è åãî ïîñëåäîâàòåëè – È. Ê.] íå ïðèñëóøèâàþòñÿ, ðåøàÿ, ïî÷åìó ñëå-
äóþùèé çâóê äîëæåí áûòü èìåííî òàêèì, – îíè áåðóò åãî èç ôîðìóëû» ( Êîìïî-
çèòîð, ñëîâíî ïåñ, ñòðåìèòñÿ îáîçíà÷èòü ñâîþ òåððèòîðèþ . Èíòåðâüþ Ëåéôà
Ñåãåðñòàìà ßðîñëàâó Òèìîôååâó è Âèêòîðèè Èâàíîâîé. http://izv estia.ru/news/
514066, ïðîñìîòð 6 äåêàáðÿ 2013).

16 Êîìïîçèòîð, ñëîâíî ïåñ, ñòðåìèòñÿ îáîçíà÷èòü ñâîþ òåððèòîðèþ . Èíòåðâüþ
Ëåéôà Ñåãåðñòàìà ßðîñëàâó Òèìîôååâó è Âèêòîðèè Èâàíîâîé. http://izv estia.ru/
news/514066 (ïðîñìîòð 6 äåêàáðÿ 2013).
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Ïåðâîñòåïåííîñòü èíòóèòèâíîãî íà÷àëà ïîäòâåðæäåíà ðàçíûìè ìî-
ìåíòàìè. Êîìïîçèòîðû, ïî åãî ìûñëè, ÿâëÿþòñÿ ÷åì-òî «âðîäå òåðàïåâòîâ,
ïðèñëóøèâàþùèõñÿ ê ïðèðîäå», ïîýòîìó ñåáÿ îí íàçûâàåò âåñüìà êðàñ-
íîðå÷èâî – «èçáèðàòåëü çâóêîâ»17; â íàçâàíèÿõ îïó ñîâ ó Ñåãåðñòàìà ëè-
äèðóþò ðàçíîãî ðîäà Ìûñëè  è Âïå÷àòëåíèÿ18; êîììåíòàðèé î òîì, ÷òî
ïðåäñòàâëÿåò ñîáîé åãî ïðîöåññ ñî÷èíåíèÿ, òàêæå âåñüìà õàðàêòåðåí:
«Êàê ÿ ñî÷èíÿþ? ß æäó, êîãäà ïîÿâèòñÿ òî, ÷òî òðåáóåò ôèêñàöèè. [..].
Åñëè ýòî ïðèõîäèò , çàïèñûâàþ. Åñëè íåò , òî ÿ ïðîñòî æèâó: ïðèíèìàþ
ñàóíó, ïëàâàþ. Æèçíü âåäü òîæå åñòü áîëüøàÿ ïàðòèòóðà äëÿ èíòåðïðå-
òàöèè»19.

Ïîýòîìó âïîëíå åñòåñòâåííî, ÷òî òèï ñî÷èíåíèÿ, êîòîðûé ïåðâîíà-
÷àëüíî ôèíñêèé àâòîð îïðåäåëèë êàê «ñâîáîäíûé îðãàíè÷åñêèé êàëåé-
äîñêîï», ïîñëå ïåðâûõ ïîïûòîê õóäîæåñòâåííîé ðåàëèçàöèè íå èñ÷åç, à
èñêàë íîâîãî âîïëîùåíèÿ. Ïîñòîÿííàÿ ðàáîòà ñ ñèìôîíè÷åñêèì îðêå-
ñòðîì, âñå áîëüøåå îâëàäåíèå åãî ðåñóðñàìè ñäåëàëè åñòåñòâåííûì ïîèñê
ìåòîäîâ âîïëîùåíèÿ èäåàëîâ «èíòóèòèâíîé êîìïîçèöèè», êàê îíà âèäå-
ëàñü Ñåãåðñòàìó, èìåííî â ñèìôîíè÷åñêîé ñôåðå. Êðàòêî îáîçíà÷èì
èçìåíåíèÿ, íàáëþäàåìûå â ïàðòèòóðàõ îò êîíöà 1970-õ äî íà÷àëà 2000-õ.
Ýòî äàñò íàì âîçìîæíîñòü îòâåòèòü íà èíòåðåñóþùèå íàñ âîïðîñû: êàê
ôîðìèðîâàëñÿ ìåòîä êîìïîçèòîðà è â ÷åì åãî ñïåöèôèêà.

Â îáîçíà÷åííîì âðåìåííîì ïðîìåæóòêå ïðîèñõîäèò ñìåíà ñèìôî-
íèé, ðàçíûõ ñ ïîçèöèé êîëè÷åñòâà ÷àñòåé (Ïåðâàÿ, 1978 – òðè ÷àñòè;
×åòâåðòàÿ, 1981 – äâå èëè òðè ÷àñòè; Âîñüìàÿ, 1984 – äâå ÷àñòè è äð.), íà
îäíî÷àñòíóþ êîìïîçèöèþ åäèíîãî õðîíîìåòðàæà (ñ Ò ðèäöàòü ïÿòîé ïî
Øåñòüäåñÿò ïåðâóþ – âñå ïî 25 ìèíóò; ñ Øåñòüäåñÿò òðåòüåé è äî êîíöà,
ò. å. íà äàííîå âðåìÿ äî ¹ 270 – âñå ïî 24 ìèíóòû).

17 Òàì æå.
18 Âîò òîëüêî íåêîòîðûå èç íàçâàíèé îðêåñòðîâûõ îïó ñîâ: Ìûñëè 1987 ãîäà

(Thoughts 1987); Ìûñëè 1988 ãîäà (Thoughts 1988) è ò. ä.; Íî÷íûå ìûñëè  (Nocturnal
Thoughts, 1992), Âïå÷àòëåíèÿ îò ñåâåðíîé ïðèðîäû, ¹1, ãëÿäÿ íà çàãàäî÷íûå ñêàëû
â ãëóáèíå äóøè òåìíîãî ëåñà... (Impressions of Nordic Nature No. 1 looking at & into
enigmatic cliffs & rocks deep in the souls of dark forests..., 1992); Ñèìôîíèÿ ¹ 28:  Ñèì-
ôîíè÷åñêèå ìûñëè ïîñëå ñìåíû òûñÿ÷åëåòèé  (Symphony No. 28: Symphonic Thoughts
after the Change of the Millenium, 1999); Ñèìôîíèÿ ¹ 33: Ìûñëè â òðåòüåì òûñÿ-
÷åëåòèè (Symphony No. 33: Thoughts into the 3rd Millenium, 1999) è ò. ä.

19 Composer / Conductor Leif Segerstam. A Conversation with Bruce Duffie.
http://www.kcstudio.com/segerstam.html (ïðîñìîòð 6 ñåíòÿáðÿ 2013)



236

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VI

Èçíóòðè ìóçûêàëüíàÿ òêàíü òàêæå ïðåîáðàçîâûâàëàñü. Â íåé î÷å-
âèäíî ïîñòåïåííîå äâèæåíèå êî âñ¸ áîëåå ãîìîãåííîìó , ñîíîðíîìó çâó-
÷àíèþ. Ýòîò ïðîöåññ áûë ñîïðÿæ¸í ñ ôàêòóðíûìè èçìåíåíèÿìè, à òàêæå
èçìåíåíèåì êà÷åñòâà ñàìîãî çâóêîâîãî ìàòåðèàëà. Ò àê, â ×åòûðíàäöà-
òîé ñèìôîíèè (1987) èçëîæåíèå íàñûùåíî ïðîòÿæåííûìè, ìåëîäè÷åñ-
êèìè ëèíèÿìè øèðîêîãî äèàïàçîíà. Ýòî ñâîéñòâî ó ñèëèâàåò ïðèñóòñòâèå
ñîëèðóþùåé âîêàëüíîé ïàðòèè: ñèìôîíèÿ âäîõíîâëåíà àôîðèçìàìè
àìåðèêàíñêîãî ïîýòà Äæîíà Áðà óíà, åãî 16 èçáðàííûõ ñòèõîâ ëåãëè â
îñíîâó ñîîòâåòñòâóþùåãî ÷èñëà ýïèçîäîâ ñî÷èíåíèÿ, ïåðåòåêàþùèõ äðóã
â äðóãà:

Ïðèìåð 1.  ×åòûðíàäöàòàÿ ñèìôî íèÿ: ôðàãìå íò ïàðòèòóðû20

Â ôàêòóðå ýòîãî îïó ñà íåðåäêè òèïè÷íûå äëÿ ìåëîäèçèðîâàííîé
òêàíè èìèòàöèîííûå ôðàãìåíòû:

20 Â ýòîì è ïîñëåäóþùèõ ïðèìåðàõ îòîáðàæåíû ôðàãìåíòû èç ìàíó ñêðèïòîâ
êîìïîçèòîðà.
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Ïðèìåð 2.  ×åòûðíàäöàòàÿ ñèìôî íèÿ: ôðàãìå íò ïàðòèòóðû
(èìèòàöèÿ â ñòðóííîé ãðóïïå)

Èçëîæåíèå Äâàäöàòü òðåòüåé ñèìôîíèè (1997) ëèøü îò÷àñòè ñîõðà-
íÿåò òàêîé õàðàêòåð, íàïðèìåð å¸ íà÷èíàåò âûðàçèòåëüíîå ñîëî ôëåéòû
ïèêêîëî; íåêîòîðûå ýïèçîäû òóò òàêæå âûðàñòàþò ïóòåì èìèòàöèîííî-
ãî íàðàùèâàíèÿ ãîëîñîâ (íàïðèìåð, ñì. áóêâû E, F ïàðòèòóðû):
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Ïðèìåð 3.  Äâàäöàòü òðåòüÿ ñèìôîíèÿ:
ôðàãìåíò ïàðòèòóðû (íà÷àëî, ñîëî ôëåéòû)

Îäíàêî çäåñü íà÷èíàþò ïðåîáëàäàòü, à â áîëåå ïîçäíèõ îïó ñàõ
(Âîñåìüäåñÿò ïåðâîé, 2002 , è ïîñëåäóþùèõ ñèìôîíèÿõ) áóäóò äîìèíè-
ðîâàòü ñîíîðíûå ïÿòíà, îáðàçîâàííûå íàëîæåíèåì óçêîîáúåìíûõ ëèíèé,
èëè ëèíèé, ñâÿçàííûõ ñ äâèæåíèåì ïî ÿðêî õàðàêòåðíûì, êðàñî÷íûì
àêêîðäàì (óâåëè÷åííîìó , óìåíüøåííîìó òðåçâó÷èÿì, êâèíò-, êâàðòàê-
êîðäàì), èíòåðâàëàì (õîäû íà óìåíüøåííóþ îêòàâó , ñåïòèìó , òðèòîí),
çâóêîðÿäàì (öåëîòîíîâîìó , ñèììåòðè÷íûì è ò . ä.).

Ïàðàëëåëüíî ñ ýòèì â âûñêàçûâàíèÿõ êîìïîçèòîðà âñå ÷àùå âîçíè-
êàåò ðå÷ü î ñâîåãî ðîäà «çâóêîâûõ ñþæåòàõ», íà êîòîðûõ äåðæèòñÿ òà èëè
èíàÿ êîíñòðóêöèÿ. Èõ îí îïèñûâàåò êàê ïåðåõîä îò îäíîãî êëþ÷åâîãî
çâó÷àíèÿ (èíòåðâàëà, àêêîðäà, çâóêà) ê äðóãîìó (ñì., íàïðèìåð , Segerstam
1989/1991).
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Èçìåíÿëñÿ äðàìàòóðãè÷åñêèé ðåëüåô ôîðìû: ñ óìåíüøåíèåì ïðî-
äîëæèòåëüíîñòè ñî÷èíåíèé âìåñòî ìíîãî÷èñëåííûõ âñïëåñêîâ è ñïà-
äîâ (îñíîâàííàÿ íà 16 ýïèçîäàõ êîìïîçèöèÿ ×åòûðíàäöàòîé ñèìôîíèè
èìååò ïðàêòè÷åñêè ðàâíîå ýòîìó ÷èñëó êîëè÷åñòâî ìåñòíûõ êóëüìèíà-
öèé) âûñòðàèâàåòñÿ ëèíèÿ èç äâóõ èëè òðåõ òàêèõ âîëí. Óæå íàçâàííûå
èçìåíåíèÿ ïîçâîëÿþò ïðåäïîëîæèòü, ÷òî êîìïîçèòîð îòõîäèò îò òî÷íî
ôèêñèðîâàííîãî, ïðîðàáîòàííîãî çàìûñëà â ñòîðîíó áîëåå ñïîíòàííûõ,
êîíöåïòóàëüíûõ ðåøåíèé. Íàáëþäåíèÿ çà ãðàôèêîé ñåãåðñòàìîâûõ
ïàðòèòóð åùå áîëüøå íàñ â ýòîì óáåæäàþò.

Ñóäÿ ïî íîòíîé çàïèñè, â ñèìôîíèÿõ ó ñèëèâàþòñÿ àëåàòîðíûå ÷åðòû.
Åñëè Òðèíàäöàòàÿ è ×åòûðíàäöàòàÿ ñèìôîíèè òîëüêî â íåêîòîðûõ ìåñ-
òàõ îïèðàþòñÿ íà ôðàãìåíòû, ñâÿçàííûå ñ îãðàíè÷åííîé àëåàòîðèêîé,
òî â áîëåå ïîçäíèõ îïó ñàõ âñÿ òêàíü áóäåò îïðåäåëÿòüñÿ àëåàòîðèêîé.
Ïðè ýòîì òêàíü çðåëûõ ñî÷èíåíèé èìååò ñâîþ ñïåöèôèêó . Êàê è äîëæíî
áûòü â àëåàòîðèêå, íîòíàÿ çàïèñü òóò ïðåäñòàâëÿåò ñîáîé ïîñëåäîâàíèå
ôàêòóðíûõ áëîêîâ, êàæäûé èç êîòîðûõ èìååò ïðèáëèçèòåëüíûé õðîíî-
ìåòðàæ. Îäíàêî, ïðåäïîëàãàåìîå âðåìÿ çâó÷àíèÿ ó ïàðòèé âíóòðè ýòèõ
áëîêîâ ðàçíîå, ÷òî âåä¸ò ê íå æåñòêîé ñèíõðîíèçàöèè èõ ìåæäó ñîáîé.

Ýòî ñâîéñòâî ïàðòèòóð êîìïîçèòîðà òðåáó åò îòäåëüíîãî âíèìàíèÿ.
Äåëî â òîì, ÷òî â çðåëûõ ñî÷èíåíèÿõ îí ïåðåâîäèò îðêåñòðîâóþ èãðó íà
ïðèíöèï ñàìîîðãàíèçàöèè. Ò àêóþ ñèñòåìó Ñåãåðñòàì èìåíó åò « â ñ ò ð î -
å í í û ì  ä è ð è æ å ð ñ ê è ì  ì å õ à í è ç ì î ì »21. Â îêîí÷àòåëüíîì âàðè-
àíòå îíà ïîäðàçóìåâàåò èãðó îðêåñòðà ïî çâóêîâûì îðèåíòèðàì-ìàÿêàì
áåç ó÷àñòèÿ äèðèæåðà. Âûäåëåííûå â ïàðòèòóðàõ çâó÷àíèÿ ïîÿâëÿþòñÿ
óæå â äèðèæèðóåìûõ ñèìôîíèÿõ, íàïðèìåð, Äâàäöàòü òðåòüåé. Ïåðâîå
íåïîñðåäñòâåííîå óêàçàíèå íà èñïîëíåíèå áåç äèðèæåðà âñòðå÷àåòñÿ â
îðêåñòðîâîì îïó ñå Hors d’oeuvre No. 2, 1998 (Çàêóñêà ¹ 2). Ñ ýòîãî âðå-
ìåíè â ñåãåðñòàìîâîé ìóçûêå äëÿ îðêåñòðà ïîäîáíûé òèï èñïîëíåíèÿ
ñòàíåò íîðìîé. Èãðà áåç äèðèæ¸ðà ñàìà ïî ñåáå ÿâëÿåòñÿ îïðåäåë¸ííûì
èñïûòàíèåì äëÿ îðêåñòðàíòîâ. Â ñëó÷àå ñåãåðñòàìîâûõ ñî÷èíåíèé ñè-
òóàöèÿ óñóãóáëÿåòñÿ. Íåäåòåðìèíèðîâàííàÿ íîòíàÿ çàïèñü ìîæåò èìåòü
ðàçíûå âàðèàíòû ïðî÷òåíèÿ, íî êîìïîçèòîðà ýòî íå ïóãàåò . «Ìîè îáî-
çíà÷åíèÿ,» ïèøåò Ñåãåðñòàì, «[..] äàþò âîçìîæíîñòü òåì, êòî îòâåòñòâåí
çà ðîæäåíèå çâóêà, âûáèðàòü, êîãäà åìó ðîäèòüñÿ. Ýòî íå êîìïüþòåð-
íûé áèíàðíûé ëèáî òåðíàðíûé âûáîð. Ñèòóàöèÿ íàìíîãî ãèá÷å. Âñå

21 Composer / Conductor Leif Segerstam. A Conversation with Bruce Duffie.
http://www.kcstudio.com/segerstam.html (ïðîñìîòð 6 ñåíòÿáðÿ 2013)
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ðàçâèâàåòñÿ åñòåñòâåííî è îðãàíè÷íî. Íàïðèìåð, ïðåäïèñàííîå ñîëî
äåðåâÿííûõ äóõîâûõ íå ìîæåò âêëþ÷èòüñÿ, ïîêà çâó÷èò òðóáà» 22. Â ïàðòè-
òóðàõ Âîñåìüäåñÿò ïåðâîé è áîëåå ïîçäíèõ ñèìôîíèé ñìåíà îäíîãî, ïîâ-
òîðÿåìîãî n-íîå êîëè÷åñòâî âðåìåíè, ýëåìåíòà íà äðóãîé îïðåäåëÿåòñÿ
íàèáîëåå ðåëüåôíûì íà äàííûé ìîìåíò çâó÷àíèåì (óêàçàíèÿ íà ýòî èìå-
þòñÿ è â ïàðòèòóðå, è â ïàðòèÿõ). Ïîäîáíàÿ ôèêñàöèÿ çâóêîâîãî ìàòå-
ðèàëà òðåáóåò îñîáîé êîîðäèíàöèè ìåæäó îðêåñòðàíòàìè. Íà ñóùåñòâóþ-
ùèõ âèäåîçàïèñÿõ ñèìôîíèé êîìïîçèòîðà âèäíî, êàê îíà äîñòèãàåòñÿ:
èñïîëíèòåëè ñàìè ðóêîâîäÿò ïðîöåññîì – ïðèâñòàþò , ïîäàþò îïðåäå-
ëåííûå çíàêè.

Èòîãîì ïðîíèêíîâåíèÿ àëåàòîðíûõ ïðèíöèïîâ â ôîðìîîáðàçîâà-
íèå ó Ñåãåðñòàìà ñòàíîâèòñÿ êîíöåïöèÿ Rosenkranz-Form23 . Îíà îôîð-
ìëÿåòñÿ â íà÷àëå 2000-õ. Ñ ýòèì òèïîì ôîðìû ìû ñòàëêèâàåìñÿ, ê ïðè-
ìåðó, â Ñèìôîíèÿõ ¹¹ 166–172, èìåþùèõ ïîäçàãîëîâîê Ñèìôîíèè
çâåçä (2006). Êîìïîçèòîð ïèøåò: «Âû ìîæåòå êîìáèíèðîâàòü ýëåìåíòû
èç ñåìè ñëåäóþùèõ ñèìôîíèé â íîâîì îïó ñå. [..] Ïðîäîëæèòåëüíîñòü
êàæäîé èç ýòèõ, ïîëó÷åííûõ ïóòåì êîìáèíàöèè ìàòåðèàëà, íîâûõ ñèì-
ôîíèé ìîæåò âàðüèðîâàòüñÿ, â çàâèñèìîñòè îò âûáðàííûõ ýëåìåíòîâ, â
ïðåäåëàõ ìåæäó 21 è 28 ìèíóòàìè» 24. Â ñïèñêå åãî êîìïîçèöèé èìåþòñÿ
äâà îïó ñà 2006 ãîäà, ñî÷èíåííûõ òàêèì îáðàçîì: Òðè çâåçäû èç Áîëüøîé
ìåäâåäèöû ñîñòîÿò èç òðåõ è ×åòûðå çâåçäû Áîëüøîé ìåäâåäèöû – èç ÷åòû-
ðåõ ôðàãìåíòîâ, çàèìñòâîâàííûõ èç âûøåíàçâàííûõ Ñèìôîíèé çâåçä .

Âûõîä íà ïðîáëåìû, ñâÿçàííûå ñ àëåàòîðèêîé, äàåò âîçìîæíîñòü
óâèäåòü ìåòîä Ñåãåðñòàìà â êîíòåêñòå ñîâðåìåííîé ìóçûêè. «Ìíîãèå
êîìïîçèòîðû ÕÕ ñòîëåòèÿ,» ïèøåò Ìàðèíà Ïåðåâåðçåâà, «òÿãîòåëè ê òîé
èëè èíîé ôîðìå ìóçûêàëüíîãî èíäåòåðìèíèçìà, íàçûâàÿ ñâîè àëåàòîð-
íûå êîíöåïöèè ïî-ðàçíîìó» 25. Ñâîáîäíàÿ ïóëüñèðóþùàÿ êîìïîçèöèÿ
Ñåãåðñòàìà ïî ñâîåé ñóòè è åñòü åùå îäíà èíäèâèäóàëüíàÿ êîíöåïöèÿ

22 Òàì æå.
23 Ñàìî íàçâàíèå óêàçûâàåò íà îñíîâíîé êîìïîçèöèîííûé ïðèíöèï: ñëîæå-

íèå öåëîãî ïóò¸ì íàíèçûâàíèÿ ïî òèïó ÷åòîê; ñîáñòâåííî íåìåöêîå ñëîâî
Rosenkranz ÿâëÿåòñÿ îäíèì èç îáîçíà÷åíèé ÷åòîê.

24 Segerstam Leif. List of works. http://www.fimic.fi/fimic/fimic.nsf/WL WOR?
readform&comp=Segerstam,%20Leif&cat=contemporary_-_classical (ïðîñìîòð
6 ñåíòÿáðÿ 2013)

25 Ïåðåâåðçåâà, Ìàðèíà. Ñâîáîäíàÿ àëåàòîðèêà è ñòðîãàÿ ôîðìà – äâå âåùè
íåñîâìåñòíûå?  http://www.21israel-music.com/Svobodnaya_aleatorika.htm (ïðî-
ñìîòð 6 äåêàáðÿ 2013)
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àëåàòîðèêè, íàðÿäó ñ òåìè, ÷òî íàçâàíû è ïðîàíàëèçèðîâàíû ýòèì èñ-
ñëåäîâàòåëåì (ìåòîä ñëó÷àéíûõ äåéñòâèé Äæîíà Êåéäæà; ìåòîä ïîäñêà-
çûâàíèÿ Êðèñòèàíà Âîëüôà; îòêðûòàÿ ôîðìà  Ýðëà Áðàóíà è äð.). Êàê
ïîçâîëÿþò çàêëþ÷àòü ïðîäåëàííûå íàáëþäåíèÿ, êîíöåïöèÿ ôèíñêîãî
àâòîðà ïîñòåïåííî äåòàëèçèðîâàëàñü, äâèãàÿñü â ñòîðîíó ó ñèëåíèÿ ñòå-
ïåíè ñâîáîäû â ìóçûêàëüíîì âûñêàçûâàíèè, à òàêæå ýñòåòè÷åñêîãî îáî-
ñíîâàíèÿ ñâîèõ ó ñòðåìëåíèé.

Êàê âîçäåéñòâóåò ñâîáîäíàÿ ïóëüñàöèÿ íà ñèìôîíè÷åñêèé æàíð?
Ïåðâûì íàïðàøèâàåòñÿ êàòåãîðè÷íûé îòâåò: òàêîé ìåòîä âåäåò ê ðàäè-
êàëüíîìó ïðåîáðàçîâàíèþ ñèìôîíèè, ôàêòè÷åñêè ñòàâèò ïîä âîïðîñ å¸
èäåíòè÷íîñòü, ïîñêîëüêó çäåñü íà îñíîâå íå-ñèìôîíè÷åñêîãî èçëîæå-
íèÿ ñêëàäûâàåòñÿ íå-ñèìôîíè÷åñêàÿ ôîðìà. Îäíàêî, âîçìîæåí è èíîé
âàðèàíò îòâåòà.

Íå èñêëþ÷åíî, ÷òî ïîíèìàíèå ñèìôîíèè âûõîäèò òóò íà èíîé, êîí-
öåïòóàëüíûé óðîâåíü òðàêòîâêè. Ïîÿñíèì íàøó ïîçèöèþ. Ïîíà÷àëó
êàæåòñÿ ñòðàííûì, ÷òî æàíðîâàÿ ñèñòåìà Ñåãåðñòàìà, êîìïîçèòîðà ñ äî-
âîëüíî ðàäèêàëüíûì ìûøëåíèåì, îïèðàåòñÿ íà òðàäèöèîííûå, êëàñ-
ñè÷åñêèå ýëåìåíòû: å¸ îñíîâó ñîñòàâëÿþò ñèìôîíèÿ, êîíöåðò , êâàðòåò.
Íî â êîíòåêñòå ñåãåðñòàìîâûõ âçãëÿäîâ ýòî îáúÿñíèìî. Ò ðàäèöèîííûå
æàíðîâûå íàçâàíèÿ çäåñü ìîæíî ñ÷èòàòü ñâîåãî ðîäà çíàêàìè, èäåÿìè,
íàïðàâëåííûìè íà èñïîëíèòåëÿ, àíàëîãè÷íûìè êëþ÷åâûì çâó÷àíèÿì
â ïàðòèòóðàõ êîìïîçèòîðà. Æàíðîâûå îáîçíà÷åíèÿ ïîìîãàþò äîñòè÷ü
íóæíîãî íàñòðîÿ; ñ èõ ïîìîùüþ êîíêðåòèçèðó åòñÿ ñìûñëîâî-ñîäåðæà-
òåëüíàÿ ñòîðîíà ìóçûêè, çàôèêñèðîâàííàÿ â íîòíîì òåêñòå âåñüìà ïðè-
áëèçèòåëüíî. Ïîýòîìó îïÿòü æå íå ñëó÷àéíî, ÷òî íàçâàíèÿ ñèìôîíèé ñ
1990 ãîäà ñòàíîâÿòñÿ ìíîãîñëîéíûìè, âáèðàþò â êà÷åñòâå äîïîëíèòåëü-
íûõ ýëåìåíòîâ èíäèâèäóàëüíûå ñåãåðñòàìîâû æàíðû ( Ìûñëè , Âïå÷àò-
ëåíèÿ è äðóãèå ïîäçàãîëîâêè).

Îõâàòèâ îñíîâíûå ìîìåíòû ôóíêöèîíèðîâàíèÿ ïðèíöèïîâ ñâîáîä-
íîé ïóëüñàöèè â ñèìôîíèÿõ Ñåãåðñòàìà, ìû íå èñ÷åðïàëè ñâÿçàííûå ñ
ýòèì ïðîáëåìû. Ïåðåîñìûñëåíèå ñèìôîíèè â òâîð÷åñòâå ôèíñêîãî êîì-
ïîçèòîðà ïðîäîëæàåòñÿ è ïîçâîëÿåò îæèäàòü íîâûõ ðåøåíèé íà ýòîì
ïóòè.
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The Phenomenon of Free Pulsating Compositions
in the Symphonies by Leif Segerstam

Irina Koposova

Summary

During the 20th century interest in symphony has not diminished in
Finnish music. Traditional genre for European music is transformed, taking
on new forms. Works by Leif Segerstam (born 1944) are very significant in
this respect. Segerstam is one of the greatest Finnish composers of the sym-
phonic music. He wrote more than 250 opuses. The reason of the highest
productivity lies in a special method of writing which is defined as “a free
pulsative” 26.

The concept of free pulsating composition formed gradually. On a
boundary of 1960s–1970s Segerstam developed the idea of “an organic
musical kaleidoscope” (Êîðõîíåí  2008: 152) connected with music perfor-
mance only under author’s instructions without a musical notation (by
analogy of Karlheinz Stockhausen’s experiences). Then (from early 1980s)
Segerstam began to develop principles of internal conductor’s mechanism
(free play of an orchestra on sound points-beacons) and “Rosenkranz-
Forms” 27 (addition of forms like the structure of beads).

In addition to these signs, the character of sound texture is changed.
Works by Segerstam show more homogeneous and resonant sound; the
structural relief is leveled. The aleatory form of organization also took roots.

Segerstam’s symphonies have become actually freely pulsating since the
late 1990’s. They contain the addition of a number of multi-timbral sound
spots sequentially passing into each other. Each of these spots is organized
under the laws of the texture aleatory. Music is performed without a conductor,
therefore this reproduction assumes a special form of internal coordination
between members of an orchestra and also a high measure of freedom in
reading of musical scores.

The principles of this kind are the natural result in the evolution of the
Finnish author. He prefers intuition in creativity. In his opinion the composer

26 Composer / Conductor Leif Segerstam. A Conversation with Bruce Duffie.
http://www.kcstudio.com/segerstam.html (ïðîñìîòð 6 ñåíòÿáðÿ 2013)

27 Segerstam Leif. List of works. http://www.fimic.fi/fimic/fimic.nsf/WL WOR?
readform&comp=Segerstam,%20Leif&cat=contemporary_-_classical (ïðîñìîòð
6 ñåíòÿáðÿ 2013)
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is some kind of “therapist listening to the nature”, and compositional process
is a transfer in sounding of impulses borrowed in world around28. Therefore
Segerstam’s free pulsation must be understood as a complex phenomenon
covering both compositional and precompositional stages of work.

The word ‘free’ which is included in the name of Segerstam’s method of
composition indicates the high role of spontaneous at all levels of existence
of works: from conception to realization.

K e y  w o r d s :  Finnish music of the 20th century, Leif Segerstam, free
pulsative composition.

Ëèòåðàòóðà è äðóãèå èñòî÷íèêè
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Ãèìí ñîëíöà: öå ðêîâíîå òâîð÷åñòâî
Êðèñòèíû Âàñèëÿóñêàéòå

Dr. art. Äàíóòå Êàëàâèíñêàéòå
Äîöåíò Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà

Ââåäåíèå

Ñâÿòûì XIII âåêà Ôðàíöèñêîì À ññèçñêèì âîñõèùàëèñü è ïî ñåé
äåíü âîñõèùàþòñÿ ìíîæåñòâî ëþäåé. Åãî ëè÷íîñòü, äåÿòåëüíîñòü è ìèðî-
âîñïðèÿòèå, ðàñêðûâàþùèåñÿ â ãèìíå Ñëàâîñëîâèå òâîðåíèé (Laudes
Creaturarum), ñòàëî îñíîâîé äëÿ äåñÿòêîâ ìóçûêàëüíûõ êîìïîçèöèé.
Ñðåäè íèõ, íàïðèìåð, êàíòàòà Ôåðåíöà Ëèñòà, îïåðà è òðèëîãèÿ Øàðëÿ
Òóðíåìèðà, ãèìí Êàðëà Îðôôà, îïåðà Îëèâüå Ìåññèàíà, ìîòåòû Õåëüãå
Þíãà è Ïåòðà Ýáåíà, êîìïîçèöèè Ñîôèè Ã óáàéäóëèíoé, Âëàäèìèðà
Ìàðòûíîâà, Âàëü òåðà Øòåôåíñà, òåðàïåâòè÷åñêèé ïðîåêò Ãåðàëüäà
Øïèöíåðà (ñì. Ïðèëîæåíèå ñòàòüè: Îòáîðíûé ñïèñîê ïðîèçâåäåíèé î
ñâ. Ôðàíöèñêå è êîìïîçèöèé, ñîçäàííûõ íà ñëîâàõ åãî Ñëàâîñëîâèÿ òâî-
ðåíèé). Ãèìí ñâ. Ôðàíöèñêà ïîëüçó åòñÿ áîëüøîé ïîïóëÿðíîñòüþ â öåð-
êîâíîì òâîð÷åñòâå ñîâðåìåííûõ êîìïîçèòîðîâ, çâó÷èò â êèíîôèëüìàõ
è ìþçèêëàõ, âñòðå÷àåòñÿ â àëüáîìàõ ðîê-ìóçûêè, èñïîëüçó åòñÿ â ìóçû-
êàëüíîé òåðàïèè 1, âäîõíîâëÿåò íà ñî÷èíåíèå èíñòðóìåíòàëüíûõ ïðîèç-
âåäåíèé 2.

Â Ëèòâå ôðàíöèñêàíöåâ çíàþò ñ XIII âåêà, òàê ÷òî íåóäèâèòåëüíî,
÷òî äàæå ÷åòûðå ñîâðåìåííûõ ëèòîâñêèõ êîìïîçèòîðà îáðàòèëè âíèìà-
íèå íà Ôðàíöèñêà è åãî êàíòèêóì: Èåðîíèìàñ Êà÷èíñêàñ ( Jeronimas Ka-
èinskas) ñî÷èíèë îðàòîðèþ Ïåñíÿ ñîëíöà , Àëâèäàñ Ðåìåñà (Alvidas Remesa) –
âîêàëüíûé öèêë è îðàòîðèþ, Àëüãèðäàñ Ìàðòèíàéòèñ ( Algirdas Marti-

1 Cantico delle creature – Entstehung. https://sites.google.com/site/venitevenitevenite/
cantico-delle-creature/cantico-delle-creature—entstehung (ïðîñìîòð 1 ôåâðàëÿ
2014)

2 Íàïðèìåð, Äæåéìñ Êåðíà ó (James Curnow), Canticle of the Creatures (1984) –
ñèìôîíè÷åñêàÿ ñþèòà äëÿ äóõîâîãî îðêåñòðà â 6 ÷àñòÿõ; Êåííåò Ôóêñ ( Kenneth
Fuchs), Canticle to the Sun (2005) – êîíöåðò äëÿ âàëòîðíû è îðêåñòðà; Àíäðåàñ
Âèëøåð (Andreas Willscher), Insektarium (2004), Aquarium (2008), Vogelarium (2011)–
öèêëû äëÿ îðãàíà, âäîõíîâë¸ííûå âèòðàæàìè Ñëàâîñëîâèÿ öåðêâè ñâ. Ôðàíöèñ-
êà â Áàðìáåêå (Ãàìáóðã), è äð.



245

Ä. Êàëàâèíñêàéòå. Ãèìí ñî ëíöà: öåðêîâíîå òâîð÷åñòâî Êðèñòèíû Âàñèëÿóñêàéòå

naitis) – êàíòàòíûé öèêë è äðóãèå ïðîèçâåäåíèÿ ôðàíöèñêàíñêîé òåìà-
òèêè3, Êðèñòèíà Âàñèëÿóñêàéòå (Kristina Vasiliauskaitë) – ìîòåò äëÿ äâîé-
íîãî õîðà a cappella èëè ñ ñîïðîâîæäåíèåì (ñì. Ïðèëîæåíèå ñòàòüè).

Â ñòàòüå îáñóæäàåòñÿ ôîðìà è ìóçûêàëüíàÿ ðèòîðèêà Cantico delle
Creaturå Êðèñòèíû Âàñèëÿóñêàéòå. Îäíàêî äóõó è íàñòðîåíèþ ñâ. Ôðàí-
öèñêà áëèçêà íå òîëüêî ýòà êîìïîçèöèÿ, íî è âñ¸ äóõîâíîå òâîð÷åñòâî
Âàñèëÿóñêàéòå, êîòîðîå ìîæåì íàçâàòü ãèìíîì Ò âîðöó.

Öåëü äà í í îé  ñòàòüè:  àíàëèç âîïëîùåíèÿ ãèìíà ñâ. Ôðàíöèñêà
â Cantico delle Creaturå Êðèñòèíû Âàñèëÿóñêàéòå è âûÿâëåíèå äóõîâíîãî
ðîäñòâà (âíóòðåííåé ðàäîñòè), îòêðûâàþùåãîñÿ ÷åðåç òâîð÷åñêóþ äåÿ-
òåëüíîñòü ýòèõ äâóõ ëè÷íîñòåé.

Ê ë þ ÷ å â û å  ñ ë î â à :  Êðèñòèíà Âàñèëÿóñêàéòå, Ëèòâà, Ôðàíöèñê
Àññèçñêèé, êàíòèêóì, Ãèìí Ñîëíöà, ëèòîâñêàÿ öåðêîâíàÿ ìóçûêà, ðå-
ëèãèîçíîå òâîð÷åñòâî, ñîâðåìåííûå êîìïîçèòîðû.

Ñëàâîñëîâèå òâîðåíèé  ñâ. Ôðàíöèñêà

Ãèìí ñâÿòîãî Ôðàíöèñêà, ñî÷èí¸ííûé íà óìáðèéñêîì äèàëåêòå,
ñ÷èòàåòñÿ îäíèì èç ïåðâûõ òâîðåíèé èòàëüÿíñêîé ëèòåðàòóðû è íà÷à-
ëîì æàíðà íåëèòóðãè÷åñêîé ðåëèãèîçíîé ïåñíè – ëà óäû ëèðè÷åñêîãî
ðîäà4. Ôðàíöèñê ïðèçûâàë ñâîèõ áðàòüåâ ê ñòðàíñòâîâàíèþ, ïðîïîâå-
äóÿ è âîñõâàëÿÿ Áîãà, êàê ýòî äåëàþò ìåíåñòðåëè Ãîñïîäà èëè æîíãë¸ðû
Áîæèå (joculatores Dei)5.

Ñ ïåðâîãî âçãëÿäà Ñëàâîñëîâèå òâîðåíèé  ñâ. Ôðàíöèñêà ïîõîæå íà
ïñàëìûì ëèêîâàíèÿ, òàê íàçûâàåìûå õàëåëè 6, âîñõâàëÿþùèå Ãîñïîäà è
ìèëîñòü Åãî. Íî, ïî ìíåíèþ ëèòîâñêîãî ôèëîñîôà XX âåêà Àíòàíàñà
Ìàöåéíû, êàíòèêóì Ôðàíöèñêà ñóùåñòâåííî îòëè÷àåòñÿ îò ïñàëìîâ:
ïîñëåäíèå âîçíèêàþò èç ãðåõîì ïîðàæ¸ííîãî áûòèÿ, ñ ïðèçûâîì «õâà-
ëèòå, ïðîñëàâëÿéòå (benedicite)», à Ôðàíöèñê, ãîâîðÿ « laudato si – äà ïðî-
ñëàâèòñÿ», çîâ¸ò «íà òîðæåñòâî èñêóïëåííîãî áûòèÿ»: ìèðîçäàíèå âîç -

3 Ïðîèçâåäåíèÿ Ðåìåñû è Ìàðòèíàéòèñà àíàëèçèðîâàëà Âèîëåòà Ò óìàñîíå-
íå  (Tumasonienë 2001).

4 Ïåðåâîäû íà ðó ññêèé ÿçûê ñî ññûëêàìè íà Ñâ. Ïèñàíèå ñì.: Ãèìí áðàòó
Ñîëíöó . http://www.frere-rufin.com/pages/ru/francois/ecrits/prieres/cantique-des-
creatures (ïðîñìîòð 1 ôåâðàëÿ 2014)

5 Wilson, Blake. Lauda. Grove Music Online. http://www.oxfordmusiconline.com/
public/ (ïðîñìîòð 1 ôåâðàëÿ 2014 )

6 Ýòî ïñàëìû 113–118 (â Ñåïòóàãèíòå – ïñàëìû 112–117).
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âåùàåò ïåðâîáûòíóþ äîáðîòó è âåëèêîëåïèå è îäíîâðåìåííî ñèÿåò â
ýñõàòîëîãè÷åñêîé ñëàâå ïðåîáðàæ¸ííîãî ìèðà (Maceina 1991: 391).

Ñâÿòîé Ôðàíöèñê âèäèò ïðèðîäó òàêîé æå, êàê àïîñòîë Èîàíí â
Êíèãå Îòêðîâåíèÿ – êàê íîâûé Èåðó ñàëèì, îñâåù¸ííûé Áîæèåé ñëà-
âîé. Îí íà÷èíàåò ñâîé ãèìí, ïî÷òè äîñëîâíî ïîâòîðÿÿ ñëîâà èç Îòêðî-
âåíèÿ: «Âñåâûøíèé, âñåìîãóùèé, âñåáëàãîé Ã îñïîäü! Âñÿ õâàëà – Òâîÿ,
âñÿ ñëàâà, âñÿ ÷åñòü è âñÿ÷åñêîå áëàãîñëîâåíèå. Òåáå åäèíîìó , Âñåâûø-
íèé, ïðèíàäëåæàò îíè. Íè÷üè ñìåðòíûå ó ñòà íå äîñòîéíû ïðîèçíåñòè
Òâî¸ èìÿ» (ñì. Îòêð. 5: 12; 7: 12). À â çàâåðøåíèè ïåñíè îí ïðåäîñòåðå-
ãàåò îá óãðîçå ñìåðòè âòîðîé: «Áëàæåííû òå, êîãî îíà çàñòàíåò çà èñïîë-
íåíèåì âîëè Ò âîåé! Âòîðàÿ ñìåðòü íå ïðè÷èíèò èì âðåäà» (ñð. Îòêð.
20: 14–15). Èòàê, ïî ìíåíèþ ôèëîñîôà Ìàöåéíû, èñòî÷íèêîì âäîõíî-
âåíèÿ äëÿ ñâ. Ôðàíöèñêà ïîñëóæèë íîâîçàâåòíûé Àïîêaëèïñèñ, à íå
ïñàëìû Âåòõîãî Çàâåòà (Maceina 1982).

Ãèìí ñâ. Ôðàíöèñêà – ýòî ñâèäåòåëüñòâî î ñëàâå Áîæèåé, èçëó÷àå-
ìîé ÷åðåç êàæäîå Åãî òâîðåíèå. Â êà÷åñòâå ðåôðåíà â í¸ì âîñåìü ðàç ïîâ-
òîðÿþòñÿ ñëîâà «Âñÿ õâàëà äà áóäåò Òåáå, ìîé Ã îñïîäü», à, çàêàí÷èâàÿ
ïåñíþ, ñâÿòîé çîâ¸ò åù¸ ðàç: «Õâàëèòå è áëàãîñëîâëÿéòå Ãîñïîäà ìîåãî».
Ïî ñâîåé ñòðóêòóðå ãèìí ïîäîáåí ôîðìå ðîíäî, íî åãî ñîäåðæàíèå îõ-
âàòûâàåò âñå ñôåðû, îò ñàìîé íèçêîé äî âûñî÷àéøåé – îò íåáåñíûõ òåë
(ñîëíöà, ëóíû, çâ¸çä) ÷åðåç ÷åòûðå ñòèõèè (âîçäóõ, âîäó, îãîíü, çåìëþ)
äî ÷åëîâåêà è åãî ñìèðåíèÿ, êîãäà äàæå ñìåðòü ïðèíèìàåòñÿ êàê äàð
Áîæèé (òàáëèöà 1). Ñòðîåíèå Ñëàâîñëîâèÿ òâîðåíèé  ñîñòîèò èç 4 ýòàïîâ:
âñòóïëåíèÿ-ïîêëîíà (ñòðîôû 1–2), ñëàâîñëîâèÿ òâîðåíèé (3–10), ìå-
äèòàöèè î ÷åëîâåêå è ñëàâîñëîâèÿ (ñòðîôû 11–13) è çàêëþ÷èòåëüíîãî
óâåùåâàíèÿ (14).

Â ãèìíå, êîòîðîãî îáúåäèíÿåò íàñòðîåíèå ëþáâè, âåðíîñòè, ïîêëî-
íåíèÿ, ñîäåðæàòñÿ è ïñàëìîäè÷åñêàÿ ñòðóêòóðà ñòðîê, è ðîíäîîáðàç-
íîñòü, è ðàçíîîáðàçèå – êîíòðàñò æèçíè è ñìåðòè, çåìíîãî è íåáåñíîãî.
Ýòî äà¸ò âîçìîæíîñòü êîìïîçèòîðàì èñïîëüçîâàòü ðàçíûå ìóçûêàëüíûå
ïðè¸ìû è êîìïîçèöèîííûå ñòðóêòóðû 7.

7 Ôåðåíö Ëèñò, íàïðèìåð, ñîçäàë òîðæåñòâåííóþ êàíòàòó Sonnenhymnus des
heiligen Franz von Assisi, ïðèìåíÿÿ êâàçè-ëèòóðãè÷åñêèé óíèñîí ìóæñêîãî õîðà è
ñîëî áàðèòîíà. Îëèâüå Ìåññèàí â îïåðå Saint François d’Assise ñîâìåñòèë ìèñòè-
÷åñêîå, ýêñòàòè÷íîå çâó÷àíèå îðêåñòðà è ïñàëìîäè÷åñêóþ ðå÷èòàöèþ. Âëàäèìèð
Ìàðòûíîâ, â ïîèñêàõ íîâîé ñàêðàëüíîñòè , â îñíîâó ñâîåãî êàíòèêóìà Ãèìí áðàòó
Ñîëíöó. Â âîñüìè òîíàõ  ïîëîæèë öèôðó 8 (8 ñòðîô – 8 òâîðåíèé, 8 öåðêîâíûõ ìî-
äóñîâ, 8 ìåëîäè÷åñêèõ äèàïàçîíîâ), êîíñòðóèðó ÿ âîñüìåðè÷íóþ ñòðóêòóðó èç ïî-
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Òàáëèöà 1.
Ñòðîåíèå Ñëàâîñëîâèÿ òâîðåíèé

Ìóçûêàëüíàÿ ðèòîðèêà è ñòðóêòóðà Ñëàâîñëîâèÿ Êðèñòèíû Âàñèëÿóñêàéòå

Cantico delle Creaturå Êðèñòèíû Âàñèëÿóñêàéòå íå ïðåòåíäóåò íà íîâà-
òîðñòâî. Ýòî ñî÷èíåíèå òðàäèöèîííî, êðàñîòà êðîåòñÿ, ñ îäíîé ñòîðîíû,
â ïîäðîáíîñòÿõ (áàçîâûõ ñòðóêòóðàõ) êîìïîçèöèè, à, ñ äðóãîé ñòîðîíû,
â êîíòåêñòå âñåãî öåðêîâíîãî òâîð÷åñòâà Âàñèëÿóñêàéòå 8.

âòîðÿþùåãîñÿ öèêëà ïñàëìîäèÿ-àíòèôîí-àëëèëóéÿ  – îá ýòîì ïîäðîáíåå ñì.:
Êàòóíÿí, Ìàðãàðèòà. «Íîâîå ñàêðàëüíîå ïðîñòðàíñòâî» Âëàäèìèðà Ìàðòûíîâà .
http://www.irms.ru/martynov02.html (ïðîñìîòð 1 ôåâðàëÿ 2014). Àëüãèðäàñ Ìàð-
òèíàéòèñ ñî÷èíèë ëèðè÷åñêèé öèêë ñåìè ðàçíîðîäíûõ ÷àñòåé ( Laudes creaturarum
quas facit Beatus Franciscus ad laudem et Honorem Dei), â êîòîðûõ èñïîëüçóþòñÿ ïðèí-
öèïû ëèòîâñêîãî íàðîäíîãî ïåíèÿ (ñóòàðòèíåñ, êàíòè÷êè), çâó÷àò ýëåêòðîííûå
è íàðîäíûå èíñòðóìåíòû. Ñîôèÿ Ã óáàéäóëèíà ñîçäàëà Sonnengesang–  ïî÷òè ìî-
íîäðàìó äëÿ âèîëîí÷åëè, ìàêñèìàëüíî èñïîëüçó ÿ âîçìîæíîñòè ýòîãî èíñòðó-
ìåíòà; íî õîðîâàÿ èíòåðïðåòàöèÿ òåêñòà câ. Ôðàíöèñêà â ýòîé êîìïîçèöèè, õîòÿ
è âûðàçèòåëüíà, î÷åíü äàëåêà îò òîãî, ÷òî ìû îáû÷íî íàçûâàåì âîñõâàëåíèåì.

8 Êàê è äðóãèå öåðêîâíûå ïðîèçâåäåíèÿ  Âàñèëÿóñêàéòå, Cantico delle Creaturå
ñî÷èí¸í â íåñêîëüêèõ âàðèàíòàõ: äëÿ äâîéíîãî õîðà à cappella (1997), äëÿ õîðà,
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Íà÷í¸ì ñ äåòàëåé. Âîò ïåðâàÿ ôðàçà, îòêðûâàþùàÿ ïðîèçâåäåíèå:
îáðàùåíèå ê Áîãó ( ïðèìåð 1 ) – íåñïåøíîå âîñõîæäåíèå íà îðãàííîì
ïóíêòå G è êàê áû ïîêëîí  – çàìåäëåíèå ê îêîí÷àíèþ ôðàçû, ïîä÷¸ðêíó-
òîå ãàðìîíè÷åñêèì îáîðîòîì e

7
-h-E:

Ïðèìåð 1

Òîò æå çàêëþ÷èòåëüíûé îáîðîò-ïîêëîí âî äâóõ ïåðâûõ ñòðîôàõ çâó-
÷èò ÷åòûð¸õêðàòíî: ñî ñëîâàìè «Ã îñïîäü» ( Signore), «âñÿ ÷åñòü» (l’onore),
«áëàãîñëîâåíèå» (benedictione; ïðèìåð 2 ), «ïðîèçíåñòè Ò âî¸ Èìÿ » (Te
mentovare) è åù¸ ðàç – îïÿòü ñî ñëîâîì «Ã îñïîäü» – ïîÿâëÿåòñÿ â ñåäü-
ìîé ñòðîôå.

Òàêèì îáðàçîì çàêðåïèâ èíòîíàöèþ ïîêëîíåíèÿ Ò âîðöó, äàííûé ãàð-
ìîíè÷åñêèé îáîðîò ñàì ñòàíîâèòñÿ çíàêîì Ã îñïîäà è åãî áëàãîñëîâåíèÿ.

Âåñü ïåðâûé ñòèõ Ñëàâîñëîâèÿ, îñîáåííî åãî íà÷àëüíàÿ âîñõîäÿùàÿ
èíòîíàöèÿ (â ñõåìå êîìïîçèöèè îáîçíà÷åííàÿ áóêâîé î), â êîìïîçèöèè
ôóíêöèîíèðó åò êàê âàðüèðîâàííûé ðåôðåí: îíà îòêðûâàåò ñòðîôû 1, 3,
6, 8, â ÷åòâ¸ðòîé èñïîëüçóåòñÿ å¸ óìåíüø¸ííûé âàðèàíò ( ïðèìåð 3à ; â
ñõåìå êîìïîçèöèè îí áóäåò îáîçíà÷åí áóêâîé [o]). Â ñëåäóþùèõ ñòðî-
ôàõ (9, 10, 13) âîñõîäÿùàÿ èíòîíàöèÿ ðàñøèðÿåòñÿ ÷åðåç äîáàâëåíèå
êâàðòû ñíèçó è ïåðåõîäèò â òîíàëüíîñòü E-dur  (ïðèìåð 3á), à â êîäå (ñòðîôà
15) çâó÷èò â Äî ìàæîðå.

ôëåéòû, äâóõ ñêðèïîê, àëüòà, âèîëîí÷åëè è êîíòðàáàñà (2001), äëÿ äâîéíîãî õîðà
è îðãàíà (2004).
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Ïðèìåð 3

Èòàê, íà÷àëüíàÿ èíòîíàöèÿ êàíòèêóìà,  îáîçíà÷åííàÿ áóêâîé î, (î),
[o], Î, èãðàåò âåäóùóþ ðîëü â áîëüøåé ÷àñòè êîìïîçèöèè. Ò îëüêî îäíó
òðåòü å¸ çàíèìàåò êîíòðàñòíûé ðàçäåë âìåñòå ñ ðåïðèçîé.

Òàáëèöà 2.
Ñõåìà êîìïîçèöèè
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Ïðîäîëæåíèå Ò àáëèöû 2.

Ôåðìàòàìè îáîñîáëåííûå ñòðîôû 11 è 12 – ìåäèòàöèÿ î ìèðå, ñìåðòè
òåëåñíîé è ñìåðòíîì ãðåõå, ïîñòðîåííàÿ íà êâèíòîâîé èíòîíàöèè è ãàð-
ìîíèè ( ïðèìåð 4 ); òóò íàìå÷àåòñÿ ëàäîâûé, èíòîíàöèîííûé è ãàðìîíè-
÷åñêèé êîíòðàñò.

Ñâÿçüþ ýòîãî ðàçäåëà ñ ïðåäûäóùèì ñòàíîâèòñÿ ìèíîðíûé ñåïòàê-
êîðä – èíòîíàöèÿ íåâîçìîæíîñòè , íåäîñòèæèìîñòè , ìîæíî ñêàçàòü,
òîñêè ïî áåñêîíå÷íîñòè è áåññìåðòèþ . Ïðèìåð 5  äëÿ ñðàâíåíèÿ: â ñòðîôå
5 ïî¸òñÿ î ïðåêðàñíûõ çâ¸çäàõ â íåäîñòèæèìîé âûñîòå, à â ñòðîôå 12 – î
òåëåñíîé ñìåðòè, îò êîòîðîé íèêîìó íå äàíî óêëîíèòñÿ 9.

È êóëüìèíàöèÿ â ñòðîôå 10-òîé (ïåðåä êîíòðàñòíûì ðàçäåëîì): ñëà-
âîñëîâèå ÷åðåç «òåõ, êòî ïðîùàåò ðàäè Òâîåé ëþáâè» – ñåêâåíöèè, âûðà-
æàþùèå òðàíñöåíäåíöèþ, âûõîä çà ïîâñåäíåâíîñòü è ñïó ñê íà òîíè÷åñ-
êîì îðãàííîì ïóíêòå (T-II

7
-T-II

2
-T; ïðèìåð 6 ).

Âîçâûøàþùèåñÿ ñåêâåíöèè ëþáâè è èõ ãàðìîíèÿ ( A-H-a
7
, C-D-C,

C-D-E) âìåñòå ñ ãàðìîíè÷åñêèì îáîðîòîì ïîêëîíåíèÿ  (h-E, G-E) â îá-
ùåì óêàçûâàþò íà îäíó îñîáåííîñòü ìóçûêè Êðèñòèíû Âàñèëÿó ñêàèòå:
ë¸ãêîå ïåðåêëþ÷åíèå èç îäíîé òîíàëüíîñòè â äðóãóþ, îáû÷íî òîãî æå ëàäà,
íà ðàññòîÿíèè òåðöèè èëè áîëüøîé ñåêóíäû.

Â å¸ öåðêîâíîé ìóçûêå òàêèå òîíàëüíûå ñäâèãè âñòðå÷àþòñÿ î÷åíü
÷àñòî. Îíè ïðåðûâàþò ìåëîäè÷åñêîå ðàçâèòèå íà êàêîì-íèáóäü îäíîì
ñîçâó÷èè èëè ðàçðóøàþò ñòðåìèòåëüíûå, çåìíûå , íàððàòèâíûå ïîñëå-
äîâàòåëüíîñòè ôóíêöèîíàëüíîé ãàðìîíèè: òîíàëüíóþ ñòàáèëüíîñòü
ïîñòîÿííî ñâîäèò íà íåò âûøèáàíèå òîíàëüíîé îïîðû 10.

9 Äðóãèå îáðàçû â ýòîé êîìïîçèöèè: «âñÿêàÿ ïîãîäà» (ñòðîôà 6, ãàðìîíè÷åñ-
êàÿ ïîñëåäîâàòåëüíîñòü G-E-G-E-G-E), «ìîãóùåñòâî îãíÿ» (ñòðîôà 8, ïîäú¸ì
ìåëîäèè íà îðãàííîì ïóíêòå Å-E-A6

4-E-A6
4...).

10 Êàê âèäèì â ñõåìå êîìïîçèöèè ( òàáëèöà 2), îáùèé òîíàëüíûé ïëàí êàíòè-
êóìà: G-E-(D B g7)-( H H/A C)-G.
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Õàðàêòåðèñòèêà ñàêðàëüíîãî òâîð÷åñòâà Êðèñòèíû Âàñèëÿóñêàéòå

Òâîð÷åñòâó Âàñèëÿóñêàéòå (è îñîáåííî öåðêîâíîìó; ãëàâíûå ïðî-
èçâåäåíèÿ ñì. â òàáëèöå 3) ïðèñóùè íåêîòîðûå îáùèå ÷åðòû 11.

Òàáëèöà 3.
Ñïèñîê ãëàâíûõ öåðêîâíûõ ïðîèçâåäå íèé

Êðèñòèíû Âàñèëÿóñêàéòå

Ïðîçðà÷íîñòü è íåñëîæíîñòü ôàêòóðû – òðåçâó÷èÿ, ñåïòàêêîðäû –
ñòàëè ñîçíàòåëüíûì âûáîðîì êîìïîçèòîðà, êîãäà îíà, îêîí÷èâ ñòóäèè
ó ïðîôåññîðà Ýäóàðäàñà Áàëüñèñà (Eduardas Balsys), ïðåäïî÷èòàâøåãî
äðàìàòèçì è ïëîòíóþ ãàðìîíèþ, íà÷àëà èñêàòü ñâîé ïóòü 12. Ñäåëàííûé

11 Ñïèñîê âñåõ ñî÷èíåíèé Âàñèëÿó ñêàéòå ñì.: Music Lithuania. Kristina Vasi-
liauskaitë. http://www.mic.lt/en/persons/info/v asiliauskaite?PHPSESSID=889ae528b
00c691b01898bb1620afff6 (ïðîñìîòð 1 ôåâðàëÿ 2014)

12 Èç ëè÷íîé ïåðåïèñêè: «ß âûáðàëà ñòóäèè ó ïðîôåññîðà Ýäóàðäà Áàëüñèñà,
òàê êàê ìíå î÷åíü èìïîíèðîâàëè åãî ñî÷èíåíèÿ. Áîëüøå âñåãî, íàâåðíî, ïðè-
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âûáîð ãàðìîíèðó åò ñ ÷åðòàìè, ïðèñóùèì è òâîð÷åñòâó ñâ. Ôðàíöèñêà –
ñ ïðîñòîäóøèåì è äîâåðèåì â îòíîøåíèè ê Áîãó , êîòîðîãî Âàñèëÿó ñ-
êàéòå, áëàãîäàðÿ ðîäèòåëÿì, ïîçíàëà ñ äåòñòâà. Áëàãîçâó÷íàÿ âåðòèêàëü
è ïîñòîÿííûå ïåðåìåíû òîíàëüíûõ îïîð ñîçäàþò îáÿçàòåëüíîå â ðåëè-
ãèîçíîì òâîð÷åñòâå íåçåìíîå, íåîáû÷íîå è òåì ñàìûì ïðîçðà÷íîå, ñâåò-
ëîå ñàêðàëüíîå ïðîñòðàíñòâî è âðåìÿ .

Áîëüøèå óñèëèÿ ïðèëàãàþòñÿ íåêîòîðûìè ñîâðåìåííûìè êîìïî-
çèòîðàìè, ïîâåðíóâøèì â ïîèñêàõ ñàêðàëüíîñòè ê íîâîé ïðîñòîòå . Èì –
êàê ïðàâèëî ïðèâûêøèì ê ñëîæíîñòè, îáðàòèâøèìñÿ ê Áîãó óæå â çðå-
ëîì âîçðàñòå – ïðèõîäèòñÿ èçó÷àòü ñðåäíåâåêîâûé ñòèëü è ðèòóàëüíîñòü,
÷òîáû ñîòâîðèòü ñàêðàëüíîñòü. À ó Âàñèëÿóñêàéòå, êîòîðàÿ âûðîñëà â
æèâîé òðàäèöèè öåðêîâíîé ìóçûêè è å¸ ïðîäîëæàåò , ýòî ïîëó÷àåòñÿ ãî-
ðàçäî ëåã÷å. Ñòèëü å¸ ìóçûêè ôîðìèðó åò ðåëèãèîçíîå ìèðîâîççðåíèå.
Âìåñòî ñêîíñòðóèðîâàííîé ñëîæíîé ýêñòðàìóçûêàëüíîé ñòðóêòóðû (o
íåé ïèøåò Ìàðãàðèòà Êàòóíÿí, ðàçáèðàÿ Ãèìí áðàòó Ñîëíöó . Â âîñüìè
òîíàõ  Âëàäèìèðà Ìàðòûíîâà 13) Âàñèëÿóñêàéòå ñîçäà¸ò òîíàëüíî îòêðû-
òûå êîìïîçèöèè ( Cantico delle Ñreature – èñêëþ÷åíèå), â êîòîðûõ ãëàâ-
íàÿ ðîëü óäåëÿåòñÿ âåðáàëüíîìó òåêñòó, à ìàòåðèàëîì äëÿ òâîð÷åñêîé
ðàáîòû ñëóæàò íåñêîëüêî õàðàêòåðíûõ èíòîíàöèé.

Ìîæíî óòâåðæäàòü, ÷òî ðàçðàáîòàííàÿ êîìïîçèòîðàìè ðåíåññàíñà
âàðèàíòíî-ñòðîôè÷åñêàÿ ôîðìà è ëåãêî ïîëèôîíèçèðîâàííàÿ ôàêòóðà
â òðàäèöèè öåðêîâíîé ìóçûêè ñóùåñòâó åò ïî ñåé äåíü êàê ÿâëåíèå, â êî-
òîðîå êàæäûé êîìïîçèòîð âíîñèò ñâîé âêëàä. Äàííóþ ÷åðòó íå ñëåäó åò
èñêàòü â ïðîøëîì è ïûòàòüñÿ âîññîçäàòü. Â öåðêîâíîé ìóçûêå íåò ìåñòà
÷èñòî ìóçûêàëüíîìó êîíñòðóèðîâàíèþ – ìóçûêàëüíoe è ýêñòðàìóçû-
êàëüíoe â íåé òåñíî ñâÿçàíî 14.

âëåêàë òàëàíò åãî êàê ìàñòåðà ìåëîäèè, à òàêæå ÿñíàÿ ìóçûêàëüíàÿ ðå÷ü. [..] Ïðî-
ôåññîð îêàçàë âëèÿíèå íà ìîè ïåðâûå, ñòóäåí÷åñêèå ñî÷èíåíèÿ. Ýòîò ñâîåîáðàç-
íûé îòòåíîê äðàìàòèçìà, ïëîòíàÿ ãàðìîíèÿ... Ïîçæå íà÷àëà èñêàòü ñâîé ñòèëü,
ñàìà æèçíü ïîêàçàëà, ãäå è êàê ÿ ìîãó ñåáÿ íàèëó÷øèì îáðàçîì âûðàçèòü».
Vasiliauskaitë, Kristina. Ïèñüìo àâòîðó ñòàòüè 18 ôåâðàëÿ 2011.

13 Êàòóíÿí, Ìàðãàðèòà. «Íîâîå ñàêðàëüíîå ïðîñòðàíñòâî» Âëàäèìèðà Ìàðòû-
íîâà . http://www.irms.ru/martynov02.html (ïðîñìîòð 1 ôåâðàëÿ 2014)

14 Ïî ìíåíèþ Êàòóíÿí, «â íîâîé ñàêðàëüíîñòè êîìïîçèòîðû îò÷àñòè è âîç-
âðàùàþòñÿ ê òîìó , ÷òî áûëî è ïðîäîëæàåòñÿ â òðàäèöèè: «Àíàëèòè÷åñêîå ìûø-
ëåíèå Íîâîãî âðåìåíè, ñôîðìèðîâàâøåå êîíöåïöèþ opus perfectum et absolutum,
îïåðèðó ÿ ëèøü èììàíåíòíî ìóçûêàëüíûìè ñðåäñòâàìè, â ïîñò-Íîâîå âðåìÿ
óñòóïàåò ìåñòî ìûøëåíèþ ñèíòåçèðóþùåìó , çàíÿòîìó ïîèñêàìè êîíòàêòîâ ìåæäó
ìóçûêàëüíûì è ýêñòðàìóçûêàëüíûì. [..] Ïîñò-Íîâîå âðåìÿ ñíèìàåò îïïîçè-



257

Ä. Êàëàâèíñêàéòå. Ãèìí ñî ëíöà: öåðêîâíîå òâîð÷åñòâî Êðèñòèíû Âàñèëÿóñêàéòå

Ñî÷èíåíèÿ Êðèñòèíû Âàñèëÿó ñêàéòå â êàòîëè÷åñêèõ õðàìàõ Ëèòâû
äîâîëüíî ïîïóëÿðíû. Â ãîäû îêêóïàöèè îíà â îñíîâíîì ïèñàëà ìóçûêó
äëÿ àíñàìáëåé íàðîäíûõ èíñòðóìåíòîâ è âñþ ñâîþ òâîð÷åñêóþ æèçíü
ñî÷èíÿåò ìóçûêó äëÿ äåòåé. Ïîýòîìó â e¸ òâîð÷åñòâå ïðåîáëàäàþò ìèíè-
àòþðû, äëèòåëüíîñòü ïîëèôîíè÷åñêèõ ñî÷èíåíèé íå ïðåâûøàåò ÷åòâåðòè
÷àñà. Ì óçûêó Âàñèëÿóñêàéòå ìîæíî õàðàêòåðèçîâàòü òåìè æå ýïèòåòàìè,
÷òî è æèçíü ñâ. Ôðàíöèñêà: ë¸ãêîñòü, ïðîçðà÷íîñòü, ðàäîñòü, ëó÷åçàð-
íîñòü, ëþáîâü. Ýòî äîñòèãàåòñÿ, âî-ïåðâûõ, êàê óæå áûëî óïîìÿíóòî,
ñîåäèíÿÿ ýëåìåíòàðíûå ñîçâó÷èÿ ñî ñâîáîäíûì ÷åðåäîâàíèåì òîíàëü-
íîñòåé (òîíàëüíîé îòêðûòîñòüþ); âî-âòîðûõ, ñî÷åòàÿ ðàâíîìåðíîå, ýïè-
÷åñêîå ðèòìè÷åñêîå äâèæåíèå è ïîñòîÿííî èçìåíÿþùèéñÿ ìåòð èëè
íåðåãóëÿðíûå ìåëîäè÷åñêèå âîëíû, ôðàçû ðàçíîé äëèíû (ñì. ïðèìåðû
2, 3, 6). Òðåòüå ñðåäñòâî – ýòî âñåîáúåìëþùàÿ âàðèàíòíîñòü. Îíà, êàê
çíàåì, ïðåêðàñíî ñîåäèíÿåò ôîðìó . Ñàìà âàðèàíòíîñòü – êàê â ðàìêàõ
îäíîé êîìïîçèöèè, òàê è âî âñ¸ì òâîð÷åñòâå Âàñèëÿó ñêàéòå – ÿâëÿåòñÿ
âûðàæåíèåì êîíòåìïëÿöèè: êîìïîçèòîð íå ì÷èòñÿ âïåð¸ä áåç îãëÿäêè,
íî âñ¸ âîçâðàùàåòñÿ ê òîìó æå ñàìîìó , îñòàíàâëèâàåòñÿ, óãëóáëÿåòñÿ. Ýòî
õàðàêòåðíî è äëÿ âñåõ îáðÿäîâ Öåðêâè.

Âûáîð óïîìÿíóòûõ ìóçûêàëüíûõ ñðåäñòâ îïðåäåëÿåò ìèðîâîççðå-
íèå, â êîòîðîì ïðåîáëàäàåò ðàäîñòü áûòü â òðàäèöèè öåðêîâíîãî èñêó ñ-
ñòâà15 è óáåæä¸ííîñòü â ëþáâè Áîæèåé. Â áëàãîïîëó÷íûå äíè Âàñèëÿó ñ-
êàéòå âûðàæàåò ñâîþ ðàäîñòü ÷åðåç Magnificat; â èñïûòàíèÿõ îáðàùàåòñÿ
ê Ave Maria; ñòðàäàÿ âìåñòå ñî ñâîèìè áîëüíûìè ðîäèòåëÿìè, ñî÷èíÿåò
Stabat Mater. Ñëóøàÿ ðàäîñòíûå ïðîèçâåäåíèÿ ( Magnificat, Psalm of David,
ãèìíû â ÷åñòü ñâÿòûõ, ðîæäåñòâåíñêèå è ïàñõàëüíûå ïåñíîïåíèÿ, Gloria
è Sanctus èç ìåññ, òàêæå ìóçûêó äëÿ äåòåé), çàìå÷àåì ãèìíè÷íîñòü, íî
íå íàõîäèì òàíöåâàëüíîñòè, øóìëèâîñòè, îñòðîãî ñèíêîïèðîâàíèÿ –
òîãî, ÷òî, ïî ìíåíèþ êîìïîçèòîðà, ñâîéñòâåííî áûòîâîé, ñâåòñêîé ñôåðå.

À â ñêîðáíûõ ïðîèçâåäåíèÿõ Êðèñòèíû Âàñèëÿó ñêàéòå (Stabat mater,
Ïåñíÿ Èåðåìèè , öèêë ìîòåòîâ In passione et morte Domini, Kyrie è Agnus Dei
èç ìåññ) íå îáíàðóæèì áåçíàä¸æíîñòè è óíûíèÿ. Âîò , íàïðèìåð, öèêë
ìîòåòîâ-ðåñïîíñîðèåâ Ñòðàñòíîé Ïÿòíèöû ( In passione et morte Domini),
ïðåäíàçíà÷åííûé äëÿ ïîñòèæåíèÿ ñóòè Ñòðàñòåé Õðèñòîâûõ. Íî êîì -

öèþ ìóçûêàëüíîãî-âíåìóçûêàëüíîãî ». Êàòóíÿí, Ìàðãàðèòà. «Íîâîå ñàêðàëüíîå
ïðîñòðàíñòâî» Âëàäèìèðà Ìàðòûíîâà . http://www.irms.ru/martynov02.html (ïðî-
ñìîòð 1 ôåâðàëÿ 2014)

15 Ïîäðîáíî î òðàäèöèîííîñòè â öåðêîâíîé ìóçûêå Êðèñòèíû Âàñèëÿó ñêàéòå
ñì . Kalavinskaitë 2011.
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ïîçèòîð â ýòîé äðàìå Áîãà è ÷åëîâå÷åñòâà â ïåðâóþ î÷åðåäü âèäèò ëþáîâü
Áîãà! Î ìîòåòå Vinea mea electa (Ìîé èçáðàííûé âèíîãðàäíèê ) îíà ãîâîðèò:
«Êàê íåæíî Õðèñòîñ ëþáèò âñåõ íàñ! Êàêèå ìó÷èòåëüíûå Åãî ñòðàäàíèÿ
è ñêîðáü, êàêîé òèõèé Åãî ñòîí, êîãäà çà áåçìåðíóþ ëþáîâü îí ïîëó÷àåò
âçàìåí ëèøü ãîðå÷ü, íî, íåâçèðàÿ íè íà ÷òî, Îí îñòà¸òñÿ Ëþáîâüþ, Èñêó-
ïèòåëåì ÷åëîâåêà...»16.

Òåìà Áîæèåé ëþáâè ïðîÿâèëàñü â ìóçûêå Âàñèëÿó ñêàéòå äàæå â
ãîðüêèå ãîäû ñìåðòè ðîäèòåëåé. Êîìïîçèòîð èìåëà íàìåðåíèå íàïèñàòü
Ðåêâèåì, íî âìåñòî çà óïîêîéíîé ìåññû ïîÿâèëñÿ Ïñàëîì Äàâèäà  (Ïñ
136: 1–9), ïðîñëàâëÿþùèé Ã îñïîäà – Ò âîðöà íåáà, çåìëè, âîäû, ñîëíöà,
ëóíû è çâ¸çä:

1 Ñëàâüòå Ãîñïîäà, èáî Îí áëàã , èáî âîâåê ìèëîñòü Åãî.
2 Ñëàâüòå Áîãà áîãîâ, èáî âîâåê ìèëîñòü Åãî.
3 Ñëàâüòå Ãîñïîäà ãîñïîäñòâóþùèõ, èáî âîâåê ìèëîñòü Åãî;
4 Òîãî, Êîòîðûé îäèí òâîðèò ÷óäåñà âåëèêèå, èáî âîâåê ìèëîñòü Åãî;
5 Êîòîðûé ñîòâîðèë íåáåñà ïðåìóäðî, èáî âîâåê ìèëîñòü Åãî;
6 óòâåðäèë çåìëþ íà âîäàõ, èáî âîâåê ìèëîñòü Åãî;
7 ñîòâîðèë ñâåòèëà âåëèêèå, èáî âîâåê ìèëîñòü Åãî;
8 ñîëíöå – äëÿ óïðàâëåíèÿ äíåì, èáî âîâåê ìèëîñòü Åãî;
9 ëóíó è çâåçäû – äëÿ óïðàâëåíèÿ íî÷üþ, èáî âîâåê ìèëîñòü Åãî.

Êîìïîçèòîð ñàìà íåäîóìåâàëà: «ß õîòåëà íàïèñàòü ÷òî-íèáóäü ãî-
ðåñòíîå ïàìÿòè îòöà, íî íå÷àÿííî âûøëî íàîáîðîò – ðàäîñòíûé ãèìí!» 17

Â í¸ì âîêàëüíîå ñîëî ñîïðîâîæäàåò êîëîêîëüíûé çâîí. Âî ïñàëìå êàê
ðåôðåí ïîâòîðÿþòñÿ ñëîâà «èáî âîâåê ìèëîñòü Åãî». Â ñèòóàöèè áîëüøîé
ïîòåðè êîìïîçèòîð âåëè÷èò Ò âîðöà âñåëåííîé, à íåçåìíîå , íåòåìïåðè-
ðîâàííîå çâó÷àíèå êàðèëüîíà íå çàãëóøàåò òðèóìôàëüíîãî ìàæîðà.

Òàêèì îáðàçîì íå òîëüêî îäíî ñî÷èíåíèå, íî è âñ¸ öåðêîâíîå òâîð-
÷åñòâî Êðèñòèíû Âàñèëÿóñêàéòå – êàê è æèçíü ñâ. Ôðàíöèñêà – ìîæåò
áûòü íàçâàíî Ãèìíîì ñîëíöà .

Ïðèëîæå íèå

Îòáîðíûé ñïèñîê ïðîèçâåäå íèé  î  ñâ. Ôðàíöèñêå è êîìïîçèö èé,
ñîçäàííûõ ïî  ñëîâàì  åãî Ñëàâîñëîâèÿ òâîðåíèé

Ôåðåíö Ëèñò (Ferenc Liszt) – Sonnenhymnus des heiligen Franz von Assisi (1862, rev.
1880–81), êàíòàòà äëÿ áàðèòîíà, ìóæñêîãî õîðà è îðêåñòðà

16 Vasiliauskaitë, Kristina. Ïèñüìo àâòîðó ñòàòüè 24 ôåâðàëÿ 2011
17 Vasiliauskaitë, Kristina. Ïèñüìo àâòîðó ñòàòüè 25 ñåíòÿáðÿ 2011
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Ãåðìàí Çóòåð (Hermann Suter) – Le Laudi di San Francesco d’ Assisi (1923), îðàòîðèÿ
äëÿ õîðà, ñîëèñòîâ, äåòñêîãî õîðà, îðãàíà è áîëüøîãî îðêåñòðà

Øàðëü Òóðíåìèð  (Charles Tournemire) – Faust – Don Quichotte – St Franĉois d’Assise
(1929), òðèëîãèÿ äëÿ ñîëèñòîâ, õîðà è îðêåñòðà; Il poverello di Assisi (1938),
îïåðà

Ëåî Ñîâåðáè (Leo Sowerby) – Canticle of the Sun (1944), êàíòàòà

Êàðë Îðôô  (Carl Orff) – Laudes Creaturarum (1954) äëÿ æåíñêîãî èëè äåòñêîãî
õîðà

Õåëüãå Þíã (Helge Jung) – Laudes Creaturarum (1982) äëÿ 4–8-ãîëîñíîãî õîðà

Õîàêèí Ðîäðèãî  (Joaquin Rodrigo) – Cantico de San Francisco de Asis (1982) äëÿ õîðà
è îðêåñòðà

Èåðî íèìàñ Êà÷èíñêàñ (Jeronimas Kaèinskas) – Saulës giesmë (1982), îðàòîðèÿ äëÿ
äâóõ ñîëèñòîâ, õîðà è ñòðóííîãî îðêåñòðà

Îëèâüå Ìåññèàí  (Olivier Messiaen) – Saint François d’Assise (1983), îïåðà

Ïåòð Ýáå í  (Petr Eben) – Cantico delle Creature (1987), ìîòåò äëÿ õîðà a cappella

Õèëüäà Äèàíäà (Hilda Dianda) – Cántico (1988) äëÿ õîðà è êàìåðíîãî îðêåñòðà

Àëüâèäàñ Ðåìåñà (Alvidas Remesa) – Ið Saulës giesmës (1989), òð¸õ÷àñòíûé öèêë äëÿ
õîðà è îðãàíà; Ðventasis Pranciðkus Asyþietis (1991), îðàòîðèÿ äëÿ ñîëèñòîâ,
õîðà, äåòñêîãî õîðà è îðãàíà

Âëàäèìèð Ìàðòûíîâ  – Ãèìí áðàòó Ñîëíöó . Â âîñüìè òîíàõ  (1996) äëÿ òåíîðà è
ñòðóííîãî îðêåñòðà

Àëüãèðäàñ Ìàðòèíàéòèñ (Algirdas Martinaitis) – Laudes creaturarum quas facit Beatus
Franciscus ad laudem et Honorem Dei (1996), öèêë èç ñåìè ÷àñòåé äëÿ ðàçíûõ
èñïîëíèòåëåé

Ñîôèÿ Ãóáàéäóëèíà (Sofia Gubaidulina) – Sonnengesang (1997), öèêë äëÿ âèîëîí-
÷åëè, êàìåðíîãî õîðà è óäàðíûõ

Êðèñòèíà Âàñèëÿóñêàéòå (Kristina Vasiliauskaitë) – Cantico delle Creature (Ðv. Pran-
ciðkaus Saulës giesmë), ìîòåò äëÿ äâîéíîãî õîðà (1997); äëÿ õîðà è èíñòðó-
ìåíòàëüíîãî àíñàìáëÿ (2001); äëÿ äâîéíîãî õîðà è îðãàíà (2004)

Õàíñ-Êðèñòèàí Áàðòåëü (Hans-Christian Bartel) – Laudato si, mi Signore (2000),
ìîòåò äëÿ õîðà

Âàëüòåð Øòåôåíñ  (Walter Steffens) – Sonnengesang des Francesco d’Assisi (2002) äëÿ
ãîëîñà è êîëîêîëü÷èêîâ èëè äëÿ ãîëîñà (ñîïðàíî) è àëü òîâîé ôëåéòû

Ýíéîòò Øíåéäå ð (Enjott Schneider) – Sonnengesang (2008), ìîòåò äëÿ âîñüìèãî-
ëîñíîãî õîðà

Ãåðàëüä Øïèöíå ð (Gerald Spitzner) – Cantico delle Creature (2009), ìóçûêîòåðàïåâ-
òè÷åñêèé ïðîåêò äëÿ äâóõ õîðîâ è îðêåñòðà
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The Canticle of the Sun:
Kristina Vasiliauskaitë’s Church Music

Danutë Kalavinskaitë

Summary

The personality of St. Francis of Assisi and his Canticle of the Sun
(Laudes Creaturarum, ca. 1224–1225) has been admired by artists for many
centuries. Contemporary composers are no exception. For instance, such
composers as Jeronimas Kaèinskas (Saulës giesmë [Canticle of the Sun], an
oratory for soloists, choir and string orchestra, 1982), Olivier Messiaen (Saint
François d’Assise, an opera, 1983), Hilda Dianda (Cántico for choir and
chamber orchestra, 1988), Alvidas Remesa (Ið Saulës giesmës [From the
Canticle of the Sun], a three-part cycle for choir and organ, 1989; Ðventasis
Pranciðkus Asyþietis [St. Francis of Assisi], an oratory for soloists, choir of
children, mixed choir and organ, 1991), Algirdas Martinaitis ( Laudes creatu-
rarum quas facit Beatus Franciscus ad laudem et Honorem Dei, a cantata-
like seven-part cycle for various performers, 1996), Sofia Gubaidulina (Son-
nengesang, a four-section cycle for cello, chamber choir and percussion,
1997), and Kristina Vasiliauskaitë (Cantico delle Creature [The Canticle of
the Sun by St. Francis] or Ðv. Pranciðkaus Saulës giesmë for double-choir,
1997; for mixed choir and instrumental ensemble, 2001; for double-choir
and organ, 2004).

The Canticle of the Sun of St. Francis is a testimony to the praise of
God that emanates from all His creatures. With its repetitions Be praised,
my Lord  it is close to the form of rondo; however, the content of the song
embraces all spheres, from the celestial bodies (sun, stars, moon) through
the four main elements (air, water, fire, earth) to man and his humility
accepting even Sister Death as a gift from God. Therefore, as the mood of
love, faithfulness and glorification unite all the Canticle, the contrast between
life and death permits a variety of musical expressions.

The form and rhetoric of Kristina Vasiliauskaitë’s Cantico delle Creature
is discussed in the article. However, because Vasiliauskaitë’s approach to
God in her oeuvre (both church music and music for children) is very close
to that of St. Francis, her music can be called a song of praise. The major
part of her music has been inspired by belief, while the author’s personal
experiences are universalised, objectified and expressed through church music
genres. Vasiliauskaitë’s compositions Magnificat, Psalm of David, Ave Maria,
hymns to saints, Christmas and Easter hymns, the glorious movements of
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the masses (Gloria , Sanctus) as well as pieces for children with their pure
texture and cheerful mood should be attributed to the joyous side of God’s
glorification, while Stabat mater, Jeremiah Song, a nine-motet cycle In pas-
sione et morte Domini, the repentant movements of the masses (Kyrie, Agnus
Dei) belong to the dolorous side.

The article presents the main characteristics of her style through Cantico
delle Creature: melodiousness and musical rhetoric, smooth non-contrasting
flow, variability of various form levels and elements, subtlety and restraint
of emotional expression. The joy in Vasiliauskaitë’s music is never loud,
while the sorrow is never hopeless.

K e y  w o r d s :  Kristina Vasiliauskaitë, Lithuania, St. Francis of Assisi,
Canticle of the Sun, Lithuanian church music, religious music, contemporary
composers.

Ëèòåðàòóðà è äðóãèå èñòî÷íèêè
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Vilnius: Lietuvos muzikos ir teatro akademija, 66–78

Maceina, Antanas (1982). Kûrinijos Giesmë. Poetinë ðv. Pranciðkaus egzistencija.
Aidai  6: 384–398. http://www.aidai.us/index.php?option=com_content& task=
view&id=6997&Itemid=474 (ïðîñìîòð 1 ôåâðàëÿ  2014)

Maceina, Antanas (1991). Saulës giesmë. Vilnius: Katalikø pasaulis, 454
Music Lithuania. Kristina Vasiliauskaitë. http://www.mic.lt/en/persons/info/

vasiliauskaite?PHPSESSID=889ae528b00c691b01898bb1620afff6 (ïðîñìîòð
1 ôåâðàëÿ 2014)

Tumasonienë, Violeta (2001). Ðventasis Pranciðkus Asyþietis lietuviø ðiuolaikinëje
muzikoje. Tiltai. Priedas 8: 155–167

Vasiliauskaitë, Kristina (2005). Ðv. Pranciðkaus “Saulës giesmë” (Cantico delle
Creature) miðriam chorui ir instrumentiniam ansambliui. Partitûra, solo partijos.
Vilnius

Vasiliauskaitë, Kristina. Ïèñüìà àâòîðó ñòàòüè 18 ôåâðàëÿ 2011; 24 ôåâðàëÿ 2011;
25 ñåíòÿáðÿ 2011

Wilson, Blake. Lauda. Grove Music Online. http://www.oxfordmusiconline.com/
public/ (ïðîñìîòð 1 ôåâðàëÿ 2014 )

Êàòóíÿí, Ìàðãàðèòà. «Íîâîå ñàêðàëüíîå ïðîñòðàíñòâî» Âëàäèìèðà Ìàðòûíîâà .
http://www.irms.ru/martynov02.html (ïðîñìîòð 1 ôåâðàëÿ 2014)



262

Îíòîëîãèÿ åâðîïåéñêîé àêàäåìè÷åñêîé ìóçûêè:
èñòîðèÿ è ñîâðåìåííîå ñîñòîÿíèå

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

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

è ëèòåðàòóðû Íàöèîíàëüíîé àêàäåìèè íàóê Áåëàðóñè

Ìóçûêà âñåãäà àêòóàëüíà, âñåãäà ñîõðàíÿåò ñâîå çíà÷åíèå êàê äëÿ
ñëóøàòåëåé, òàê è äëÿ èñïîëíèòåëåé. Ìû íàõîäèì â íåé îòâåòû ïî÷òè
íà âñå íàøè âîçìîæíûå çàïðîñû, îòâå÷àåì åé îðãàíè÷åñêè, ÷óâñòâåííî,
êîãíèòèâíî è, â êîíå÷íîì èòîãå, ñâîèì äóõîâíûì ðàçóìåíèåì.

Â ïðîöåññå ðàçâèòèÿ åâðîïåéñêîé ìóçûêàëüíîé êóëü òóðû è èñêóñ-
ñòâà ÷åòêî ñôîðìèðîâàëîñü
1) øèðîêîå ïðåäñòàâèòåëüñòâî ïðîôåññèîíàëüíîãî ìóçûêàëüíîãî èñ-

êóññòâà, ãäå âûäåëÿþòñÿ êëàññèöèñòñêàÿ (èëè äîêëàññè÷åñêàÿ), êëàñ-
ñè÷åñêàÿ, ðîìàíòè÷åñêàÿ è ñîâðåìåííàÿ ìóçûêà (íàïèñàííàÿ ïðî-
ôåññèîíàëüíûì êîìïîçèòîðîì ñîãëàñíî åâðîïåéñêèì ýñòåòè÷åñêèì
è ìèðîâîççðåí÷åñêèì ïðèíöèïàì, ñòèëåâîé è æàíðîâîé êëàññèôè-
êàöèè è íîðìàì ôèêñàöèè êîìïîçèòîðñêîé ìûñëè);

2) êëàññ íàðîäíîé (êðåñòüÿíñêîé) ìóçûêè, èëè ìóçûêè ó ñòíîé òðàäè-
öèè (òðàäèöèîííîé ìóçûêè ) – ìóçûêàëüíûé ôîëüêëîð, â îñíîâå êî-
òîðîãî ëåæèò óñòíàÿ òðàäèöèÿ íàðîäíîãî òâîð÷åñòâà, âêëþ÷àþùàÿ
íàðîäíóþ ïåñåííî-òàíöåâàëüíîé êóëü òóðó, ñèíêðåòè÷åñêóþ â ñâîåé
ñóùíîñòè (ïåñíÿ + òàíåö). Ìåæäó òåì ïîíÿòèå òðàäèöèîííàÿ ìóçûêà
ìîæåò áûòü îòíåñåíî íå òîëüêî ê ôîëüêëîðó , íî è ê ìóçûêàëüíîìó
ñòèëþ ñî÷èíåíèÿ, íàïèñàííîãî ïðîôåññèîíàëüíûì êîìïîçèòîðîì;

3) êëàññ áûòîâîé (ãîðîäñêîé) ìóçûêàëüíîé êóëü òóðû, èëè ìóçûêè â
îáùåñòâåííîì áûòó , èìåþùåé ñâîþ êëàññèôèêàöèþ, êàê-òî: ìóçûêà
ïðàçäíèêîâ, áàëàãàííûõ ãîðîäêîâ è ò . ï., à òàêæå ïðîòèâîïîëîæíàÿ
åé âåòâü – ñàëîííîå ìóçèöèðîâàíèå ñ õàðàêòåðíîé îòòî÷åííîñòüþ
âêóñà, íàâûêàìè øêîëû è ÷óâñòâîì ñòèëÿ;

4) ðåëèãèîçíàÿ ìóçûêà ðàçëè÷íûõ õðèñòèàíñêèõ êîíôåññèé çàïàäíîé
öåðêâè.

Â åâðîïåéñêîé õóäîæåñòâåííîé êóëü òóðå îñîáîå ìåñòî ïðèíàäëåæèò
àêàäåìè÷åñêîé ìóçûêå, ñôîðìèðîâàâøåéñÿ â òâîð÷åñòâå åâðîïåéñêèõ
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êîìïîçèòîðîâ â Íîâîå âðåìÿ. Âàæíåéøèìè åå èñòîêàìè ÿâëÿþòñÿ âåíå-
öèàíñêèé õîðîâîé êîíöåðò , æàíðîâûå ðàçíîâèäíîñòè êîòîðîãî èìåþò
ìíîãîîáðàçíûå ñâÿçè ñ âîêàëüíî-èíñòðóìåíòàëüíûì îôîðìëåíèåì ðå-
ëèãèîçíîãî ðèòóàëà è ñâåòñêîãî öåðåìîíèàëà, è ïðèäâîðíîå ìóçèöèðî-
âàíèå.

Ôåíîìåí àêàäåìè÷åñêîé ìóçûêè (ìóçûêè àêàäåìè÷åñêîé òðàäèöèè,
ñåðü¸çíîé ìóçûêè) îòíîñèòñÿ ê êëàññó ìóçûêè ïèñüìåííîé òðàäèöèè,
ïðåäíàçíà÷åííîé äëÿ ñïåöèàëüíîãî ñëóøàíèÿ ëþäüìè (îáû÷íî èìåþ-
ùèìè îáùóþ èëè ñïåöèàëüíóþ ìóçûêàëüíóþ ïîäãîòîâêó) â êîíöåðò-
íîì èëè ñöåíè÷åñêîì âîïëîùåíèè. Â ñòèëåâîì àñïåêòå åâðîïåéñêàÿ
àêàäåìè÷åñêàÿ ìóçûêà ïîäðàçäåëÿåòñÿ íà êëàññè÷åñêóþ è ñîâðåìåííóþ,
êîòîðûå â ñâîþ î÷åðåäü èìåþò ñâîè âíóòðåííèå êëàññèôèêàöèè, æèâóò
è ôóíêöèîíèðóþò â ðàìêàõ îïðåäåëåííûõ ïîñòóëàòîâ è ÿâëÿþòñÿ ó÷àñò-
íèêàìè êóëü òóðíîé è ñîöèàëüíî-èñòîðè÷åñêîé ýâîëþöèè. Ñ ýòîé òî÷êè
çðåíèÿ åâðîïåéñêàÿ ìóçûêàëüíàÿ òðàäèöèÿ åñòü ïîñòîÿííî îáíîâëÿþ-
ùååñÿ – ïðè ñîõðàíåíèè ñóùåñòâåííûõ ÷åðò – ìóçûêàëüíî-õóäîæåñòâåí-
íîå ÿâëåíèå, êîòîðîå íàõîäèòñÿ â òåñíîé ñâÿçè ñ ñîöèîêóëü òóðíûìè
ïðîöåññàìè êàê Åâðîïû, òàê è åå ðåãèîíîâ â èñòîðè÷åñêè îïðåäåëåí-
íûé âðåìåíí î é ïåðèîä. Ñïåöèôè÷åñêîé ÷åðòîé åâðîïåéñêîé àêàäåìè-
÷åñêîé ìóçûêè ÿâëÿåòñÿ ïîñòîÿííàÿ è âñåâîçðàñòàþùàÿ ýâîëþöèÿ ìóçû-
êàëüíîãî ñòèëÿ, ÷òî áûëî ñâÿçàíî ñ äâèæåíèåì ìóçûêè ê àâòîíîìèçàöèè
êàê âèäà õóäîæåñòâåííîé äåÿòåëüíîñòè è âûñâîáîæäåíèåì åå îò îêîâ
ôóíêöèîíàëüíîãî, ïðèêëàäíîãî ïðåäíàçíà÷åíèÿ – ñíà÷àëà êàê ðàçäåëà
íà óêè (àíòè÷íîñòü), à çàòåì – êàê îáñëóæèâàþùåé öåðêîâíûé èëè ñâåò-
ñêèé öåðåìîíèàë (ðåíåññàíñ).

Â ñàìîì îáùåì è âìåñòå ñ òåì ñïåöèàëüíîì çíà÷åíèè ïîä àêàäåìè-
÷åñêîé ìóçûêîé ïîíèìàåòñÿ ìóçûêà åâðîïåéñêèõ êîìïîçèòîðîâ-ïðîôåñ-
ñèîíàëîâ, ïðåäñòàâëåííàÿ êîíêðåòíûìè
1) ìóçûêàëüíûìè æàíðàìè (îïåðà, ñèìôîíèÿ, îðàòîðèÿ, ñîíàòà, ðî-

ìàíñ è ïð.),
2) ïðèíöèïàìè îðãàíèçàöèè ìóçûêàëüíîãî ìàòåðèàëà (ñîíàòíûé, ðîí-

äî, ðåïðèçíûé è äð.), äèíàìè÷åñêîé íàïðàâëåííîñòüþ ôîðìû (ðàç-
âèòèå íàïðàâëåíî ê êóëüìèíàöèè, ïîñëå êîòîðîé îáû÷íî íàñòóïàåò
ñïàä), èìåþùåé íà÷àëî è êîíåö (ñ çàâåðøåíèåì â âèäå êàäåíöèé),

3) ñèñòåìàìè: çâóêîâûñîòíîñòè, îñíîâàííîé íà òåìïåðèðîâàííîì ñòðîå;
àêöåíòíîé ìåòðèêå (2/4, 3/4, 4/4 è èõ ïðîèçâîäíûå) è ðåãëàìåíòèðî-
âàííîì ðèòìå; ìåëîäèêè (âîëíîîáðàçíîé, äèíàìè÷åñêîé); òîíàëüíîé
ãàðìîíèè; êîíòðàïóíêòà (â âèäå ïîëèôîíè÷åñêîãî ìíîãîãîëîñèÿ),
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4) ñïîñîáàìè çâóêîèçâëå÷åíèÿ è ïåíèÿ (õîðîâîãî è îïåðíîãî) â ãðà-
íèöàõ 12-ñòóïåííîé òåìïåðàöèè,

5) ôîðìàìè çàïèñè (ïèñüìåííàÿ ìóçûêàëüíàÿ òðàäèöèÿ),
6) òèïîì èíñòðóìåíòàðèÿ (ôîðòåïèàíî, ñêðèïêà, ôàãîò , âàëòîðíà è

ò. ï.), ÷üå çâóêîâîå èçëó÷åíèå ñîçäàåò îñîáóþ àóðó, à òàêæå
7) îïðåäåëåííûì ñïîñîáîì èíòîíèðîâàíèÿ è êóëü òóðîé èñïîëíåíèÿ.

Èíûìè ñëîâàìè, ýòî ìóçûêà, ðåïðåçåíòèðóþùàÿ ñîáñòâåííî çàïàä-
íóþ òðàäèöèþ ñ õàðàêòåðíîé äëÿ íåå ñìûñëîâîé äîìèíàíòîé ðàöèîíàëü-
íîãî, äåòåðìèíèðîâàííîãî íà÷àëà; îáðàùåííàÿ íå òîëüêî ê ÷óâñòâó , íî
è èíòåëëåêòó; îòëè÷àþùàÿñÿ ñòðîãîñòüþ êîìïîçèöèîííîãî ðåøåíèÿ,
ëîãèöèçìîì ïîñòðîåíèé è ñòðóêòóðíîé çàìêíóòîñòüþ (âûðàæåííîé, â
÷àñòíîñòè, ïðèíöèïàìè ðåïðèçíîñòè è êàäàíñîâîãî ñîîòâåòñòâèÿ), äî-
ïó ñêàþùàÿ èìïðîâèçàöèþ â êà÷åñòâå õóäîæåñòâåííîãî ïðèåìà (íà-
ïðèìåð, â èíñòðóìåíòàëüíûõ êîíöåðòàõ èëè â ïðàêòèêå öèôðîâàííîãî
áàñà) è èìåþùàÿ ñâîåé öåëüþ à) ñîçäàíèå ÿðêîãî îáðàçà èëè ñèñòåìû
îáðàçîâ, îáëàäàþùèõ õóäîæåñòâåííîé ñàìîñòîÿòåëüíîñòüþ è ñàìîäîñ-
òàòî÷íîñòüþ, á) âîïëîùåíèå ñðåäñòâàìè èñêó ññòâà çâóêîâ êîíêðåòíûõ
òâîð÷åñêèõ çàäà÷, â) âîñïèòàíèå äóõîâíîé êóëüòóðû ëè÷íîñòè è ã) ðàñ-
øèðåíèå ãîðèçîíòîâ ýñòåòè÷åñêîãî ïîçíàíèÿ ìèðà. Ñëîæèâøèéñÿ â
Çàïàäíîé Åâðîïå, òî åñòü â ãðàíèöàõ Abendland, ôåíîìåí àêàäåìè÷åñêîé
ìóçûêè ñòàë ýòàëîíîì âî âñåõ àñïåêòàõ êîìïîçèòîðñêîãî òâîð÷åñòâà, ñî-
õðàíèâ ñâîå çíà÷åíèå äî íàñòîÿùåãî âðåìåíè. Ã ëàâíàÿ öåííîñòü ìóçûêè
àêàäåìè÷åñêîé òðàäèöèè çàêëþ÷àåòñÿ â âîçìîæíîñòè ïðîñâåòëÿòü è ïðå-
îáðàæàòü ÷åëîâå÷åñêóþ ïðèðîäó, âîçâîäèòü åå îò íèçøåãî ê âûñøåìó .

Òàêèì îáðàçîì, òåðìèí àêàäåìè÷åñêàÿ ìóçûêà îçíà÷àåò ïðåæäå âñåãî
åâðîïåéñêóþ ìóçûêó ïðîôåññèîíàëüíûõ êîìïîçèòîðîâ (ïîëó÷èâøèõ
ñïåöèàëüíîå ìóçûêàëüíîå îáðàçîâàíèå â ëþáîé ôîðìå), ãäå ðàçâèòèå è
ýâîëþöèÿ ìóçûêè êàê ôåíîìåíà êóëü òóðû ôîðìèðó åòñÿ íà îñíîâå ñëî-
æèâøèõñÿ òðàäèöèé, íàñëåäóÿ èõ â ðàçëè÷íûõ ôîðìàõ, èíñïèðèðó åòñÿ
ïîèñêîì íîâûõ äóõîâíûõ ìèðîâ è îöåíèâàåòñÿ òîíêîé øêàëîé ïðîôåñ-
ñèîíàëüíîãî ìàñòåðñòâà.

Àìïëèòóäà åâðîïåéñêîé àêàäåìè÷åñêîé ìóçûêè âáèðàåò â ñåáÿ, â
÷àñòíîñòè, òâîð÷åñòâî çàïàäíîåâðîïåéñêèõ êîìïîçèòîðîâ, êîìïîçèòî-
ðîâ ïðèáàëòèéñêîãî ðåãèîíà (Ëàòâèè, Ëèòâû, Ýñòîíèè), Ñåâåðíîé
Åâðîïû (Íîðâåãèè, Øâåöèè, Ôèíëÿíäèè), Áåëàðó ñè, Óêðàèíû è åâðî-
ïåéñêîé ÷àñòè Ðîññèè. Îñòàíîâèìñÿ áîëåå ïîäðîáíî íà àêàäåìè÷åñêîé
ìóçûêå áåëîðó ññêèõ êîìïîçèòîðîâ.
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Ïîñëåäíÿÿ òðåòü XX – ðóáåæà XXI âåêà áûëà äëÿ áåëîðóññêîé àêà-
äåìè÷åñêîé ìóçûêè ïåðèîäîì ñìåíû ïîêîëåíèé è òâîð÷åñêèõ ïàðàäèãì.
Ñ èìåíàìè ìîëîäûõ ñâÿçàíî ðàñøèðåíèå òåìàòèêè, æàíðîâîå è ñòèëèñ-
òè÷åñêîå îáîãàùåíèå ìóçûêè, ñìåëûå ýêñïåðèìåíòû â îáëàñòè ìóçû-
êàëüíîãî ÿçûêà, òâîð÷åñêàÿ îáðàáîòêà ãëóáèííûõ ïëàñòîâ ôîëüêëîðà, ñ
èìåíàìè ïðåäñòàâèòåëåé ñðåäíåãî ïîêîëåíèÿ – ñòàíîâëåíèå èíäèâèäó-
àëüíîãî ñòèëÿ, ôîðìèðîâàíèå ïàëèòðû ìóçûêàëüíûõ êðàñîê, ðàñøèðå-
íèå æàíðîâîé ñôåðû, ãëàâíûì îáðàçîì â ñòîðîíó ñàìûõ ñëîæíûõ æàí-
ðîâ – îïåðû è áàëåòà, ñ èìåíàìè ñòàðøåãî ïîêîëåíèÿ – óòâåðæäåíèå
îðèãèíàëüíîñòè ïî÷åðêà, ïðèâÿçàííîñòü ê êîíêðåòíûì æàíðàì. Â íåé
ñîõðàíèëè àêòóàëüíîñòü êëàññè÷åñêèå è ðîìàíòè÷åñêèå íîðìû êîìïî-
çèòîðñêîãî ìûøëåíèÿ, àêòèâíî ðàçâèâàëèñü íîâûå è íîâåéøèå ñòèëè-
ñòè÷åñêèå òåíäåíöèè, àêòóàëèçèðîâàëñÿ èíòåðåñ ê ôîëüêëîðó. Íå îòðèöàÿ
íè÷åãî öåëèêîì íè èç ñâîåãî ïðîøëîãî, íè â ñâîåì íàñòîÿùåì, àêàäå-
ìè÷åñêàÿ ìóçûêà áåëîðó ññêèõ êîìïîçèòîðîâ ñîõðàíèëà áàçèñíûé ñòèëü
ìûøëåíèÿ è îðèåíòàöèþ íà ïðîôåññèîíàëèçì êàê àêñèîëîãè÷åñêèé
êðèòåðèé. Ìåæäó òåì, ìíîæåñòâåííîñòü ìåòîäîâ ñî÷èíåíèÿ ìóçûêè è
èíäèâèäóàëüíûõ ñòèëåé, èäåéíîãî ñîäåðæàíèÿ è òåìàòèêè, øèðîòà àì-
ïëèòóäû ýìîöèîíàëüíîãî òîíó ñà (îò ìåäèòàöèè è ñîñðåäîòî÷åííîñòè íà
÷åì-òî îäíîì äî àáñòðàêòíîãî è ìíîãîëèêîãî õýïïåíèíãà) ïðîèçâåäå-
íèé ñâèäåòåëüñòâóþò îá îòñóòñòâèè â íàöèîíàëüíîì ìóçûêàëüíîì èñêó ñ-
ñòâå åäèíîãî ñìûñëîâîãî öåíòðà, ñòåðæíåâîé èäåè è, ñëåäîâàòåëüíî, î
ãîñïîäñòâå àáñîëþòíîãî ïëþðàëèçìà. Â öåëîì æå, êîìïîçèòîðñêèé ñòèëü
áåëîðóññêèõ êîìïîçèòîðîâ ïðåäñòàë êàê íåñîìíåííàÿ ðåàëüíîñòü õóäî-
æåñòâåííîé æèçíè, êàê îáùåå ñîñòîÿíèå êîìïîçèòîðñêîãî òâîð÷åñòâà è
êàê îñîáûé õóäîæåñòâåííûé ôåíîìåí: ïîñòñîâåòñêàÿ ìóçûêà, â êîòî-
ðîé áûëè ïðîäîëæåíû, ñ îäíîé ñòîðîíû, òðàäèöèè, ñôîðìèðîâàâøèåñÿ
â ñîâåòñêîé ìóçûêå, ñ äðóãîé – ðàñøèðåíû ñîäåðæàòåëüíûé è ñòèëåâîé
ñëîé ìóçûêàëüíîé êîìïîçèöèè. Îòñþäà, ïîñòñîâåòñêóþ ìóçûêó ñëåäó åò
ðàññìàòðèâàòü êàê ÿâëåíèå èñòîðè÷åñêîå, ïðåõîäÿùåå, îöåíêà êîòîðîìó
ìîæåò áûòü äàíà â àñïåêòå õóäîæåñòâåííîãî ðåçóëüòàòà. Îäèí ñóùåñòâåí-
íûé ìîìåíò îãîâîðèì ñïåöèàëüíî: áëàãîäàðÿ òîìó , ÷òî íàðîäíàÿ êóëü-
òóðà Áåëàðóñè ñîõðàíÿëà ñâîå íåïðåõîäÿùåå çíà÷åíèå, àêàäåìè÷åñêàÿ
ìóçûêà ýòîé ðåñïóáëèêè áûâøåãî ÑÑÑÐ ñîõðàíèëà ñòàòóñ ìóçûêè íàöè-
îíàëüíîé, âêëþ÷èâøèñü â òàêîì êà÷åñòâå â êðóãîîáîðîò ìåæäóíàðîä-
íîé õóäîæåñòâåííîé æèçíè.

Ãëàâíûìè ñòèëåâûìè òåíäåíöèÿìè ðàçâèòèÿ áåëîðó ññêîé àêàäåìè-
÷åñêîé ìóçûêè ðàññìàòðèâàåìîãî ïåðèîäà ÿâëÿþòñÿ:
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1) êëàññè÷åñêàÿ òåíäåíöèÿ , ãäå âûäåëÿþòñÿ
—íåîêëàññè÷åñêèé ìóçûêàëüíûé ñòèëü (îòäåëüíûå ïðîèçâåäåíèÿ

Ñåðãåÿ Áåëüòþêîâà, Âëàäèìèðà Äîðîõèíà, Àíäðåÿ Ìäèâàíè);
—ñîâðåìåííûé, èëè íîâûé êëàññè÷åñêèé ñòèëü (íîâàÿ êëàññèêà,

ìîäåðíèçèðîâàííàÿ êëàññèêà: îòäåëüíûå ïðîèçâåäåíèÿ Àíàòî-
ëèÿ Áîãàòûðåâà, Åâãåíèÿ Ãëåáîâà, Ãåíðèõà Âàãíåðà, Àíäðåÿ Ìäè-
âàíè, Äìèòðèÿ Ñìîëüñêîãî);

2) íàöèîíàëüíàÿ ðîìàíòèêà  êàê ñòèëåâàÿ òåíäåíöèÿ âêëþ÷àåò
—ôîëüêëîðíî-îðèåíòèðîâàííûé ìóçûêàëüíûé ñòèëü (îòäåëüíûå

ïðîèçâåäåíèÿ Âèêòîðà Âîéòèêà, Ã àëèíû Ã îðåëîâîé, Àíäðåÿ
Ìäèâàíè, Ëàðèñû Ñèìàêîâè÷, Âÿ÷åñëàâà Ê óçíåöîâà, Âèêòîðà
Ïîìîçîâà, Ëþäìèëû Øëåã);

—ìóçûêàëüíûé ñòèëü, àêòóàëèçèðóþùèé äðåâíåñëàâÿíñêèé è
ïðàâîñëàâíûé ýòîñ è íàöèîíàëüíóþ èñòîðèþ (ïðîèçâåäåíèÿ
Àíäðåÿ Áîíäàðåíêî, Âèêòîðà Âîéòèêà, Àíäðåÿ Ìäèâàíè, Ëà-
ðèñû Ñèìàêîâè÷, Ëþäìèëû Øëåã);

3) Hîâàÿ áåëîðóññêàÿ ìóçûêà êàê ñòèëåâàÿ òåíäåíöèÿ ïðåäñòàâëåíà
—ýêñòðàïîëÿöèåé è òâîð÷åñêèì ïðåëîìëåíèåì ýëåìåíòîâ çàïàä-

íîåâðîïåéñêîãî ìóçûêàëüíîãî àâàíãàðäà (ïðîèçâåäåíèÿ Ðó ñëàíà
Àïàíîâè÷à, Ñåðãåÿ Áåëüòþêîâà, Àíäðåÿ Áîíäàðåíêî, Âèêòîðà
Âîéòèêà, Âàëåðèÿ Âîðîíîâà, Ã àëèíû Ã îðåëîâîé, Âëàäèìèðà
Äîðîõèíà, Âëàäèìèðà Êîíäðó ñåâè÷à, Âëàäèìèðà Êîðîëü÷óêà,
Ñåðãåÿ Êîðòåñà, Âÿ÷åñëàâà Êóçíåöîâà, Âëàäèìèðà Ê óðüÿíà,
Àëåêñàíäðà Ëèòâèíîâñêîãî, Àíäðåÿ Ìäèâàíè, Äìèòðèÿ Ñìîëü-
ñêîãî, Îëåãà Õîäîñêî, Ñåðãåÿ ßíêîâè÷à);

—ñâîåîáðàçíûì ñèíòåçîì íîâîãî  ÿçûêà è ñòàðûõ ôîðì (ïðîèçâå-
äåíèÿ Ñåðãåÿ Áåëüòþêîâà, Âèêòîðà Âîéòèêà, Ãàëèíû Ãîðåëîâîé,
Âëàäèìèðà Äîðîõèíà, Âëàäèìèðà Êîíäðó ñåâè÷à, Âëàäèìèðà Êî-
ðîëü÷óêà, Ñåðãåÿ Êîðòåñà, Âÿ÷åñëàâà Êóçíåöîâà, Âëàäèìèðà
Êóðüÿíà, Àëåêñàíäðà Ëèòâèíîâñêîãî, Àíäðåÿ Ìäèâàíè, Äìèò-
ðèÿ Ñìîëüñêîãî);

—ñòèëåâûìè ðåìèíèñöåíöèÿìè (ïðîèçâåäåíèÿ Âèêòîðà Âîéòèêà,
Ãàëèíû Ã îðåëîâîé, Âëàäèìèðà Êîíäðó ñåâè÷à, Âÿ÷åñëàâà Êóçíå-
öîâà, Âëàäèìèðà Ê óðüÿíà, Àíäðåÿ Ìäèâàíè), âêëþ÷àÿ «ðåìè-
íèñöåíöèþ ñòèëÿ ìîäåðí» (òåðìèí Íåëëè Ìàöàáåðèäçå, ñì.
Ìàöàáåðèäçå 2002: 99), èëè ïðèíöèï «äîãîâàðèâàíèÿ» (ïî Àëåê-
ñàíäðó Ñîêîëîâó , ñì. Ñîêîëîâ 1999: 20).
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Ïðèìå÷àòåëüíîé îñîáåííîñòüþ ïðîöåññà îáðàçîâàíèÿ íîâûõ ôîðì
è ñòðóêòóð â îáëàñòè ïîñòñîâåòñêîé ìóçûêè àêàäåìè÷åñêîé òðàäèöèè
ÿâëÿåòñÿ íîâîå îòíîøåíèå ê ôîëüêëîðó , ñâÿçàííîå ñî ñòðåìëåíèåì âî-
ïëîòèòü â ìóçûêå ãëóáèííûå îñíîâû íàöèîíàëüíîãî ìåíòàëèòåòà è ìó-
çûêàëüíîãî ìûøëåíèÿ. Íîâîå îòíîøåíèÿ ê íàöèîíàëüíîìó ôîëüêëîðó
çèæäåòñÿ íà ïðèíöèïå èíòåðïðåòàöèè, ÷òî âûðàçèëîñü â ìåòîäàõ åãî
îáðàáîòêè è ñïîñîáàõ ïðåëîìëåíèÿ:
1) âìåñòî ïðÿìîãî çàèìñòâîâàíèÿ íàðîäíûõ ìåëîäèé è èõ âêëþ÷åíèÿ

â êîíòåêñò ìóçûêàëüíîãî ïðîèçâåäåíèÿ êîìïîçèòîðû ïðåäëàãàþò
ìîäåðíèçèðîâàííûé ôîëüêëîðíûé ìåëîñ (Âèêòîð Âîéòèê, Àíäðåé
Ìäèâàíè, Âàëåðèé Èâàíîâ);

2) âìåñòî èñïîëüçîâàíèÿ íåïðåìåííîãî àòðèáóòà ôîëüêëîðà – îáðàçà,
ñþæåòà è ò. ä. – êîìïîçèòîðû èñïîëüçóþò ôîëüêëîðíûå æàíðû, â
ðåçóëüòàòå ÷åãî ïîÿâëÿþòñÿ óæå êîìïîçèòîðñêèå ñâàäåáíûå ïåñíè, ðè-
òóàëû, îáðÿäû, ïðåäñòàâëåíèÿ (òâîð÷åñòâî Ëåîíèäà Çàõëåâíîãî,
Âèêòîðà Ïîìîçîâà, Àíäðåÿ Ìäèâàíè, Ëþäìèëû Øëåã , Ãðèãîðèÿ
Ñóðóñà);

3) âìåñòî öèòèðîâàíèÿ ôîëüêëîðíîãî èíòîíàöèîííîãî òåçà óðóñà êîì-
ïîçèòîðû îáðàùàþòñÿ ê ìåòîäó àëëþçèé (òâîð÷åñòâî Âÿ÷åñëàâà Ê óç-
íåöîâà, Âèêòîðà Âîéòèêà).

Â èòîãå áåëîðóññêèé ïåñåííî-òàíöåâàëüíûé ôîëüêëîð ïðåäñòàë â
àêàäåìè÷åñêîé ìóçûêå áåëîðó ññêèõ êîìïîçèòîðîâ êàê îäíî èç ÿâëåíèé,
êîòîðîå íàèáîëåå äîñòóïíî è äåìîêðàòè÷íî ðàñêðûâàëî íàöèîíàëüíóþ
èäåþ è íàöèîíàëüíûé ìåíòàëèòåò . Îáùèì, óíèâåðñàëüíûì ïðèíöèïîì
êîìïîçèòîðîâ ÿâèëàñü òâîð÷åñêàÿ èíòåðïðåòàöèÿ ôîëüêëîðíîãî íà÷àëà,
â ðåçóëüòàòå ÷åãî ñôîðìèðîâàëñÿ ìîäèôèöèðîâàííûé (ìîäåðíèçèðî-
âàííûé) ôîëüêëîð. Ôîëüêëîðíûé ýëåìåíò ïðèñóòñòâó åò â ñöåíè÷åñêèõ,
ñèìôîíè÷åñêèõ, êðóïíûõ âîêàëüíî-èíñòðóìåíòàëüíûõ, íàðîäíî-îðêå-
ñòðîâûõ, õîðîâûõ è êàìåðíî-èíñòðóìåíòàëüíûõ æàíðàõ.

Íàöèîíàëüíûé àêöåíò â áåëîðó ññêîé àêàäåìè÷åñêîé ìóçûêå îñó-
ùåñòâëÿëñÿ è ñ ïîìîùüþ öèìáàë, êîòîðûå ïðèâëåêàëè âíèìàíèå êîì-
ïîçèòîðîâ ñâîèìè áîãàòûìè êîëîðèñòè÷åñêèìè âîçìîæíîñòÿìè.

ßâëåíèå ìîäèôèöèðîâàííîãî ôîëüêëîðà ÿðêî ïðîÿâèëî ñåáÿ â àêà-
äåìèçàöèè íàðîäíîé ìóçûêè – â Íàöèîíàëüíîì àêàäåìè÷åñêîì íàðîä-
íîì õîðå Ðåñïóáëèêè Áåëàðó ñü èìåíè Ã åííàäèÿ Öèòîâè÷à è Íàöèîíàëü-
íîì àêàäåìè÷åñêîì íàðîäíîì îðêåñòðå Ðåñïóáëèêè Áåëàðó ñü èìåíè
Èîñèôà Æèíîâè÷à. Êîëëåêòèâû äåìîíñòðèðóþò ñîâåðøåííî íîâîå è â
÷åì-òî ïàðàäîêñàëüíîå ÿâëåíèå – ïèñüìåííóþ íàðîäíóþ ìóçûêàëüíóþ
òðàäèöèþ.
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Äðóãîé ïðèìå÷àòåëüíîé îñîáåííîñòüþ ïðîöåññà îáðàçîâàíèÿ íî-
âûõ ôîðì è ñòðóêòóð â îáëàñòè ïîñòñîâåòñêîé ìóçûêè àêàäåìè÷åñêîé
òðàäèöèè ÿâëÿåòñÿ ðåíåññàíñ ðåëèãèîçíîãî ýòîñà â åãî êîìïîçèòîðñêîé
èíòåðïðåòàöèè. Âîñêðåøåíèå íà íîâîé îñíîâå ñòàðîñëàâÿíñêîãî ìóçû-
êàëüíîãî ñòèëÿ, ñïîñîáà ïåíèÿ è ëåãàëèçàöèÿ öåðêîâíîé òåìàòèêè ñòàëî
ïîâîðîòíûì ïóíêòîì â ðàçâèòèè õîðîâîé ìóçûêè (Àíäðåé Ìäèâàíè,
Ëþäìèëà Øëåã , Àíäðåé Áîíäàðåíêî) è îïðåäåëèëî èíòîíàöèîííûé
ñòèëü ñèìôîíèé (Àíäðåé Ìäèâàíè), îïåð (Àíäðåé Áîíäàðåíêî, Äìèò-
ðèé Ñìîëüñêèé), áàëåòîâ (Àíäðåé Ìäèâàíè).

Òðåòüåé ïðèìå÷àòåëüíîé îñîáåííîñòüþ ïðîöåññà îáðàçîâàíèÿ íî-
âûõ ôîðì è ñòðóêòóð â îáëàñòè ïîñòñîâåòñêîé ìóçûêè àêàäåìè÷åñêîé
òðàäèöèè ÿâëÿåòñÿ ðåöåïöèÿ òåõíèêè è ñèñòåìû ìûøëåíèÿ çàïàäíîåâ-
ðîïåéñêîãî ìóçûêàëüíîãî àâàíãàðäà, âêëþ÷àÿ åãî ðàäèêàëüíóþ âåòâü. Â
íàèáîëåå ïîëíîì âèäå êîìïîçèòîðàìè áûëè âîñïðèíÿòû ñåðèéíîñòü è
ñåðèàëüíîñòü (Äìèòðèé Ñìîëüñêèé, Âëàäèìèð Äîðîõèí, Àëåêñàíäð
Ëèòâèíîâñêèé, Âÿ÷åñëàâ Êóçíåöîâ), àëåàòîðèêà (Ñåðãåé Êîðòåñ, Äìèò-
ðèé Ñìîëüñêèé, Âÿ÷åñëàâ Êóçíåöîâ), òåìáðèêà è ñîíîðèêà (Âèêòîð Âîé-
òèê, Âÿ÷åñëàâ Êóçíåöîâ), õýïïåíèíã è ïåðôîìàíñ (Àííà Êîðîòêèíà,
Ëàðèñà Ñèìàêîâè÷, Âÿ÷åñëàâ Êóçíåöîâ); ïîñëåäíèå ñâÿçàíû ñ ïàðàäèã-
ìîé íåëèíåéíîñòè.

Íàêîíåö, ÷åòâåðòîé ïðèìå÷àòåëüíîé îñîáåííîñòüþ ïðîöåññà îáðà-
çîâàíèÿ íîâûõ ôîðì è ñòðóêòóð â îáëàñòè ïîñòñîâåòñêîé ìóçûêè àêàäå-
ìè÷åñêîé òðàäèöèè ÿâëÿåòñÿ èíòåðåñ ê ïîëèñòèëèñòèêå (Âÿ÷åñëàâ Êóç-
íåöîâ, Äìèòðèé Ñìîëüñêèé). Íà ðóáåæå ñòîëåòèé îò÷åòëèâî íàìåòèëàñü
îáùàÿ òåíäåíöèÿ ê âîçâðàùåíèþ ìóçûêå îäóõîòâîðåííîñòè åå èíòîíà-
öèîííîãî ñòðîÿ è ãëóáèíû ñîäåðæàíèÿ, ÷òî ñâÿçàíî, â ÷àñòíîñòè, ñî ñòè-
ðàíèåì ãðàíèö ìåæäó ðàäèêàëüíûì è óìåðåííûì, ñëó÷àéíûì è çàêîíî-
ìåðíûì, ñîâðåìåííûì è ïðîøëûì.

Îäíîé èç ñïåöèôè÷åñêèõ ÷åðò áåëîðó ññêîé àêàäåìè÷åñêîé ìóçûêè
ïîñëåäíåé òðåòè ÕÕ – íà÷àëà ÕÕ² ââ. ÿâëÿåòñÿ ñâîåîáðàçèå ìóçûêàëü-
íî-èíòîíàöèîííîãî ìûøëåíèÿ, êîòîðîå ôîðìèðó åòñÿ â ñîîòâåòñòâèè ñ
âîçíèêíîâåíèåì íîâûõ êóëü òóðíûõ äîìèíàíò , îñíîâàííûõ íà àêòèâíîì
óñèëåíèè ìíîãîíàöèîíàëüíûõ ñâÿçåé â ìóçûêå òèïà Âîñòîê – Çàïàä
(Ñåðãåé Áåëüòþêîâ), äèàëîã ðàçëè÷íûõ ìóçûêàëüíûõ ñèñòåì ïðîøëîãî
è íàñòîÿùåãî (ñåðèéíîñòü è òîíàëüíîñòü ó Âÿ÷åñëàâà Ê óçíåöîâà), âçàè-
ìîäåéñòâèå è àññèìèëÿöèÿ ðàçëè÷íûõ êóëü òóð (äðåâíÿÿ – ñîâðåìåííàÿ
ó Ëþäìèëû Øëåã), òå÷åíèé (êëàññèêà – íåîêëàññèêà ó Âëàäèìèðà Äî-
ðîõèíà), ñèíòåç àêàäåìè÷åñêîé ìóçûêè è ýñòðàäû è ò . ä. Çäåñü, íà ïåðå-
êðåñòüå êóëüòóðíûõ ñèìâîëîâ è êðîññ-ñòèëåâûõ ïàðàäèãì, ïðîèñõîäèò
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ìîäèôèêàöèÿ ôåíîìåíà åâðîïåéñêîé àêàäåìè÷åñêîé ìóçûêè â ñòîðîíó
ðàçäâèæåíèÿ åãî ãðàíèö, ÷òî ñâÿçàíî ñ ïåðåîñìûñëåíèåì ñòàòó ñà òðàäè-
öèè, íàñëåäèÿ ïðè ñîõðàíåíèè è íåèçìåííîñòè êðèòåðèÿ âûñîòû õóäî-
æåñòâåííîñòè è ïðîôåññèîíàëèçìà.

Ðàñøèðåíèå ôåíîìåíà ìóçûêè àêàäåìè÷åñêîé òðàäèöèè ïðîÿâèëî
ñåáÿ íà ðàçíûõ óðîâíÿõ ìóçûêàëüíîé êîìïîçèöèè:
— òåçàóðóñà (íàïðèìåð, âíåäðåíèå ñóáêóëü òóðû â âèäå ðîê-èíòîíàöè-

îííîñòè â Äåâÿòîé ñèìôîíèè Äìèòðèÿ Ñìîëüñêîãî);
— ôîðìîîáðàçîâàíèÿ (àêòóàëèçàöèÿ ìîíòàæíîãî ìåòîäà îðãàíèçàöèè

öåëîãî â îïåðå Âèçèò äàìû  Ñåðãåÿ Êîðòåñà);
— ìóçûêàëüíîãî òåêñòà, ÷àùå âñåãî ïðèîáðåòàþùåãî ÷åðòû ãèïåð-

òåêñòà (àêòèâèçàöèÿ ðàçëè÷íûõ âèäîâ ñèíòåçà – ìóçûêàëüíîãî è âíå-
ìóçûêàëüíîãî, ìóçûêàëüíîãî è íå-ìóçûêàëüíîãî â õýïïåíèíãå Â
îæèäàíèè Ôðèäåðèêà Âÿ÷åñëàâà Êóçíåöîâà);

— æàíðîâîé öåëîñòíîñòè, ãäå ìóçûêà íàõîäèò ïðîäîëæåíèå â äåéñòâèè:
ñîçäàþòñÿ óñëîâíûé òåàòð (õýïïåíèíã , ïåðôîìàíñ), èíñòàëëÿöèÿ,
àêöèÿ, ôëàêñóñ (Ñåðàäà ¢ ÷àêàíí³ êðûâûõ âå÷àðî¢, S-musica Ëàðèñû
Ñèìàêîâè÷).

Îïðåäåëÿþùèìè ôîðìàìè ðåïðåçåíòàöèè êîìïîçèöèé, ôèêñèðó-
þùèõ íîâîå ñîñòîÿíèå àêàäåìè÷åñêîé ìóçûêè, ñòàëè àëåàòîðèêà, ìó-
çûêàëüíàÿ ãðàôèêà, òåìáðèêà, îáèëüíîå âåðáàëüíîå êîììåíòèðîâàíèå
ïî ïîâîäó ñïîñîáîâ èñïîëíåíèÿ è ñïîñîáà îðãàíèçàöèè – èòåðàöèè. Ò èï
òàêîãî ðîäà ìóçûêàëüíûõ îïó ñîâ îòíîñèòñÿ ê êëàññó íåëèíåéíûõ ñ ïðå-
èìóùåñòâåííî îòêðûòîé ôîðìîé.

Ðàçäâèæåíèå ãðàíèö ìóçûêè àêàäåìè÷åñêîé òðàäèöèè áûëî ñâÿçàíî
è ñ «âëèÿíèåì êèíåìàòîãðàôà, ÷òî ïðîÿâèëîñü â âèçóàëèçàöèè ìóçûêàëü-
íîãî ìûøëåíèÿ íà áàçå âçàèìîäåéñòâèÿ ñ ýêðàííîé êóëü òóðîé è êèíî-
îáðàçíîñòüþ, â ñáëèæåíèè è âçàèìîïðîíèêíîâåíèè èñêàíèé è äîñòè-
æåíèé â îáëàñòè îïåðíî-ñèìôîíè÷åñêèõ æàíðîâ è ìóçûêè êèíî, è, êàê
ðåçóëüòàò, ê àññèìèëÿöèè êèíî- è àâòîíîìíîé ìóçûêè» (Êàðïèëîâà 2012:
198). Â öåëîì, ðàñøèðåíèå ôåíîìåíà ïðèâåëî ê òîìó , ÷òî òàêèå òðàäè-
öèîííî ñëîæíûå âèäû òâîð÷åñêîé äåÿòåëüíîñòè ÷åëîâåêà, êàê îïåðà,
áàëåò, ñèìôîíèÿ ñòàëè ïîçèöèîíèðîâàòü ñåáÿ òîëüêî â ñèíòåçå ñ âûðà-
çèòåëüíûìè ñðåäñòâàìè ñìåæíûõ èñêó ññòâ, à òàêæå íåàêàäåìè÷åñêèõ
âèäîâ ìóçûêè, â ÷àñòíîñòè ýñòðàäíîé, íàõîäÿùèõñÿ ñ òðàäèöèîííîé
àêàäåìè÷åñêîé ìóçûêîé è ñðåäñòâàìè, åé ïðèñóùèìè, â îòíîøåíèè ïà-
ðèòåòà. Îòñþäà íåèçáåæíàÿ ìîäèôèêàöèÿ ñàìîãî ÿâëåíèÿ àêàäåìè÷åñ-
êàÿ ìóçûêà, êîòîðîå ñòàëî âìåùàòü â ñåáÿ è àêöåíòèðîâàòü òàêèå, ðàíåå
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íå îòíîñÿùèåñÿ ê àêàäåìè÷åñêîé ìóçûêå æàíðû, êàê ðîê-îïåðà, äæàç,
õîðåîãðàôè÷åñêàÿ ïëàñòèêà è ïð. Â èòîãå ñôîðìèðîâàëàñü íîâàÿ ìóçû-
êàëüíàÿ ñóùíîñòü, îáëàäàþùàÿ è íîâîé ñåìàíòèêîé, ýìîöèîíàëüíûì
ñîäåðæàíèåì, è íîâûìè æàíðîâûìè, ñòèëèñòè÷åñêèìè, êîìïîçèöèîí-
íûìè õàðàêòåðèñòèêàìè. Ò àêîå ñîñòîÿíèå àêàäåìè÷åñêîé ìóçûêè îáî-
çíà÷àåòñÿ íàìè êàê Íîâûé ôåíîìåí àêàäåìè÷åñêîé ìóçûêè (èëè Íîâàÿ
àêàäåìè÷åñêàÿ ìóçûêà), îòðàæàþùèé è âûðàæàþùèé äóõîâíîñòü ÷åëî-
âå÷åñêîãî áûòèÿ â ýïîõó ïîñòìîäåðíèçìà. Ìåæäó òåì, â ñâÿçè ñ ãëîáàëü-
íûì ðîñòîì ïîòðåáèòåëüñêîé êóëü òóðû, êîììåðöèàëèçàöèåé âñåõ ñôåð
ìóçûêè àêàäåìè÷åñêàÿ âåòâü ïðîôåññèîíàëüíîãî êîìïîçèòîðñêîãî òâîð-
÷åñòâà ïîä÷àñ íå âûäåðæèâàåò êîíêóðåíöèè ñ ïðîäóêöèåé ìàññ-ìåäèà è
ñ òðóäîì âûæèâàåò â óñëîâèÿõ øîó-áèçíåñà. Ò å ìîäèôèêàöèè è ñóùå-
ñòâåííûå êîððåêòèâû, êîòîðûì ïîäâåðãàåòñÿ ôåíîìåí àêàäåìè÷åñêîé
ìóçûêè âî âòîðîé ïîëîâèíå ÕÕ – íà÷àëå XXI âåêà, ñâÿçàíû ñ çàêîíî-
ìåðíîñòÿìè êàê ñîáñòâåííî ìóçûêàëüíî-òåêñòîâîãî ïîðÿäêà, òàê è õó-
äîæåñòâåííî-ýñòåòè÷åñêîãî.

The Ontology of European Academic Music:
History and Modern Condition

Tatsiana Mdivani

Summary

Music as a kind of art is one of ways of interaction of the person with
the world. The academic music is understood as the music of elevated style
created by the European composers during Modern and Contemporary Times
and presented concretely
1) by musical genres (opera, symphony, oratorio, sonata, etc.),
2) by principles of the organization of a musical material and structure

(sonata, rondo, recapitulation), a dynamic direction of the form, with a
beginning and ending with cadences;

3) systems: music sounds; the accent metrics and the regulated rhythm;
melody, harmony; polyphony;

4) modes of phonation and singing (choral and opera) ways of soundpho-
netics and singing in borders equal to twelve-tone tempered scale;

5) types of records (written musical tradition);
6) types of instruments (piano, violin, bassoon, etc.);
7) a specific rendering culture and intonation.
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All these features represent the Western musical tradition with its domi-
nating idea of rationality and determinism, a strict compositional order, a
logical and closed structure (particularly expressed in the principles of recapi-
tulation and cadence correspondence), and improvisation technique (for
instance, in instrumental concertos or basso continuo). The academic is aimed
at a) creating bright independent and self-sufficient images or image systems,
b) implementing artistic objectives with sounds, c) raising the audience’s
spiritual culture, and d) widening the horizon of aesthetic knowledge. Having
evolved in Western Europe (or Abendland), the phenomenon of academic
music has become a standard for every aspect of composer’s art and remains
important nowadays. In second half of the 20th century the European music
of the academic tradition representing musical avant-garde, has appeared in
crisis by virtue of domination in it of rationalistic principles at all levels of a
musical composition. In the early 21st century under influence of subculture
there were cardinal changes in the phenomenon of music of the academic
tradition.
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Îñîáå ííîñòè è ïðîáëåìû ïðåïîäàâàíèÿ
êóðñà Ìó çûêàëüíûé ÿçûê

â Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà

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

Ââåäåíèå

Îñíîâûâàÿñü íà ìàëî÷èñëåííûõ àðõèâíûõ äàííûõ, ìîæíî óòâåðæ-
äàòü, ÷òî ïðåïîäàâàíèå ìóçûêàëüíî-òåîðåòè÷åñêèõ äèñöèïëèí ñ 1933 ãîäà
â Ëèòîâñêîé êîíñåðâàòîðèè áûëî ñâÿçàíî ñ îáó÷åíèåì èãðå íà ðàçíûõ
èíñòðóìåíòàõ è êîìïîçèöèè, à áîëåå îáúåìíûé êóðñ òåîðåòè÷åñêèõ äèñ-
öèïëèí – ñîëüôåäæèî, ãàðìîíèÿ, ïîëèôîíèÿ, àíàëèç ìóçûêàëüíûõ ïðî-
èçâåäåíèé –  ñòàë ïðåïîäàâàòüñÿ ñ 1949 ãîäà â âèäå ñïåöèàëüíîñòè Ìóçû-
êîâåäåíèå. Äî 1981 ãîäà ñòóäåíòàì ðàçíûõ ñïåöèàëüíîñòåé ïðåïîäàâàëèñü
ðàçíûå ïðåäìåòû ìóçûêàëüíîé òåîðèè, à ïîçæå â Ëèòîâñêîé ìóçûêàëü-
íîé àêàäåìèè (äî 1992 ãîäà  – êîíñåðâàòîðèÿ, ñ 2004 ãîäà – àêàäåìèÿ ìó-
çûêè è òåàòðà) ñòóäåíòàì-áàêàëàâðàì èñïîëíèòåëüñêèõ ñïåöèàëüíîñòåé
ïðåïîäàåòñÿ êóðñ Ìóçûêàëüíûé ÿçûê , îáúåäèíÿþùèé òðàäèöèîííûå òåî-
ðåòè÷åñêèå ìóçûêàëüíûå äèñöèïëèíû (ãàðìîíèþ, ïîëèôîíèþ, àíàëèç
ìóçûêàëüíûõ ïðîèçâåäåíèé, òåîðèþ ìóçûêàëüíûõ ôîðì, èíñòðóìåíòîâêó).
Åãî ïðåïîäàâàíèå ñâÿçûâàåòñÿ ñ ïðàêòè÷åñêèì èñïîëüçîâàíèåì ñïåöè-
àëüíûõ ìóçûêàëüíûõ êîìïüþòåðíûõ ïðîãðàìì è ìåòîäîì êîíôåðåíöèè.

Öåëü  ñòàòüè: îõàðàêòåðèçîâàòü îñîáåííîñòè ïðåïîäàâàíèÿ êóðñà
Ìóçûêàëüíûé ÿçûê  â Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà.

Ä à í í û å  è ñ ñ ë å ä î â à í è ÿ: ïðîãðàììà êóðñà Ìóçûêàëüíûé ÿçûê ,
çàíèìàþùàÿ 5 ñåìåñòðîâ.

Ì å ò î ä û  è ñ ñ ë å ä î â à í è ÿ: ðåòðîñïåêòèâíûé, êîìïàðàòèâíûé,
àíàëèç, ñèíòåç.

Ð å ç ó ë üò à ò  è ñ ñ ë å ä î â à í èÿ: êîìïëåêñíûé ìåòîä àíàëèçà ìóçû-
êàëüíûõ ïðîèçâåäåíèé îáúåäèíÿåò òðàäèöèîííûå òåîðåòè÷åñêèå ìóçû-
êàëüíûå äèñöèïëèíû â åäèíûé êîìïëåêñ, ïîçâîëÿÿ âîñïðèíèìàòü òåî-
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ðèþ ìóçûêè â èñòîðè÷åñêîì ïðîöåññå è ïðîöåññå ðàçâèòèÿ àêàäåìè÷åñ-
êîé ìóçûêàëüíîé êóëü òóðû â öåëîì.

Ê ë þ ÷ å â û å  ñ ë î â à: ìóçûêàëüíàÿ òåîðèÿ, êóðñ Ìóçûêàëüíûé ÿçûê ,
ïðåïîäàâàíèå, ëèòîâñêàÿ ìóçûêà.

Èñòîðèÿ ïðåïîäàâàíèÿ òåîðèè ìóçûêè â ëèòîâñêèõ ó÷åáíûõ çàâåäåíèÿõ

Òðàäèöèè ïðåïîäàâàíèÿ ìóçûêàëüíîé òåîðèè â Ëèòâå ñâÿçàíû ñ
Âèëüíþññêèì óíèâåðñèòåòîì – Âèëüíþññêîé àêàäåìèåé èåçóèòîâ, ãäå
åùå â 1679 ãîäó òåîðèþ ìóçûêè ïðåïîäàâàë îäèí èç ïåðâûõ òåîðåòèêîâ
ìóçûêè Íèêîëàé Äèëåöêèé (îêîëî 1630 – îêîëî  1690). Åãî èññëåäîâà-
íèÿ áûëè èçäàíû íà ïîëüñêîì è ðó ññêîì ÿçûêàõ è ïîâëèÿëè íà ôîðìè-
ðîâàíèå  ðóññêîé ìíîãîãîëîñíîé ìóçûêè (Gaudrimas 1958:  23).

Ôèëîñîô, ðèòîðèê è òåîðåòèê ìóçûêè, äîêòîð òåîëîãèè, îòåö  ëèòîâ-
ñêîãî ìóçûêîâåäåíèÿ, ïðîôåññîð Âèëüíþññêîãî óíèâåðñèòåòà Æèãè-
ìàíòàñ Ëÿóêñìèíàñ ( Þygimantas Liauksminas, 1596–1670) ñîçäàë ìóçû-
êàëüíûé ó÷åáíèê íà ëàòèíñêîì ÿçûêå Ars et praxis musica [Ìóçûêàëüíàÿ
íà óêà è ïðàêòèêà, èçäàíèÿ 1667, 1669, 1693] (Jurkðas 2003: 282). Â 1977
ãîäó ó÷åáíèê áûë èçäàí íà ëèòîâñêîì ÿçûêå (Liauksminas  1977).

Ïî ñëîâàì Þîçàñà Ã àóäðèìàñà (Juozas Gaudrimas), áîëüøîå âëèÿíèå
íà ðàçâèòèå ìóçûêàëüíîé íà óêè îêàçàëà Êàôåäðà ìóçûêîâåäåíèÿ, ó÷ðåæ-
äåííàÿ â íà÷àëå XIX âåêà â Âèëüíþññêîì óíèâåðñèòåòå. Ðóêîâîäèë Êà-
ôåäðîé íåìåöêèé êîìïîçèòîð è òåîðåòèê Èîãàíí Äàâèä Ã îëëàíä ( Johann
David Holland, 1746–1830), ïðåïîäàâàâøèé ìóçûêó â Âèëüíþññêîì óíè-
âåðñèòåòå â 1802–1825 ãîäàõ. Îí ñîñòàâèë óíèâåðñàëüíûé ó÷åáíèê Traktat
akademicki o prawdziwej sztuce muzyki [Àêàäåìè÷åñêèé òðàêòàò î íàñòîÿ-
ùåì ìóçûêàëüíîì èñêó ññòâå], êîòîðûé áûë íàïå÷àòàí âî Âðîöëàâå
(1806). Â ýòîì ó÷åáíèêå, íàðÿäó ñ âîïðîñàìè èíòåðïðåòàöèè ôîðòåïè-
àííîãî èñêó ññòâà, ðàññìàòðèâàëèñü îñíîâû êîìïîçèöèè – öèôðîâàííûé
áàñ, êîíòðàïóíêò , ãàðìîíèÿ. Ïîñëå çàêðûòèÿ óíèâåðñèòåòà öàðñêèìè
âëàñòÿìè â 1831 ãîäó ïðåïîäàâàíèå ìóçûêàëüíîé òåîðèè âîçîáíîâèëîñü
ëèøü â ÷àñòíîé øêîëå, îòêðûòîé â 1919 ãîäó Þîçàñîì Íà óÿëèñîì ( Juozas
Naujalis) è ñòàâøåé â 1920 ãîäó ãîñóäàðñòâåííîé (Vainauskienë 2009: 238).
Â 1933 ãîäó, áëàãîäàðÿ áîëüøèì çàñëóãàì äèðåêòîðà, êîìïîçèòîðà Þîçàñà
Ãðóîäèñà (Juozas Gruodis), Êàóíàññêàÿ Ìóçûêàëüíàÿ øêîëà áûëà óäîñòîåíà
çâàíèÿ êîíñåðâàòîðèè è êàòåãîðèè âûñøåé ìóçûêàëüíîé øêîëû. Çäåñü
òåîðèþ ìóçûêè ïðåïîäàâàëè ìóçûêàíòû âûñøåé êâàëèôèêàöèè: Þîçàñ
Áÿíäîðþñ ( Juozas Bendorius, âûïó ñêíèê ôàêóëüòåòà òåîðèè ìóçûêè Ëåéï-
öèãñêîé êîíñåðâàòîðèè), Àëåêñàíäðàñ Êà÷ÿíà óñêàñ (Aleksandras Kaèa-
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nauskas, áûâøèé ó÷åíèê îòäåëåíèÿ Èìïåðàòîðñêîé øêîëû, ìóçûêàëü-
íîé øêîëû Çèãåðòà â Ðèãå, â 1903–1916 ãîäàõ; ó÷èëñÿ òàì ïî êëàññó êîìïî-
çèöèè: ñì. Kara ðka 2003: 89), êîìïîçèòîð è òåîðåòèê Þðãèñ Êàðíàâè÷þñ
(Jurgis Karnavièius, âûïó ñêíèê êëàññà êîìïîçèöèè Ñàíêò-Ïåòåðáóðãñêîé
êîíñåðâàòîðèè), Âëàäàñ ßêóáåíàñ (Vladas Jakubënas, âûïó ñêíèê êëàññà
êîìïîçèöèè ßçåïà Âèòîëà â Ëàòâèéñêîé êîíñåðâàòîðèè è Ôðàíöà Øðå-
êåðà â Áåðëèíñêîé Âûñøåé Ìóçûêàëüíîé øêîëå), Âèêòîðàñ Æàäåéêà
(Viktoras Þadeika, âûïó ñêíèê Âàðøàâñêîãî èíñòèòóòà ìóçûêè). Æàäåéêà
ïðåïîäàâàë ãàðìîíèþ, êîíòðàïóíêò , àíàëèç ìóçûêàëüíûõ ïðîèçâåäåíèé
(Vainauskienë 2009:250).

Ñ 1928/1929 ó÷åáíîãî ãîäà â Êàóíàññêîé Ìóçûêàëüíîé øêîëå (â
áóäóùåé êîíñåðâàòîðèè) îòêðûëñÿ êëàññ êîìïîçèöèè. Íî ñïåöèàëüíî-
ñòè Ìóçûêîâåäåíèå , êîòîðàÿ ïðåïîäàâàëàñü â óíèâåðñèòåòàõ Åâðîïû èëè
êîíñåðâàòîðèÿõ Ðîññèè, â òîãäàøíèõ ëèòîâñêèõ âóçàõ íå áûëî.

Ñ ïðèñîåäèíåíèåì Êëàéïåäû ê Ëèòâå â 1923 ãîäó òàì ïðè ïîääåðæêå
ãîñóäàðñòâà è ìåñòíûõ âëàñòåé áûëà îòêðûòà ÷àñòíàÿ ìóçûêàëüíàÿ øêîëà,
êîòîðóþ ëèòîâöû è íåìöû ñòàëè íàçûâàòü Êëàéïåäñêîé êîíñåðâàòîðèåé .
Öèêë äèñöèïëèí òåîðèè è èñòîðèè ìóçûêè çäåñü ïðåïîäàâàëè âûïó ñê-
íèê Ñàíêò-Ïåòåðáóðãñêîé êîíñåðâàòîðèè Þîçàñ Æèëÿâè÷þñ ( Juozas
Þilevièius) è âûïó ñêíèê Âàðøàâñêîãî èíñòèòóòà ìóçûêè è Ñàíêò-Ïåòåð-
áóðãñêîé êîíñåðâàòîðèè Ñòàñèñ Øèìêó ñ (Stasys Ðimkus, ãàðìîíèÿ, ìó-
çûêàëüíàÿ ýíöèêëîïåäèÿ, êîìïîçèöèÿ) (P etrauskaitë 2009: 257, 261). Â
1939 ãîäó øêîëó ïåðåâåëè â Øÿóëÿé.

Â Âèëüíþñå, êîòîðûé â 1920 ãîäó áûë ïðèñîåäèíåí ê Ïîëüøå, äåé-
ñòâîâàëî íåñêîëüêî ó÷ðåæäåíèé ìóçûêàëüíîãî îáðàçîâàíèÿ: Âèëüíþñ-
ñêàÿ êîíñåðâàòîðèÿ (1921–1935), ìóçûêàëüíàÿ êîíñåðâàòîðèÿ â ã . Âèëü-
íþñ èì. Ì. Êàðëîâèöà ( Konserwatorium muzyczne im. M. Karùowicza w Wilnie,
1923–1940) è Åâðåéñêèé ìóçûêàëüíûé èíñòèòóò (1924–1940). Â Âèëü-
íþññêîé êîíñåðâàòîðèè, ñòàòó ñ êîòîðîé ïîäòâåðäèëî Ìèíèñòåðñòâî ïðî-
ñâåùåíèÿ Ïîëüøè, â 1923 ãîäó ïðåïîäàâàëèñü ñîëüôåäæèî, ãàðìîíèÿ,
êîíòðàïóíêò , àíàëèç è èñòîðèÿ ìóçûêè (Ambrazas 2009: 81). Òåîðåòè÷åñ-
êèå äèñöèïëèíû ïðåïîäàâàëè Àäàì Âèëåæèíñêèé ( Adam Wyleþyñski) è
Òàäåóø Øåëèãîâñêèé (Tadeusz Szeligovski). Â êîíñåðâàòîðèè Ì. Êàðëî-
âèöà òåîðèþ ìóçûêè ïðåïîäàâàëà Ñòàíèñëàâà Øåëèãîâñêà ( Stanisùawa
Szeligowska). Â Åâðåéñêîì ìóçûêàëüíîì èíñòèòóòå ïðåïîäàâàëèñü îñíî-
âû òåîðèè ìóçûêè, ñîëüôåäæèî, ãàðìîíèÿ, èíñòðóìåíòîâêà, êîíòðà-
ïóíêò , ìóçûêàëüíûå ôîðìû, èñòîðèÿ ìóçûêè, ýñòåòèêà, êîìïîçèöèÿ. Â
÷àñòíîñòè, îáùèå ïðåäìåòû çäåñü ïðåïîäàâàë âûïó ñêíèê êëàññà êîìïî-
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çèöèè Íèêîëàÿ Ðèìñêîãî-Êîðñàêîâà â Ñàíêò-Ïåòåðáóðãå Êîíñòàíòè-
íàñ Ãàëêàóñêàñ (Konstantinas Galkauskas).

Â 1949 ãîäó âìåñòî Êàóíàññêîé (äåéñòâîâàëà â 1933–1943 ãã. è 1944–
1949 ãã.) è Âèëüíþññêîé (1945–1949 ãã.) êîíñåðâàòîðèé áûëà ó÷ðåæäåíà
Ãîñóäàðñòâåííàÿ êîíñåðâàòîðèÿ Ëèòîâñêîé ÑÑÐ – ïðåäøåñòâåííèöà
íûíåøíåé Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà. Çäåñü áûëà ñîçäàíà
Êàôåäðà òåîðèè ìóçûêè äëÿ ïîäãîòîâêè ìóçûêîâåäîâ; åå ïåðâûì çàâå-
äóþùèì ñòàë àêàäåìèê Þîçàñ Ã àóäðèìàñ (Juozas Gaudrimas).

Êàê ïðàâèëî, ñòóäåíòû ðàçíûõ èñïîëíèòåëüñêèõ ñïåöèàëüíîñòåé
ó÷èëèñü è òåîðèþ ìóçûêè. Äî 1981 ãîäà âñå ïðåäìåòû òåîðèè ìóçûêè
ïðåïîäàâàëèñü îòäåëüíî, a ïîçäíåå (Daunoravi èienë 2001: 239–248) îíè
ñòàëè åäèíîé äèñöèïëèíîé ïîä íàçâàíèåì Ìóçûêàëüíûé ÿçûê . Ýòî äèñ-
öèïëèíà ìóçûêàëüíîãî îáðàçîâàíèÿ, òåîðåòè÷åñêè îáîáùàþùàÿ ãëàâ-
íûå ýòàïû ðàçâèòèÿ ìóçûêè. Ïðèìåíÿåòñÿ êîìïëåêñíûé ìåòîä àíàëèçà
ìóçûêàëüíûõ ïðîèçâåäåíèé. Ìóçûêàëüíûé ÿçûê  îáúåäèíÿåò òðàäèöèîí-
íûå ìóçûêàëüíî-òåîðåòè÷åñêèå äèñöèïëèíû – ãàðìîíèþ, ïîëèôîíèþ,
àíàëèç ìóçûêàëüíûõ ïðîèçâåäåíèé, òåîðèþ ìóçûêàëüíûõ ôîðì, èíñòðó-
ìåíòîâêó (Ambrazas 2003: 519–520).

Â 2007 ãîäó ãðóïïà ïåäàãîãîâ Êàôåäðû òåîðèè ìóçûêè ïîä ðóêîâîä-
ñòâîì äîêòîðà èñêó ññòâîâåäåíèÿ, äîöåíòà Âèäû Ó ìáðàñåíå ( Vida Umbra-
sienë), ïîäãîòîâèëà îáíîâëåííóþ ïðîãðàììó êóðñà Ìóçûêàëüíûé ÿçûê  íà
5 ñåìåñòðîâ.

Äèàãðàììà 1.  Ïðîãðàììà êóðñà  Ìó çûêàëüíûé ÿçûê

Êàê ãîâîðèòñÿ â ïðåäèñëîâèè ê êóðñó, «Ìóçûêàëüíûé ÿçûê  – ýòî öèêë
ïÿòè ìîäóëåé, ïðåäíàçíà÷åííûé äëÿ òåîðåòè÷åñêîãî è ïðàêòè÷åñêîãî
èçó÷åíèÿ âñåõ ñòèëåé ìóçûêè åâðîïåéñêîé òðàäèöèè, âêëþ÷àþùèé â ñåáÿ
òðè ïðåäìåòà, îòíîñÿùèåñÿ ê îáëàñòè ìóçûêàëüíîé òåîðèè: àíàëèç ìóçû-
êàëüíûõ ïðîèçâåäåíèé, ïîëèôîíèþ è ãàðìîíèþ. Ò ðàäèöèîííûå îáúåêòû
èçó÷åíèÿ – ìóçûêàëüíàÿ ôîðìà (àíàëèç ìóçûêàëüíûõ ïðîèçâåäåíèé),
òåõíèêà êîíòðàïóíêòà è ïîëèôîíè÷åñêèå ôîðìû (ïîëèôîíèÿ), àêàäå-
ìè÷åñêàÿ òåîðèÿ ôóíêöèîíàëüíîé è ñîâðåìåííîé ãàðìîíèè è ïðàêòèêà
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(ãàðìîíèÿ). Â íèõ ïðåäñòàâëåíû òåîðåòè÷åñêèå îñíîâû ìóçûêàëüíûõ
ôîðì, ïðèíöèïîâ, êîíòðàïóíêòà è ãàðìîíè÷åñêîãî àíàëèçà» (Umbrasien ë
2007: 4).

Äèàãðàììà 2.  Ìó çûêàëüíûé ÿçûê: öèêë ïÿòè ì îäóëåé

Â ïðîöåññå èçó÷åíèÿ ìóçûêàëüíîå ïðîèçâåäåíèå àíàëèçèðó åòñÿ â
êîíòåêñòå èñòîðè÷åñêîãî ðàçâèòèÿ òåîðèè ìóçûêè. Ñîçäàòåëè ïðîãðàì-
ìû ïîä÷åðêèâàþò , ÷òî «îáúåêò êóðñà Ìóçûêàëüíûé ÿçûê  – ïðîèçâåäåíèå
ìóçûêè â êîíòåêñòå ñâîåãî âðåìåíè, èñòîðè÷åñêîì è òåîðåòè÷åñêîì»
(Umbrasienë 2007: 4). Èçó÷åíèå àêàäåìè÷åñêîé ìóçûêè íåâîçìîæíî áåç
çíàíèé î êóëü òóðå Äðåâíåé Ãðåöèè, ïîÿâëåíèè õðèñòèàíñòâà íà Áëèæ-
íåì Âîñòîêå; âàæíî òàêæå ó ñâîèòü çàêîíîìåðíîñòè ýòíè÷åñêîé ìóçûêè
ðàçíûõ íàðîäîâ, à ïîòîì óæå çíàêîìèòüñÿ ñ ôîðìàìè ìóçûêè ýïîõ ñðåä-
íåâåêîâüÿ, ðåíåññàíñà, áàðîêêî, êëàññèöèçìà, ðîìàíòèçìà è ÕÕ âåêà.

Îáÿçà òåëüíàÿ ïîäãîòîâêà è ïðåäíàçíà÷åíèå

Êóðñ Ìóçûêàëüíûé ÿçûê  ïðåäíàçíà÷åí äëÿ ñòóäåíòîâ èíñòðóìåíòà-
ëèñòîâ, ýòíîìóçûêîâåäîâ è ñòóäåíòîâ ïðèêëàäíîãî ìóçûêîâåäåíèÿ. Ò àê
êàê ïðè ïîñòóïëåíèè â àêàäåìèþ áóäóùèå ñòóäåíòû ñäàþò ãîñóäàðñòâåí-
íûé èëè øêîëüíûé ýêçàìåí ïî òåîðèè ìóçûêè, îíè äîëæíû èìåòü ìè-
íèìàëüíîå òåîðåòè÷åñêîå îáðàçîâàíèå, à èìåííî: ïîíÿòèå î ëàäàõ, ïðèí-
öèïàõ êëàññè÷åñêîé ãàðìîíèè, ôîðìàõ ãîìîôîíèè è ïîëèôîíèè, óìåòü
ïðàêòè÷åñêè ãàðìîíèçèðîâàòü çàäàíèå, îïðåäåëèòü ñõåìó àíàëèçèðó å-
ìûõ ïðîèçâåäåíèé (Umbrasien ë 2007: 4).

Ñîñòàâèòåëè ïðîãðàììû ñ÷èòàþò , ÷òî îáùèå ïðèíöèïû ïðîãðàììû
ïîçâîëÿò ñòóäåíòàì ðàçíûõ ñïåöèàëüíîñòåé èíäèâèäóàëüíî ðàçâèòü ñâîè
àíàëèòè÷åñêèå òâîð÷åñêèå ñïîñîáíîñòè è ìóçûêàëüíûé îïûò .
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Öåëü è çàäàíèÿ êóðñà

Ãëàâíàÿ öåëü ïðîãðàììû – íà ó÷èòü ïðàâèëüíî àíàëèçèðîâàòü ïðî-
èçâåäåíèÿ âñåõ ýïîõ, äîìèíèðóþùèõ â èñïîëíèòåëüñêîì ðåïåðòóàðå.
Ïðè ýòîì ñòàâÿòñÿ çàäà÷è: îãîâàðèâàåòñÿ èñòîðè÷åñêèé è òåîðåòè÷åñ-
êèé êîíòåêñò êàæäîé ñòèëèñòè÷åñêîé ìóçûêàëüíîé ýïîõè; ñèñòåìàòè-
çèðóþòñÿ è îáúÿñíÿþòñÿ âàæíûå äëÿ òåîðåòè÷åñêîãî àíàëèçà òåðìèíû
è ïîíÿòèÿ; èññëåäóþòñÿ æàíðû è ôîðìû êàæäîãî ñòèëÿ; âûáèðàþòñÿ
ìåòîäû àíàëèçà, ïîäõîäÿùèå äëÿ êàæäîãî êîíêðåòíîãî ñëó÷àÿ; ôîðìè-
ðóþòñÿ íàâûêè àíàëèçà ðàçíûõ ñòèëåé: ìóçûêàëüíîãî ÿçûêà (ìåëîäèêè,
ãàðìîíèè, ðèòìèêè), ñòðóêòóðû, êîìïîçèöèè (Umbrasien ë 2007: 5); ôîð-
ìèðó åòñÿ óìåíèå ðåêîíñòðóèðîâàòü ôðàãìåíòû ìóçûêè ðàçíûõ ýïîõ.

Óñâîåííûå íàâûêè

Ïðè èçó÷åíèè ýòîé ïðîãðàììû ñòóäåíò îñîçíàåò èñòîðè÷åñêèé è òåî-
ðåòè÷åñêèé êîíòåêñò àíàëèçèðóåìûõ ïðîèçâåäåíèé ðàçíûõ èñòîðè÷åñ-
êèõ ýïîõ. Îí ìîæåò îáúÿñíèòü èñòîðè÷åñêèå çàêîíû ðàçâèòèÿ ñòèëåé ñ
òî÷êè çðåíèÿ êîìïîçèöèè; ñïîñîáåí ïðîàíàëèçèðîâàòü àêòóàëüíûé äëÿ
ñâîåé ñïåöèàëüíîñòè ðåïåðòóàð ñ òî÷êè çðåíèÿ ôîðìû, ãàðìîíèè è òåõ-
íèêè êîìïîçèöèè; ñïîñîáåí òâîð÷åñêè ïðèìåíèòü ïîëó÷åííûå çíàíèÿ
ïðè ðåêîíñòðóêöèè ìóçûêè ðàçíûõ ñòèëåé, èñïîëüçîâàòü ïðèåìû ñòè-
ëèçàöèè (Umbrasienë 2007: 5). Íàïðèìåð, ñòóäåíòû ïî ïðîãðàììå ðåêîí-
ñòðóèðóþò ïðèìåðû èìèòàöèîííîé è êîíòðàñòíîé ïîëèôîíèè â ñòðîãîì
ñòèëå ðåíåññàíñà; ïèøóò ýêñïîçèöèþ ôóãè èëè ïîëíóþ ôóãó â ñâîáîä-
íîì ñòèëå áàðîêêî ; ðåêîíñòðóèðóþò ñòðîãèå îðíàìåíòàëüíûå âàðèàöèè
êëàññèöèçìà â ðàçíûõ âèäàõ ôàêòóðû; ñî÷èíÿþò äëÿ ñâîåãî èíñòðóìåíòà
ðîìàíòè÷åñêèé ïðåëþä, èñïîëüçó ÿ ãàðìîíèþ ìàæîðî-ìèíîðà, âñåâîç-
ìîæíûå ìîäóëÿöèè, îðãàííûå ïóíêòû, àëü òåðàöèè àêêîðäîâ.

Ôîðìû îáó÷å íèÿ è îò÷åòà

Ïðåïîäàâàíèå êóðñà Ìóçûêàëüíûé ÿçûê  âåäåòñÿ íà ïðîòÿæåíèè ïÿòè
ñåìåñòðîâ, 15 íåäåëü (ëåêöèÿ – 2 àêàäåìè÷åñêèõ ÷àñà â íåäåëþ); òàêæå
êàæäóþ íåäåëþ â òå÷åíèå ñåìåñòðà (15 íåäåëü) ïðîâîäÿòñÿ èíäèâèäóàëü-
íûå çàíÿòèÿ ñ ïðåïîäàâàòåëåì ïðîäîëæèòåëüíîñòüþ 1/3 ÷àñà (â íåäåëþ).

Àâòîð ñòàòüè ñ 2007 ãîäà ïðåïîäàåò òåìû Ars antiqua, Ars nova, Ðåíåñ-
ñàíñ, Áàðîêêî , Êëàññèöèçì, Ðîìàíòèçì . Ïðè èçó÷åíèè òåîðåòè÷åñêèõ è
ìóçûêàëüíî-èñòîðè÷åñêèõ äèñöèïëèí èñïîëüçóþòñÿ êîìïüþòåðíûå
ïðîãðàììû, à óäèîòåõíèêà, ìóëü òèìåäèà, äëÿ èçëîæåíèÿ òåì êóðñà èñ-



278

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – VI

ïîëüçó åòñÿ ïðîãðàììà PowerPoint, çàïèñè ìóçûêàëüíûõ ïðîèçâåäåíèé íà
DVD, CD èç ôîíîòåêè Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà, à òàêæå
èíòåðíåò-ñàéò YouTube, âèðòóàëüíàÿ áèáëèîòåêà, àðõèâû ôîíäà èì.
Ò.Âðóáëåâñêîãî Áèáëèîòåêè Àêàäåìèè íà óê Ëèòâû (â öèôðîâîì ôîð-
ìàòå). Äëÿ ðåêîíñòðóêöèè óïîìÿíóòûõ ýïîõ àâòîð ñòàòüè ïîëüçó åòñÿ ïðî-
ãðàììîé Sibelius, ïðåäíàçíà÷åííîé äëÿ çàïèñè íîò è çâóêîâîé ðåïðîäóê-
öèè çàïèñàííûõ ïàðòèòóð. Ýòà ïðîãðàììà ïîçâîëÿåò ðåêîíñòðóèðîâàòü,
ê ïðèìåðó , äâóõãîëîñíûå è òðåõãîëîñíûå êàíîíû è èìèòàöèè, ïðèìåðû
êîíòðàñòíîé ïîëèôîíèè ýïîõè Ðåíåññàíñà â èñïîëíåíèè ðàçíûõ èíñòðó-
ìåíòîâ, êîòîðûå ïî ñâîåìó æåëàíèþ âûáèðàþò ñòóäåíòû ðàçíûõ ñïåöè-
àëüíîñòåé. Íàïðèìåð, èãðàþùèå íà ñòðóííûõ âûáèðàþò ñòðóííûå, à
äóõîâèêè – ðàçëè÷íûå àíñàìáëè äóõîâûõ èíñòðóìåíòîâ.

Äèàãðàììà 3.  Èçó÷åíèå òåîðåòè÷åñêèõ äèñöèïëèí

Èíäèâèäóàëüíûå çàäàíèÿ ñòóäåíòû ïîëó÷àþò ïî èçó÷åíèþ íîâîé
òåìû êàæäóþ íåäåëþ è îò÷èòûâàþòñÿ ïðåïîäàâàòåëþ. Çàäàíèÿ íà àíà-
ëèç â ôîðìå êîíôåðåíöèè, ýêñïîçèöèè ôóãè èëè ñî÷èíåíèÿ êëàññè÷åñ-
êèõ âàðèàöèé ïðåïîäàâàòåëü îáúÿâëÿåò â íà÷àëå ñåìåñòðà. Äâå ìàëûå
ñåññèè – â ñåðåäèíå è êîíöå ñåìåñòðà – ïîñëåäíèé ñðîê äëÿ ïðåäñòàâëå-
íèÿ îò÷åòà ïî èíäèâèäóàëüíûì çàäàíèÿì; ýêçàìåí çàâåðøàåò ïðîâåðêó
çíàíèé ïî êàæäîé ñòèëèñòè÷åñêîé ýïîõå. Ò àê, íàïðèìåð, â ýêçàìåíå ïî
ñòèëèñòèêå áàðîêêî â íà÷àëå ïðåïîäàâàíèÿ ïðîãðàììû â 80-õ ãîäàõ áûëî
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ïðèíÿòî ïèñàòü ýêñïîçèöèþ ôóãè íà çàäàííóþ òåìó . Ïðè èçìåíåíèè
ôîðì îò÷åòà (ðàçäåëåííûé îò÷åò , äâå ìàëûå ñåññèè) êàæäûé ñòóäåíò ïè-
øåò íåñêîëüêî ýêñïîçèöèé ôóãè â ñåìåñòð è îò÷èòûâàåòñÿ âî âðåìÿ ìà-
ëîé ñåññèè.

Äèàãðàììà 4. Èíäèâèäóàëüíûå çàäàíèÿ

Ñòóäåíòû, ãîòîâÿùèå ôðàãìåíòû ìóçûêè ðåêîíñòðóèðîâàííîãî ñòèëÿ ,
ïîëüçóþòñÿ ïðîãðàììîé äîìà. Â áèáëèîòåêå è ÷èòàëüíå àêàäåìèè èí-
ñòàëëèðîâàíî 6 ïðîãðàìì Sibelius 6-é âåðñèè. Ñòóäåíòû òàêæå ïîëüçó-
þòñÿ è îáû÷íûìè íîòíûìè òåòðàäÿìè, òàê êàê íå âñå õîòÿò ðàáîòàòü ñ
êîìïüþòåðíîé ïðîãðàììîé.

Â íàñòîÿùåå âðåìÿ ïðè àíàëèçå ìóçûêàëüíûõ ïðîèçâåäåíèé ñòóäåíòû
ïîëüçóþòñÿ ïðîãðàììîé PowerPoint, ãîòîâÿò ïðåçåíòàöèè ãðóïïàìè ïî
2–3 ñòóäåíòà è îò÷èòûâàþòñÿ â ïåðèîä ìàëîé ñåññèè. Â ïðåçåíòàöèÿõ
àíàëèçèðóþòñÿ ïðîèçâåäåíèÿ èç ðåïåðòóàðà ó÷àùèõñÿ (íàïðèìåð, áàðî÷-
íûå ñþèòû Èîãàííà Ñåáàñòüÿíà Áàõà, êîíöåðòû Àíòîíèî Âèâàëüäè) â
êîíòåêñòå ñòèëÿ; íàðÿäó ñ àíàëèçîì ôîðì è æàíðîâ, ïðèíöèïîâ è ñèñ-
òåì êîìïîçèöèè èñïîëüçóþòñÿ ñêàíèðîâàííûå íîòíûå ïðèìåðû è à óäèî-
ôðàãìåíòû àíàëèçèðó åìîãî ïðîèçâåäåíèÿ.

Ñòóäåíòàì íðàâèòñÿ ìåòîä êîíôåðåíöèè, ïîçâîëÿþùèé èì ðàçâè-
âàòü íàâûêè ðàçãîâîðíîé ðå÷è; â äèñêóññèè âîâëåêàþòñÿ äðóãèå ñòóäåíòû
ãðóïïû òîé æå ñïåöèàëüíîñòè, êîòîðûå ñðàâíèâàþò ìàñòåðñòâî, îöåíè-
âàÿ ïîäãîòîâëåííûé ìàòåðèàë. Ïðè ïîäãîòîâêå àíàëèçà ìóçûêàëüíîãî
ïðîèçâåäåíèÿ â ïðîãðàììå PowerPoint ñòóäåíòû àêòèâíî èùóò è íàõîäÿò
ïðèìåðû äðóãèõ èñêóññòâ àíàëèçèðóåìîé ýïîõè. Íàïðèìåð, ôîíîì, íà-
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ðÿäó ñ ïîðòðåòàìè êîìïîçèòîðà àíàëèçèðó åìîãî ïðîèçâåäåíèÿ, ìîãóò
ñëóæèòü ðàçëè÷íûå êàðòèíû ýïîõè ðåíåññàíñà, áàðîêêî èëè èìïðåñ-
ñèîíèçìà, ïðèìåðû èñòîðè÷åñêèõ èíñòðóìåíòîâ – ïðàðîäèòåëåé èíñò-
ðóìåíòîâ Íîâîãî âðåìåíè.

Ïåäàãîã òàêæå àêòèâíî ó÷àñòâóåò â ïîäãîòîâêå àíàëèçà: ñíà÷àëà â
êëàññå óñòíî àíàëèçèðó åòñÿ âûáðàííîå ïðîèçâåäåíèå, èíîãäà  ÷åðíîâèê
àíàëèçà â PowerPoint âûñûëàåòñÿ ïåäàãîãó äëÿ êîíñóëüòàöèé è çàìå÷à-
íèé. Åñëè â êëàññå âûÿñíÿåòñÿ, ÷òî ñòóäåíò ïðåäñòàâèë ñàìîñòîÿòåëü-
íóþ ðàáîòó , íî â íåé åñòü îøèáêè, â êîíöå ïðåçåíòàöèè îíè îòêðûòî
îáñóæäàþòñÿ è èñïðàâëÿþòñÿ ïðÿìî â êîìïüþòåðíîé âåðñèè.

Ïîäãîòîâëåííûé ñòóäåíòîì ïîêàç íà ýêðàíå, íàïðèìåð, ýêñïîçè-
öèè ôóãè ïðîñëóøèâàåòñÿ â ïðîãðàììå Sibelius, àíàëèçèðóåòñÿ â êëàññå.
Îøèáêè îáñóæäàþòñÿ è èñïðàâëÿþòñÿ.

Óñïåøíîå ðåøåíèå ïðàêòè÷åñêèõ çàäàíèé èíîãäà ñòèìóëèðó åò ñòó-
äåíòà ê èçó÷åíèþ êîìïîçèöèè. Ò àê, ñòóäåíò àâòîðà ñòàòüè ïî ñïåöèàëü-
íîñòè äóõîâîãî èíñòðóìåíòà ýó ôîíèóìà Âàëäàñ Ñòàíàéòèñ ( Valdas Stanaitis)
ñòàë íå òîëüêî ìàãèñòðîì Êàôåäðû èñïîëíèòåëåé íà äóõîâûõ èíñòðó-
ìåíòàõ, íî è áàêàëàâðîì êîìïîçèöèè è â 2012 ãîäó ñî÷èíèë Êîíöåðò äëÿ
ýóôîíèóìà. Ñòóäåíòêè Êàôåäðû èñïîëíåíèÿ íà íàðîäíûõ èíñòðóìåí-
òàõ, ñ ïîîùðåíèÿ àâòîðà ñòàòüè, ïîñëå êóðñà Êëàññèöèçìà ïî ïðîãðàììå
Ìóçûêàëüíûé ÿçûê  íà÷àëè ïîñåùàòü ôàêóëü òàòèâ êóðñà Êîìïîçèöèè .

Íî ñàìîñòîÿòåëüíî ïðàêòèêóþùèåñÿ ïî êîìïîçèöèè ñòóäåíòû ðàç-
íûõ êóðñîâ è ñïåöèàëüíîñòåé ÷àñòî èìåþò ñâîå ìíåíèå ïî èñïîëíåíèþ
ïðåäëàãàåìûõ çàäàíèé, ãëàâíàÿ çàäà÷à êîòîðûõ – ïðè ðåêîíñòðóêöèè
ôðàãìåíòà êàêîãî-íèáóäü ñòèëÿ ñîçäàòü â ýòîì ñòèëå ýïèçîä, ñîîòâåò-
ñòâóþùèé íåêîòîðûì ïàðàìåòðàì.

Èíîãäà ñòóäåíò íå ñîãëàøàåòñÿ ñ ïîïðàâêàìè. Íàïðèìåð, äàâàëîñü
çàäàíèå íàïèñàòü ïî ïðåäëîæåííîé ïðåïîäàâàòåëåì ñõåìå (îáøèðíîå
ïðèìåíåíèå àêêîðäèêè ñèñòåìû ìàæîðî-ìèíîðà, ýíãàðìîíè÷åñêèõ ìî-
äóëÿöèé) ïðåëþä â ñòèëå ðîìàíòèçìà. Ñòóäåíò-òðîìáîíèñò , èñïîëüçó ÿ
ïðîãðàììó Sibelius, ñî÷èíèë ïüåñó äëÿ ñâîåãî èíñòðóìåíòà ñ àêêîìïàíå-
ìåíòîì ôîðòåïèàíî, â êîòîðîì ïðèìåíèë ïðèåìû ãàðìîíèè, õàðàêòåð-
íûå äëÿ èìïðåññèîíèçìà Êëîäà Äåáþññè, íî îñòàëñÿ ïðè ñâîåì ìíå-
íèè, óòâåðæäàÿ, ÷òî íè÷åãî èñïðàâëÿòü íå ñòàíåò, ìîë, «òàê åìó áîëüøå
íðàâèòñÿ». Òàê êàê ñòóäåíò ó÷àñòâîâàë â èíñòðóìåíòàëüíîé ãðóïïå, ïðè-
íèìàâøåé ó÷àñòèå â Åâðîâèäåíèè (ñàì íà÷àë ñî÷èíÿòü ïåñíè â ñòèëå èíäè-
ðîêà, âûñòóïèë ñ êîíöåðòàìè ãðóïïû èñïîëíèòåëåé ýòîãî æàíðà), ïåäàãîã
ñîãëàñèëñÿ ñ åãî êîíöåïöèåé èñïîëüçîâàíèÿ ïàðàëëåëüíûõ ðÿäîâ ñåïòàê-
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êîðäîâ, ÷òîáû íå óìàëÿòü òâîð÷åñêîãî ðâåíèÿ… È ïðåëþä áûë ïðåäñòàâ-
ëåí â ñòèëå íåîèìïðåññèîíèçìà. Íî ïèñüìåííóþ ðàáîòó ïî ïðîãðàììå
(íàïèñàòü ïðåëþä) ñòóäåíò âûïîëíèë.

Ñòóäåíò ïî ñïåöèàëüíîñòè àêêîðäåîíà íàïèñàë íå òðè çàäàííûå
ýêñïîçèöèè ôóãè, à ïîëíóþ ôóãó , êîòîðàÿ âñå æå íå îòâå÷àëà ñòèëþ áà-
ðîêêî. Ñòóäåíò íå ñîãëàñèëñÿ èñïðàâèòü ãîìîôîíèçèðîâàííûå ýïèçîäû,
ñîîòâåòñòâóþùèå ðîìàíòè÷åñêîìó ñòèëþ, è â çàãëàâèè íàïèñàë: «ôóãî-
ïîäîáèå», ñ óëûáî÷êîé… Êîãäà àâòîð ñòàòüè ïðåäëîæèëà ñòóäåíòó ïðî-
äîëæèòü îáó÷åíèå íà Êàôåäðå êîìïîçèöèè, îí îòâåòèë: «ß óæå ñî÷èíèë
ìóçûêó , è ìîè ïðîèçâåäåíèÿ èãðàåò îðêåñòð àêêîðäåîíîâ Äà óãàâïèëñ-
êîãî Ó íèâåðñèòåòà, à èçó÷åíèå êîìïîçèöèè îãðàíè÷èò ñâîáîäó ìîåãî
òâîð÷åñòâà».

Òàê ïðàêòè÷åñêèå çàäàíèÿ èíîãäà ñòèìóëèðóþò ñòóäåíòîâ ê ñî÷è-
íåíèþ îðèãèíàëüíîé ìóçûêè. È íàîáîðîò – ñòóäåíòû, çàíèìàþùèåñÿ
êîìïîçèöèåé ñàìîñòîÿòåëüíî, ïðîÿâëÿþò ñåáÿ â ñòóäåí÷åñêèõ óïðàæíå-
íèÿõ áîëåå òâîð÷åñêè, ïîêàçûâàÿ ïðèìåð äðóãèì, ÷òî óïðàæíåíèÿ ïî ðå-
êîíñòðóêöèè çàäàííîãî ñòèëÿ íå òðåáóþò íåçà óðÿäíûõ âðåìåííûõ çàòðàò .

Èíîãäà â íåáîëüøèõ çàäà÷àõ äèñöèïëèíû Ìóçûêàëüíûé ÿçûê  ïðî-
ÿâëÿþòñÿ ñïîñîáíîñòè ñòóäåíòà ê ñî÷èíåíèþ ìóçûêàëüíîãî èëè – ïðè
òåêñòîâîì àíàëèçå – ëèòåðàòóðíîãî òåêñòà.

Èíòå ðíåò-êóðñ

Ñòóäåíòû Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà ÷àñòî êîíöåðòèðóþò ,
èãðàÿ â ðàçíûõ îðêåñòðàõ, ó÷àñòâóþò â ìåæäóíàðîäíûõ êîíêóðñàõ. Èì
îñîáåííî ïîëåçåí èíòåðíåò-êóðñ Ñðåäíåâåêîâüå. Ðåíåññàíñ. Îí ïîäãîòîâ-
ëåí àâòîðîì ñòàòüè ñ èñïîëüçîâàíèåì Moodle è ïðåäñòàâëÿåò ñîáîé óêî-
ðî÷åííûé êîíñïåêò âñåõ èçó÷àåìûõ òåì, íîòíûå è D VD-ïðèìåðû ïðî-
èçâåäåíèé ïî ïðîãðàììå, ïðàâèëà èìèòàöèîííîé è êîíòðàñòíîé ïîëè-
ôîíèè ñòðîãîãî ñòèëÿ, ïðèìåðû ðåøåíèÿ çàäà÷ â ïðîãðàììå Sibelius,
âûïîëíåííûå ñòóäåíòàìè êëàññà àâòîðà ñòàòüè íà ëåêöèÿõ êóðñà Ìóçû-
êàëüíûé ÿçûê â 2007–2011 ãîäàõ. Â êîíöå èçó÷åíèÿ êàæäîé òåìû ïðèëà-
ãàþòñÿ âîïðîñû ñ îòâåòàìè äëÿ ñàìîêîíòðîëÿ ( Apanavièienë 2012).

Ñ 2013 ãîäà àâòîð ñòàòüè âî âðåìÿ çà÷åòîâ ïîëüçóåòñÿ ñèñòåìîé
Moodle: îíà ïðåäîñòàâëÿåò øèðîêèå âîçìîæíîñòè ñîçäàíèÿ òåñòîâ, êî-
òîðûå ðåøàþòñÿ ñòóäåíòàìè â êîìïüþòåðíîé âåðñèè.
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Ó÷åáíèêè è ëèòåðàòóðà

Ê êóðñó Ìóçûêàëüíûé ÿçûê  ïðèëàãàþòñÿ ó÷åáíèêà: ïî ìóçûêàëüíî-
ìó ÿçûêó ñðåäíåâåêîâüÿ, ðåíåññàíñà (Muzikos kalba. Viduramþiai. Rene-
sansas 2003) è áàðîêêî (Muzikos kalba. Barokas 2006), ïî àíàëèçó ( Muzikos
kûriniø analizës pagrindai 2010) è ïî ïîëèôîíèè (Klo va 1966, 1985), òàêæå
èñïîëüçó åòñÿ ìóçûêàëüíàÿ ýíöèêëîïåäèÿ ( Muzikos enciklopedija 2003). Ýòè
ó÷åáíèêè – ò. í. íàó÷íûå ðóêîâîäèòåëè – äàþò øèðîêîå ïðåäñòàâëåíèå
îá èñòîðè÷åñêîì êîíòåêñòå ðàçâèòèÿ ìóçûêàëüíîé òåîðèè ðàçíûõ ñòè-
ëèñòè÷åñêèõ ýïîõ. Ê òåîðåòè÷åñêèì ïðàâèëàì ïðèëàãàþòñÿ è îáøèðíûå
íîòíûå ïðèìåðû.

Òåìà òè÷åñêèé ïëàí êóðñà Ìó çûêàëüíûé ÿçûê

Ïî çàìûñëó ñîñòàâèòåëÿ ïðîãðàììû Âèäû Ó ìáðàñåíå, êóðñ Ìóçûêàëü-
íûé ÿçûê ñîñòîèò èç öèêëà ïÿòè ìîäóëåé â îáúåìå 54 òåì (Umbrasien ë2007),
ïðåäíàçíà÷åííûõ äëÿ òåîðåòè÷åñêîãî èçó÷åíèÿ ìóçûêè – ìóçûêàëüíîãî
ÿçûêà, âûðàçèòåëüíûõ ñðåäñòâ, ôàêòóðû, ãàðìîíèè, ôîðìû, êîìïîçè-
öèîííîé òåõíèêè è ïð. Ïðè èçó÷åíèè ìóçûêàëüíîãî ÿçûêà ñòàâèòñÿ çà-
äà÷à: íàó÷èòü ìóçûêàíòà-ïðîôåññèîíàëà ýðóäèöèè è ïðàêòè÷åñêèì íà-
âûêàì, îáÿçàòåëüíûì äëÿ åãî äåÿòåëüíîñòè (Daunoravi èienë 2001:248).

Ïðèìå ðíûé òåìà òè÷åñêèé ïëàí .  I I I  ñåìåñòð ( îñåí íèé)
Ìóçûêàëüíûé ÿçûê. Ñðåäíåâåêîâüå. Ðåíåññàíñ

Íîìå ð Íàçâàíèå òåìû Êîëè÷åñòâî
òåìû ÷àñîâ

1 2 3

• 1 Îáúåêò è ñòðóêòóðà êóðñà Ìóçûêàëüíûé ÿçûê . Èñòîêè 2
åâðîïåéñêîé ïðîôåññèîíàëüíîé ìóçûêè

2 Òåîðèÿ è ïðàêòèêà ìîíîäèè cðåäíåâåêîâüÿ 2
3 Ìíîãîãîëîñèå cðåäíåâåêîâüÿ. Îðãàíóì 2
4 Ñâÿçü èñêóññòâà Ars antiqua è Ars nova. Ìóçûêàëüíî- 2

ïîýòè÷åñêèå ñâåòñêèå æàíðû
5 Ìóçûêàëüíàÿ êóëü òóðà ðåíåññàíñà. Ïîíÿòèå ñòðîãîãî 2

ñòèëÿ. Îñîáåííîñòè ìåëîäèêè, ðèòìèêè, ëàäîâîé
îðãàíèçàöèè

6 Ïîíÿòèå êîíòðàïóíêòà. Ïðîñòîé äâîéíîé êîíòðàïóíêò 2
7 Ñëîæíûé äâîéíîé êîíòðàïóíêò è åãî âèäû 2
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1 2 3
8 Èìèòàöèîííûé äâóõãîëîñíûé êîíòðàïóíêò . Èìèòàöèÿ, 2

êàíîí, êàíîíè÷åñêàÿ ñåêâåíöèÿ
9 Ïðîñòîé è ñëîæíûé òðåõãîëîñíûé êîíòðàïóíêò 2
10 Èìèòàöèîííûé òðåõãîëîñíûé êîíòðàïóíêò . Òðåõãî- 2

ëîñíûé êàíîí, êàíîíè÷åñêàÿ ñåêâåíöèÿ
11 Ìîòåò ðåíåññàíñà. Ðàçíîîáðàçèå æàíðà. Âàðèàíòíàÿ 2

ñòðîôè÷åñêàÿ ôîðìà. Êîìïîçèöèîííàÿ òåõíèêà
èçîïåðèîäèêè

12 Ìåññà. Öèêë ìåññû è åå ðàçíîâèäíîñòè 2
13 Ìàäðèãàë, øàíñîí, Lied, quodlibet 2
14 Îáçîð ìóçûêàëüíûõ æàíðîâ, ôîðì è ñòèëåé èíñòðóìåí- 2

òàëüíîé ìóçûêè ðåíåññàíñà
15 ×åðòû ãàðìîíèè ðåíåññàíñà 2

Ïðàêòè÷åñêèå ïèñüìåííûå çàäàíèÿ êóðñà Ìó çûêàëüíûé ÿçûê:
Ñðåäíåâåêîâüå, Ðåíåññàíñ

— îñâîèâ íàçâàíèÿ è ñòðóêòóðó ñòàðèííûõ ãðå÷åñêèõ ëàäîâ, çàïèñàòü
íîòàìè çâóêîðÿä êàæäîãî ëàäà îò ëþáîé âûñîòíîé òî÷êè ;

— ñî÷èíèòü ïðèìåðû ìåëîäèêè ãðèãîðèàíñêîãî õîðàëà ;
— îñâîèâ ïðèíöèïû ëàäîâîé ñèñòåìû Îêòîèõà, èñòî÷íèêè ñîçäàíèÿ

ñòðóêòóðû ðèòìè÷åñêèõ ìîäóñîâ Ars antiqua, óìåòü çàïèñàòü èõ ñòðóê-
òóðó;

— ñî÷èíèòü èçîìåòðè÷åñêèé è ïàíèçîðèòìè÷åñêèé ìîòåò â ñòèëå Ars
nova;

— ñî÷èíèòü ïðèìåð ìåëîäèêè ñòðîãîãî ñòèëÿ ýïîõè ðåíåññàíñà ;
— ñî÷èíèòü ïðîñòîé äâîéíîé êîíòðàïóíêò ;
— ñî÷èíèòü äâîéíîé êîíòðàïóíêò îêòàâû, ãîðèçîíòàëüíûé è çåðêàëü-

íûé êîíòðàïóíêò ;
— íàïèñàòü ýñêèçû ðàçíûõ èìèòàöèé: òî÷íóþ, óâåëè÷åííóþ, óìåíü-

øåííóþ, äèìèíóöèîííóþ, èíâåðñèîííóþ (çåðêàëüíóþ), ðàêîîáðàç-
íóþ ;

— ñî÷èíèòü ïðîñòîé òðåõãîëîñíûé êîíòðàïóíêò , òðîéíîé êîíòðàïóíêò;
êîíòðàïóíêò îêòàâû è òðåõãîëîñíûé çåðêàëüíûé êîíòðàïóíêò ;

— ñî÷èíèòü äâóõãîëîñíûé ïðîñòîé, çåðêàëüíûé, ðàêîîáðàçíûé êàíîí ;
— ñî÷èíèòü òðåõãîëîñíûé êàíîí ;
— àíàëèçèðîâàòü èìèòàöèîííóþ ðàçíîâèäíîñòü ìåññû Ïàëåñòðèíû  Ut

re mi fa sol la, ôðàãìåíòû ìåññ ßêîáà Îáðåõòà, Ã èéîìà Äþôàé ;
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— àíàëèçèðîâàòü êîìïîçèöèîííóþ ñòðóêòóðó ìàäðèãàëîâ Ïàëåñòðè-
íû, Îðëàíäî äè Ëàññî, Ëóêè Ìàðåíöèî, Êëà óäèî Ìîíòåâåðäè, Äæîíà
Áåííåòà, Òîìàñà Ó èëêñà;

— àíàëèçèðîâàòü èíñòðóìåíòàëüíûå æàíðû ðåíåññàíñà;
— çàêîí÷èòü çàäàííûé ýñêèç ÷åòûðåõãîëîñíîé ìîäàëüíîé ãàðìîíèè,

ñî÷èíèòü ÷åòûðåõãîëîñíûé ïðèìåð ðåíåññàíñêîé ãàðìîíèè, ñîîò-
âåòñâóþùèé çàäàííîé ìåëîäèè.

Â ëåêöèÿõ àâòîðà ñòàòüè â êëàññå ñòóäåíòû ñî÷èíÿþò êîíòðàïóíêòû,
ýñêèçû ðàçíûõ èìèòàöèé, êàíîíû ( Ñðåäíåâåêîâüå, Ðåíåññàíñ), ýêñïîçè-
öèþ ôóãè ( Áàðîêêî ), ïîëüçó ÿñü êîìïüþòåðíîé ïðîãðàììîé Sibelius, à äî-
ìàøíèå çàäàíèÿ âûïîëíÿþòñÿ äîìà íà ñîáñòâåííîì êîìïüþòåðå èëè â
÷èòàëüíå áèáëèîòåêè.

Âûâîäû

1. Îáúåêòèâíûå ïðè÷èíû âûíóäèëè ñîçäàòü íîâûå ìîäåëè ïðåïîäàâà-
íèÿ êóðñà Ìóçûêàëüíûé ÿçûê  â Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà,
÷òîáû îáó÷èòü òåîðåòè÷åñêèì è ïðàêòè÷åñêèì íàâûêàì, íåîáõîäè-
ìûì äëÿ êàæäîãî èñïîëíèòåëÿ-ïðîôåññèîíàëà.

2. Ïðè èçëîæåíèè ïðîãðàììû êóðñà Ìóçûêàëüíûé ÿçûê , îõâàòûâàþ-
ùåãî 5 ñåìåñòðîâ, èíîãäà âîçíèêàþò ïðîòèâîðå÷èÿ ìåæäó òðåáîâà-
íèÿìè ïðîãðàììû â òåîðåòè÷åñêîì àñïåêòå è åå ïðàêòè÷åñêèì ïðè-
ìåíåíèåì, êîòîðûå ñâÿçàíû ñ ìóçûêàëüíûìè, ïðàêòè÷åñêèìè è
òâîð÷åñêèìè íàâûêàìè ñòóäåíòîâ â îáëàñòè êîìïîçèöèè è èõ îðè-
ãèíàëüíûìè âçãëÿäàìè íà âûïîëíåíèå çàäà÷è êóðñà Ìóçûêàëüíûé
ÿçûê.

3. Ïðè ïðåïîäàâàíèè êóðñà Ìóçûêàëüíûé ÿçûê  â ïîëíîé ìåðå íå èñ-
ïîëüçóþòñÿ âñå IT-âîçìîæíîñòè: Moodle, ñïåöèàëüíûå ïðîãðàììû
(Sibelius) äëÿ ñî÷èíåíèÿ ìóçûêè, PowerPoint äëÿ àíàëèçà ìóçûêàëüíûx
ïðîèçâåäåíèé è äðóãèõ ïèñüìåííûõ ðàáîò , âèðòóàëüíûå íîòíûå
áèáëèîòåêè, ýëåêòðîííûå áàçû äàííûõ, èíòåðíåò-ñàéòû ñ çàïèñàí-
íîé òðàíñëèðó åìîé ìóçûêîé.

4. Êîìïëåêñíûé ìåòîä àíàëèçà ìóçûêàëüíûõ ïðîèçâåäåíèé îáúåäè-
íÿåò òðàäèöèîííûå òåîðåòè÷åñêèå ìóçûêàëüíûå äèñöèïëèíû â åäè-
íûé êîìïëåêñ, ïîçâîëÿÿ âîñïðèíèìàòü òåîðèþ ìóçûêè â èñòîðè-
÷åñêîì ïðîöåññå è ïðîöåññå ðàçâèòèÿ àêàäåìè÷åñêîé ìóçûêàëüíîé
êóëüòóðû â öåëîì.
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Problems of Teaching the Music Language Course at the
Lithuanian Academy of Music and Theatre

Virginija Apanavièienë

Summary

Process of teaching of the Music Language course consists of theory,
history and practice of music. These disciplines were taught separately until
1981 and according to the new methodology, that has been formed at the
Department of Music Theory, the decision concerning unity of these related
courses was adopted. This new course is prepared for the students of various
performers specialities, for example, for string, wind, piano, folk music
instruments, choir conductors, opera singers.

The Music Language course includes these main parts of the theory and
history of musical periods: Middle Ages & Renaissance, Baroque, Classicism,
Romanticism and Modern Music of the 20th–21st Centuries. During this five-
semester course students acquire theoretical knowledge of musical forms,
counterpoint and the analysis of harmony.

The lecture consists of three main parts:
— part 1. The theory is presented by the lecturer;
— part 2. Students do practical tasks – create reconstructions of different

musical styles using the computer program Sibelius while supervised by
the lecturer;

— part 3. Students present their individual PowerPoint analysis of a musical
composition, related with the course. These analyses include parts of
theory, scanned note texts, links to the sound records from internet and
examples of fine arts of a particular period. This third part of the lecture
is essential for the students, because one of the criteria of evaluation is
the activity during seminars and lectures.

In addition, every student is obliged to do homework: to create a musical
composition, according to the requirements of different musical periods.

The materials of teaching of the Music Language course are uploaded
in the Moodle system. The internet course of the Music Language Middle
Ages. Renaissance consists of theoretical part with note examples, videos
and tests. The materials of other courses, such as Baroque, Classicism, Roman-
ticism and Modern Music of 20 th–21st Centuries, uploaded in Moodle system
at this time are less comprehensive. Moodle system is used during exami-
nations, at the end of each course. In year 2013 the author of this article
prepared tests in the Moddle system. The students were examinated using
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computers at a computer class. Various homeworks (analyses in PowerPoint
program, own music composition examples) were uploaded by students until
the examination day into Moddle system folders, created for the homework
of the Music Language course. The tests are evaluated by the computer
system. Each student can see his or her test results. The results of the whole
course are graphically displayed to the lecturer. This way the lecturer is able
to evaluate the academic record of the students.

The course, uniting both theoretical and practical aspects, grants theo-
retical erudition as well as practical knowledge that are essential to the future
professionals.
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Êóðñ Òåîðèÿ ìó çûêàëüíîãî ñîäåðæàíèÿ
â ñîâðåìåííîì âóçå

Dr. hab. art. Ëþäìèëà Êàçàíöåâà
Ïðîôåññîð Àñòðàõàíñêîé ãîñóäàðñòâåííîé êîíñåðâàòîðèè è

Âîëãîãðàäñêîãî ãîñóäàðñòâåííîãî èíñòèòóòà èñêóññòâ è êóëüòóðû

Â ïîñëåäíèå äåñÿòèëåòèÿ â ìóçûêàëüíûõ âóçàõ Ðîññèè áëàãîäàðÿ óñè-
ëèÿì ðÿäà ó÷åíûõ è ïåäàãîãîâ – Âàëåíòèíû Õîëîïîâîé (Õîëîïîâà 2000),
Ëþäìèëû Øàéìóõàìåòîâîé (Øàéìóõàìåòîâà 1998), Àíäðåÿ Ê óäðÿøîâà
(Êóäðÿøîâ 2006) è äð. – ñðåäè òðàäèöèîííûõ ìóçûêîâåä÷åñêèõ äèñöèï-
ëèí ïîÿâëÿþòñÿ ïðåäìåòû, íàïðàâëåííûå íà èçó÷åíèå ñîäåðæàòåëüíîé
ñòîðîíû ìóçûêè. Îíè çàêîíîìåðíî ñòàëè ïðàêòè÷åñêîé àäàïòàöèåé íà-
ó÷íûõ èäåé, ðàçðàáàòûâàþùèõñÿ öåëûì íàïðàâëåíèåì ìóçûêîçíàíèÿ,
êîòîðîå ñôîðìèðîâàëîñü â èññëåäîâàíèÿõ Ìàðêà Àðàíîâñêîãî, Áîðèñà
Àñàôüåâà, Âÿ÷åñëàâà Ìåäóøåâñêîãî, Òàòüÿíû ×åðíîâîé, óæå óïîìÿíó-
òîé Âàëåíòèíû Õîëîïîâîé è äð. àâòîðîâ. Â À ñòðàõàíè, Âîëãîãðàäå, Ìàé-
êîïå, Ê óðãàíå, Ïåíçå, Áðÿíñêå, ×èòå è íåêîòîðûõ äðóãèõ ãîðîäàõ òàêóþ
íàïðàâëåííîñòü íåñåò ñîáîþ ïðåäìåò Òåîðèÿ ìóçûêàëüíîãî ñîäåðæàíèÿ.

Ñóùåñòâóþò ñåðüåçíûå ïðåäïîñûëêè ê âíåäðåíèþ äèñöèïëèíû ìó-
çûêàëüíî-ñîäåðæàòåëüíîé íàïðàâëåííîñòè â ó÷åáíûé ïðîöåññ. Îäíà èç
íèõ çàêëþ÷àåòñÿ â òîì, ÷òî ìóçûêîçíàíèå â ñîþçå ñ ýñòåòèêîé, ôèëîëî-
ãèåé, ëèíãâèñòèêîé, ñåìèîòèêîé è äðóãèìè íà óêàìè íàðàáîòàëî íåìàëî
ç í à í è é  î õóäîæåñòâåííûõ âîçìîæíîñòÿõ ìóçûêè. Ñðåäè òàêîâûõ ñâå-
äåíèÿ î ñìûñëîâîé ñòîðîíå ìóçûêàëüíîãî çâóêà è îòäåëüíûõ ýëåìåíòîâ
ìóçûêè (ìåëîäèè, ìåòðîðèòìà, ôàêòóðû, òåìáðà è ò . ä.), ìóçûêàëüíîé
èíòîíàöèè, ñåìàíòèêå â ìóçûêå, ìóçûêàëüíîé îáðàçíîñòè, ìóçûêàëü-
íîé äðàìàòóðãèè, òåìàõ è èäåÿõ ìóçûêàëüíîãî ïðîèçâåäåíèÿ, âûðàçè-
òåëüíîì ïîòåíöèàëå ìóçûêè êàê âèäà èñêó ññòâà. Ãðîìàäíûé ôîíä ïî-
ñâÿùåííûõ õóäîæåñòâåííûì çàêîíîìåðíîñòÿì ìóçûêè èññëåäîâàíèé
çàêëþ÷àåò â ñåáå òó öåííóþ íàó÷íóþ èíôîðìàöèþ, êîòîðàÿ íå òîëüêî
ïîëåçíà, íî è íåîáõîäèìà ìóçûêàíòó-ïðîôåññèîíàëó . Åñòåñòâåííî ïî-
ýòîìó æåëàíèå ââåñòè ýòè çíàíèÿ â ïðîöåññ îáó÷åíèÿ ìóçûêàíòà.

Íàðÿäó ñ èçó÷åíèåì îñíîâ ìóçûêàëüíîãî ñîäåðæàíèÿ, ðåàëüíûì
ñòàíîâèòñÿ âîñïîëíåíèå òåîðåòèêî-ýñòåòè÷åñêèõ çíàíèé,  í å  ç à ò ð à ã è-
â à å ì û õ  ä ð ó ã è ì è  ï ð å ä ì å ò à ì è . Ïðàêòèêà ïîêàçûâàåò , ÷òî íåêî-
òîðûå çàêîíîìåðíîñòè ìóçûêè, òàêèå êàê çîëîòîå ñå÷åíèå, ðèòîðèêà è
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ñèìâîëèêà â ìóçûêå, ïðîñòðàíñòâî è âðåìÿ â ìóçûêå, àâòîðñêîå íà÷àëî
â ìóçûêå, èíòåðòåêñòóàëüíîñòü, îñîáåííîñòè âçàèìîäåéñòâèÿ ìóçûêè ñ
äðóãèìè âèäàìè èñêó ññòâà ñ òðóäîì âïèñûâàþòñÿ â òðàäèöèîííûå äèñ-
öèïëèíû òåîðèè è èñòîðèè ìóçûêè è ÷àñòî îñòàþòñÿ ìàëîèçâåñòíûìè
èëè âîâñå íåèçâåñòíûìè ìóçûêàíòó . Ïðåäìåò ìóçûêàëüíî-ñîäåðæàòåëü-
íîé íàïðàâëåííîñòè ïîìîãàåò ó ñòðàíèòü ýòè ïðîáåëû.

Çíàíèÿ î ñîäåðæàòåëüíîé, ñìûñëîâîé ñòîðîíå ìóçûêè ñåãîäíÿ âîñ-
òðåáîâàíû òàêæå â ñâÿçè ñ òåì, ÷òî â ó÷åáíîì ïðîöåññå ÿâíî âîçîáëàäàë
ò å õ í î ë î ã è ÷ å ñ ê è é  ó ê ë î í . Äëÿ íåãî ïîêàçàòåëüíà äåòàëüíàÿ ðàçðà-
áîòàííîñòü âîïðîñîâ î òîì, êàê ó ñòðîåíî ìóçûêàëüíîå ïðîèçâåäåíèå –
êàêèìè òîíàëüíî-ãàðìîíè÷åñêèìè, ïîëèôîíè÷åñêèìè, êîìïîçèöèîí-
íûìè è äðóãèìè ñðåäñòâàìè âîñïîëüçîâàëñÿ êîìïîçèòîð, êàêèå èñïîë-
íèòåëüñêèå ïðèåìû îí çàïðîãðàììèðîâàë. Ïðè ýòîì ìîæíî çàìåòèòü,
÷òî òåîðåòè÷åñêèå ïîçíàíèÿ îáó÷àþùåãî îêàçûâàþòñÿ ñîñðåäîòî÷åííûìè
â îáëàñòè êîìïîçèòîðñêîé òåõíîëîãèè – òîãî, êàêèå çàêîíîìåðíîñòè âû-
ðàáîòàëà êîìïîçèòîðñêàÿ ïðàêòèêà. Áåçó ñëîâíî íåîáõîäèìûå ëþáîìó
ìóçûêàíòó-ïðîôåññèîíàëó , ýòè çíàíèÿ, îäíàêî, äàþò îäíîñòîðîííåå
ïðåäñòàâëåíèå î ìóçûêå. Âìåñòå ñ òåì âñå ÿñíåå ñòàíîâèòñÿ íåäîñòàòî÷-
íîñòü ïîçíàíèé î äðóãîé îáëàñòè ìóçûêè – î òîì, ÷òî, ñîáñòâåííî, îíà
âûðàæàåò, î ÷åì êîìïîçèòîð ãîâîðèò ñî ñâîèì ñëóøàòåëåì, â êîíå÷íîì
èòîãå – äëÿ ÷åãî ïèøåòñÿ ìóçûêàëüíîå ïðîèçâåäåíèå è êàê îíî áûòó åò â
ñîöèóìå. Ïîâåðíóòü ìóçûêàíòà ê  õ ó ä î æ å ñ ò â å í í î é  ñòîðîíå ìóçûêè,
âîçäåéñòâóþùåé íà ñëóøàòåëÿ, ïðèçâàí ïðåäìåò ìóçûêàëüíî-ñîäåðæà-
òåëüíîé íàïðàâëåííîñòè. Àêàäåìè÷åñêèå äèñöèïëèíû, èçó÷àþùèå òî,
êàê ñäåëàíî ìóçûêàëüíîå ïðîèçâåäåíèå, äîëæíû áûòü óðàâíîâåøåíû
äðóãèìè, ïîçâîëÿþùèì ìîëîäîìó ìóçûêàíòó ïîñòèãàòü òî,  ÷òî èìåííî
âûñêàçàíî êîìïîçèòîðîì.

Ïîòðåáíîñòü â òåîðåòèêî-àíàëèòè÷åñêîì êóðñå, íàïðàâëåííîì íà
ïîñòèæåíèå ïðèðîäû è ñóùíîñòè ìóçûêè, ó ñèëèâàåòñÿ òàêæå â ñâÿçè ñ
îñîáåííîñòÿìè ñîâðåìåííîé ñîöèàëüíî-êó ëüòóðíîé ñèòóàöèè. Çäåñü áîëü-
øóþ ñëîæíîñòü íåðåäêî ïðåäñòàâëÿþò îðèãèíàëüíûå ñïîñîáû âûñêà-
çûâàíèÿ àâàíãàðäíî ìûñëÿùèõ àâòîðîâ, íåïîñèëüíûå äëÿ àêàäåìè÷åñ-
êèõ ìåòîäîâ èçó÷åíèÿ ìóçûêè, íî ïîäâëàñòíûå íîâûì àíàëèòè÷åñêèì
ìåòîäèêàì, ðàçðàáîòàííûì äëÿ ïðîíèêíîâåíèÿ â ñìûñëîâóþ ñòîðîíó
ìóçûêàëüíîãî ïðîèçâåäåíèÿ. Êðîìå òîãî, îáðàçíî-õóäîæåñòâåííûé ïîä-
õîä ê çâóêîâîìó ôåíîìåíó ïîçâîëÿåò ìîëîäîìó ìóçûêàíòó ïðîôåññèî-
íàëüíî îñíàùåííûì ïðèáëèçèòüñÿ êî ìíîãèì íåàêàäåìè÷åñêèì ÿâëå-
íèÿì ñîâðåìåííîñòè, òàêèì êàê äæàç, ðîê, è îðèåíòèðîâàòüñÿ â ñëîæíûõ
è ìíîãîîáðàçíûõ ñîöèàëüíî-êóëü òóðíûõ ïðîöåññàõ.
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Ö å ë è äèñöèïëèíû âèäÿòñÿ êàê
— îñíàùåíèå îáó÷àþùèõñÿ çíàíèÿìè èç îáëàñòè ìóçûêàëüíîãî ñîäåð-

æàíèÿ;
— ïîëó÷åíèå ïðàêòè÷åñêèõ íàâûêîâ àíàëèçà ìóçûêàëüíîãî ñîäåðæà-

íèÿ.

Ìóçûêàëüíîå ñîäåðæàíèå ïîíèìàåòñÿ êàê íåîáû÷àéíî ñëîæíàÿ
ñ è ñ ò å ì à, âáèðàþùàÿ â ñåáÿ öåëûé ðÿä êîìïîíåíòîâ. Áîëüøèíñòâî èç
íèõ ñîîòíîñÿòñÿ â ýòîé ñèñòåìå êàê óðîâíè èåðàðõèè: ìåëü÷àéøàÿ –
ç â ó ê î â à ÿ – åäèíèöà ìóçûêàëüíîãî ïðîèçâåäåíèÿ îáëàäàåò êàê ôèçè-
÷åñêèìè (àêóñòè÷åñêèìè), òàê è âûðàçèòåëüíûìè ñâîéñòâàìè. Íà îñíîâå
âûðàçèòåëüíîñòè çâóêà ðîæäàåòñÿ ìóçûêàëüíàÿ è í ò î í à ö è ÿ, èíòîíà-
öèîííûé ïðîöåññ ôîðìèðó åò ñîáîþ ìóçûêàëüíûé  î á ð à ç, âçàèìîîòíî-
øåíèÿ îáðàçîâ ðåøàþò íåêóþ õóäîæåñòâåííóþ  ò å ì ó, à òà, â ñâîþ î÷å-
ðåäü, òàê èëè èíà÷å ïðåëîìëÿÿñü, êðèñòàëëèçóåò õóäîæåñòâåííóþ èäåþ
ïðîèçâåäåíèÿ.

Ïðîìåæóòî÷íîå ìåñòî ìåæäó óðîâíÿìè ñòðóêòóðû çàíèìàþò  ñ ð å ä -
ñ ò â à  ì ó ç û ê à ë ü í î é  â û ð à ç è ò å ë ü í î ñ ò è  èëè ýëåìåíòû ìóçûêè,
îò÷àñòè õàðàêòåðèçóþùèå çâóê, íî îò÷àñòè îôîðìëÿþùèå è ìóçûêàëü-
íóþ èíòîíàöèþ. Îñîáàÿ ðîëü ïðèíàäëåæèò  ä ð à ì à ò ó ð ã è è, îáåñïå÷è-
âàþùåé äâèæåíèå, âðåìåííîé ïðîöåññ ðàçâåðòûâàíèÿ íà ðàçíûõ óðîâ-
íÿõ – çâóêà, èíòîíàöèè, îáðàçà, õóäîæåñòâåííîé òåìû è èäåè. Íàêîíåö,
ñïåöèôè÷íî ïðîÿâëÿåò ñåáÿ êîìïîíåíò ñòðóêòóðû ìóçûêàëüíîãî ñîäåð-
æàíèÿ, íàçâàííûé ìíîþ  à â ò î ð ñ ê è ì  í à ÷ à ë î ì  – àâòîðñêàÿ ëè÷íîñòü
íà òåððèòîðèè ìóçûêàëüíîãî ïðîèçâåäåíèÿ âåçäåñóùà, àâòîðñêîå íà÷à-
ëî ðàñïðîñòðàíåíî ïî âñåé ñòðóêòóðå ìóçûêàëüíîãî ñîäåðæàíèÿ.

Òåìàòè÷åñêèé ïëàí êóðñà âûãëÿäèò òàê:
— Âûðàçèòåëüíîñòü çâóêà
— Ñðåäñòâà ìóçûêàëüíîé âûðàçèòåëüíîñòè
— Ìóçûêàëüíàÿ èíòîíàöèÿ
— Ìóçûêàëüíûé îáðàç
— Ìóçûêàëüíàÿ äðàìàòóðãèÿ
— Òåìà è èäåÿ ìóçûêàëüíîãî ïðîèçâåäåíèÿ
— Àâòîðñêîå íà÷àëî

Òàêèì îáðàçîì, ó÷åáíûé ïðåäìåò ôîðìèðó åò ó ñòóäåíòîâ ïðåäñòàâ-
ëåíèå íå òîëüêî î ðàçðîçíåííûõ ñìûñëîâûõ ñîñòàâëÿþùèõ, íî è î öåëî-
ñòíîé îáðàçíî-õóäîæåñòâåííîé ñèñòåìå ìóçûêàëüíîãî ïðîèçâåäåíèÿ.

Çàíÿòèÿ äëÿòñÿ äâà ñåìåñòðà è íîñÿò ãðóïïîâîé õàðàêòåð, îäíàêî
ïðè íåáîëüøîé ÷èñëåííîñòè ãðóïï. Íà êàæäîì óðîêå ëåêöèîííûå ôðàã-
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ìåíòû ñî÷åòàþòñÿ ñ àíàëèòè÷åñêîé ïðàêòèêîé. Èíäèâèäóàëüíûå çàíÿ-
òèÿ íå ïðåäóñìîòðåíû. Ò èïîâîé ôîðìîé ïðàêòè÷åñêîé ðàáîòû ñòàëà òâîð-
÷åñêàÿ ë à á î ð à ò î ð è ÿ  – êîëëåêòèâíûé àíàëèç ìóçûêàëüíîãî ïðîèç-
âåäåíèÿ, âñêðûâàþùèé èçó÷àåìûå íà äàííîì ýòàïå çàêîíîìåðíîñòè
ìóçûêàëüíîãî ñîäåðæàíèÿ. Àêòèâíîå, ðàçâîðà÷èâàþùååñÿ êàê äèñêó ñ-
ñèÿ, ïðîíèêíîâåíèå â ìóçûêó ïîçâîëÿåò ðåøàòü îäíó èç âàæíåéøèõ çà-
äà÷ íàøåãî êóðñà – ðàçâèòèå ñàìîñòîÿòåëüíîãî êðèòè÷åñêîãî (íàðÿäó ñ
àíàëèòè÷åñêèì è èñòîðè÷åñêèì) ìûøëåíèÿ îáó÷àþùåãîñÿ, ÷åìó , êàê èç-
âåñòíî, â ìóçûêàëüíî-îáðàçîâàòåëüíîì ïðîöåññå óäåëÿåòñÿ î÷åíü ìàëî
âíèìàíèÿ.

Òàêîå ïðàêòè÷åñêîå îñâîåíèå òåîðèè èìååò îïðåäåëåííóþ ìåòîäî-
ëîãè÷åñêóþ îïîðó . Èç èçâåñòíûõ ïåäàãîãèêå äâóõ ïðèíöèïèàëüíî îòëè÷-
íûõ ìîäåëåé îáùåíèÿ íà óðîêå – àâòîðèòàðíîé (â öåíòðå ñèñòåìû íàõî-
äèòñÿ ïåäàãîã – íîñèòåëü çíàíèé, ïåðåäàþùèé èõ ïîä÷èíåííûì åãî âîëå
ó÷àùèìñÿ) è èíäèâèäóàëüíî-ëè÷íîñòíîé (â öåíòðå ñèñòåìû íàõîäèòñÿ
ó÷àùèéñÿ, êîòîðîãî ïåäàãîã ðàçâèâàåò êàê ïðîôåññèîíàëà è êàê ëè÷-
íîñòü) – áîëåå ïðèåìëåìîé îêàçûâàåòñÿ âòîðàÿ, îïðåäåëÿåìàÿ ñêîðåå
ïîòðåáíîñòÿìè îáó÷àþùåãîñÿ, íåæåëè çíàíèÿìè è âîçìîæíîñòÿìè
ïåäàãîãà.

Ïðåäïî÷òåíèå, îòäàâàåìîå ìîäåëè òâîð÷åñêîãî îáùåíèÿ, îáó ñëîâ-
ëåíî îñîáåííîñòÿìè èçó÷àåìîãî òåîðåòè÷åñêîãî ìàòåðèàëà. Îáðàçíî-
õóäîæåñòâåííûé ìèð ìóçûêàëüíîãî ïðîèçâåäåíèÿ, ïîïàäàþùèé â öåíòð
âíèìàíèÿ îáó÷àþùåãîñÿ, ñïåöèôè÷åí – åãî âïîëíå îáúåêòèâíûå ñòåð-
æíåâûå ýëåìåíòû (ñðåäñòâà ìóçûêàëüíîé âûðàçèòåëüíîñòè, èíòîíàöèè,
ìóçûêàëüíàÿ äðàìàòóðãèÿ, òåìàòèêà) äîïó ñêàþò ñóáúåêòèâíîå âèäåíèå.
Áóäó÷è ïîäâèæíûì è äîñòàòî÷íî èíäèâèäóàëüíûì, ñîäåðæàíèå ìóçûêè
äèêòóåò èíûå âçàèìîîòíîøåíèÿ ó÷èòåëÿ è ó÷åíèêà â êëàññå – ïåäàãîã
èíèöèèðó åò ò â î ð ÷ å ñ ò â î  ó ÷ à ù è õ ñ ÿ. Ó÷åíèê, ïîñòàâëåííûé ïåäàãî-
ãîì â àêòèâíóþ ïîçèöèþ, âûíóæäåí ñàìîñòîÿòåëüíî ìûñëèòü î ìóçûêå.

Ïðè àíàëèçå ìóçûêàëüíîãî ïðîèçâåäåíèÿ ðàçâåðòûâàåòñÿ ïðîöåññ
ñè íòåçèð îâà íèÿ  ç í à í èé  ñîîáùà ïåäàãîãîì è ó÷àùèìèñÿ. Îí ïåðå-
íîñèò àêöåíò ñ ïàññèâíîãî ïîòðåáëåíèÿ äåêëàðàòèâíî ïðåïîäíîñèìûõ
ïåäàãîãîì ãîòîâûõ çíàíèé íà èõ îñìûñëåíèå. Ïðè ýòîì ìîáèëèçóþòñÿ
çíàíèÿ, ïîëó÷åííûå íà äðóãèõ ïðåäìåòàõ – ýëåìåíòàðíîé òåîðèè ìóçûêè,
ãàðìîíèè, ïîëèôîíèè, àíàëèçà ìóçûêàëüíûõ ïðîèçâåäåíèé (ìóçûêàëü-
íîé ôîðìû), ìóçûêàëüíîé ëèòåðàòóðû è èñòîðèè ìóçûêè, èíñòðóìåíòî-
âåäåíèÿ è èñòîðèè îðêåñòðîâûõ ñòèëåé. Òåîðèÿ ìóçûêàëüíîãî ñîäåðæàíèÿ
ñòàíîâèòñÿ îáîáùàþùèì, ñòðóêòóðèðóþùèì è öåíòðàëèçóþùèì çíà-
íèÿ î ïðèðîäå ìóçûêè äèñöèïëèíîé. Èìåþùèåñÿ ó ó÷àùèõñÿ çíàíèÿ
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âîñòðåáóþòñÿ íåîðäèíàðíî, íåïðèâû÷íî, â íåîáû÷íûõ ðàêóðñàõ è ñî-
ïðÿæåíèÿõ, ÷òî ïðîòèâîäåéñòâó åò ñõåìàòèçìó è óíèôèöèðîâàííîñòè,
íåèçáåæíûì â àêàäåìè÷åñêèõ ïðåäìåòàõ. Êîìïëåêñíûé,  è í ò å ã ð à ò è â -
í û é  õàðàêòåð ïðåäìåòà çàñòàâëÿåò ó÷àùåãîñÿ ïðèáåãàòü ê ïîìîùè ñâîåãî
òåçàóðóñà, ïðè÷åì íå ìåõàíè÷åñêè ïðèâîäèòü îáúåêòèâíûå, àáñòðàêòíî-
îòñòðàíåííûå ñâåäåíèÿ â òîé èëè èíîé îáëàñòè, íî – ÷òî ãîðàçäî âàæíåå
è öåííåå – ñîïðÿãàòü, âçàèìîäîïîëíÿòü, ïðåîáðàçîâûâàòü è òåì ñàìûì
óñèëèâàòü èìåþùèåñÿ ïîçíàíèÿ, ïðåâðàùàòü èõ â ëè÷íîñòíî îñâîåííûå.

Òåîðèÿ ìóçûêàëüíîãî ñîäåðæàíèÿ îáëàäàåò ïðîáëåìíûì õàðàêòåðîì.
Îí ïîðîæäàåòñÿ íå òîëüêî ñïîñîáîì ïîëó÷åíèÿ çíàíèé, íî è òåì, ÷òî
êàæäàÿ òåìà êóðñà òðåáóåò ñâîåãî, îñîáîãî ïîäõîäà ê ìóçûêàëüíîìó ïðî-
èçâåäåíèþ, íå îòòà÷èâàÿñü â òèïîâûå ñïîñîáû àíàëèçà ìóçûêè, êàê ýòî
èìååò ìåñòî íà ãàðìîíèè, ïîëèôîíèè, â êóðñå ìóçûêàëüíîé ôîðìû.
Ïîñòàíîâêà â êàæäîé òåìå ñâîèõ âîïðîñîâ è ïîèñê îòâåòîâ íà íèõ òðå-
áóåò îò îáó÷àþùèõñÿ è ïåäàãîãà ïîñòîÿííûõ àêòèâíûõ ðàçìûøëåíèé î
ìóçûêå.

Îñîáåííîñòü êóðñà ñîñòîèò è â îòáîðå  ì ó ç û ê à ë ü í î ã î  ì à ò å -
ð è à ëà. Çäåñü óñòðàíÿþòñÿ ñëîæèâøèåñÿ â ïåäàãîãè÷åñêîé ïðàêòèêå
òðàäèöèè æàíðîâî-ñòèëåâûõ îãðàíè÷åíèé êëàññèêîé XIX  âåêà. Òàê, ïðè-
îðèòåòíîå çíà÷åíèå ìóçûêè ÕÕ âåêà â ýòîì êóðñå âïîëíå îïðàâäàíî,
ïîñêîëüêó ñî÷èíåíèÿ, ïîÿâèâøèåñÿ â ïîñëåäíèå äåñÿòèëåòèÿ, ïîðîé äî-
âîëüíî îñòðî îáíàæàþò çàêîíîìåðíîñòè ìóçûêàëüíîãî ñîäåðæàíèÿ (íà-
ïðèìåð, âðåìåííîé è ïðîñòðàíñòâåííûé ïàðàìåòðû õóäîæåñòâåííîãî
îáðàçà, îñîáåííîñòè âîïëîùåíèÿ ïñèõè÷åñêèõ ñîñòîÿíèé ÷åëîâåêà è
ò. ä.), íåðåäêî óñêîëüçàþùèå ïðè àíàëèçå ìóçûêè ïðîøëîãî, è òåì ñà-
ìûì ñëóæàò ïîñòèæåíèþ âñåîáùèõ îñíîâ ìóçûêàëüíîãî èñêó ññòâà.

Âñïîìíèì, ÷òî âñåâîçìîæíûå ïåðåëîæåíèÿ, îáðàáîòêè, ðåäàêöèè,
òðàíñêðèïöèè, ïîïóððè, ôàíòàçèè è ò . ä. çàíèìàþò âèäíîå ìåñòî â ðå-
ïåðòóàðå èñïîëíèòåëåé è òàêæå òðåáóþò îò ìóçûêàíòà óìåíèÿ îñìûñ-
ëÿòü èõ íå òîëüêî êàê åäèíè÷íîå ÿâëåíèå, íî è â êóëü òóðîëîãè÷åñêèõ
ïåðåêëè÷êàõ. Ê ñåðüåçíîìó àíàëèòè÷åñêîìó ïîäõîäó äàâíî âûíóæäàþò
òàêæå äæàç, ýñòðàäíàÿ è ðîê-ìóçûêà, ìóçûêàëüíûå ôåíîìåíû âîñòî÷-
íûõ êóëüòóð. Íàðÿäó ñ èçâåñòíûìè ñî÷èíåíèÿìè è àâòîðàìè, ïîñòîÿííî
ïîäâåðãàþòñÿ àíàëèçó òàêæå è ìåíåå çíàêîìûå ïëàñòû ìóçûêè, òàêèå
êàê ñòàðèííàÿ ìóçûêà, êóëüòîâàÿ ìóçûêà.

Áåçóñëîâíî, ðàçðàáîòêà êóðñà ïîòðåáîâàëà îïðåäåëåííîé  ì å ò î ä è -
÷åñê îé  î ñ í àùå í í î ñòè . Â êà÷åñòâå òàêîâîé îïóáëèêîâàíû ïðîãðàì-
ìà-êîíñïåêò Òåîðèÿ ìóçûêàëüíîãî ñîäåðæàíèÿ (Êàçàíöåâà 2001); ó÷åáíûå
ïîñîáèÿ Îñíîâû òåîðèè ìóçûêàëüíîãî ñîäåðæàíèÿ  (Êàçàíöåâà 2009c) è
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Ìóçûêàëüíîå ñîäåðæàíèå â êîíòåêñòå êóëüòóðû (Êàçàíöåâà 2009a) ñ èç-
ëîæåíèåì òåîðåòè÷åñêèõ ïîçèöèé êóðñîâ; êíèãà Àíàëèç ìóçûêàëüíîãî
ñîäåðæàíèÿ (Êàçàíöåâà 2002), ïðåäëàãàþùàÿ ìåòîäèêè àíàëèçà ñìûñ-
ëîâîãî íà÷àëà ìóçûêè; õðåñòîìàòèÿ, âêëþ÷àþùàÿ íîòíûé ìàòåðèàë è
àóäèîçàïèñè ïî âñåì òåìàì (Êàçàíöåâà 2006); êíèãà Àíàëèç õóäîæåñòâåí-
íîãî ñîäåðæàíèÿ âîêàëüíîãî è õîðîâîãî ïðîèçâåäåíèÿ  (Êàçàíöåâà 2011) è
äðóãèå èçäàíèÿ, èñïîëüçóþùèåñÿ â ó÷åáíîì ïðîöåññå.

Íà ó÷íàÿ è ïåäàãîãè÷åñêàÿ ðàçðàáîòêà ñîäåðæàòåëüíîé ñòîðîíû
ìóçûêè ïðîäîëæàåòñÿ. Íåìàëóþ ðîëü â ýòîì èãðàþò ñîâðåìåííûå èñ-
ñëåäîâàíèÿ, â ÷àñòíîñòè, ðàáîòà Ïðîáëåìíîé íàó÷íî-èññëåäîâàòåëüñêîé
Ëàáîðàòîðèè ìóçûêàëüíîãî ñîäåðæàíèÿ  ïðè Âîëãîãðàäñêîì ãîñóäàðñòâåí-
íîì èíñòèòóòå èñêó ññòâ è êóëüòóðû, êîòîðóþ ìíå äîâîäèòñÿ âîçãëàâëÿòü.
Âõîäÿùèå â åå ñîñòàâ 18 èññëåäîâàòåëåé è ïåäàãîãîâ ãîòîâÿò äîêòîðñêèå
è êàíäèäàòñêèå äèññåðòàöèè, ñòàòüè è äîêëàäû, ìåòîäè÷åñêèå è äðóãèå
ìàòåðèàëû, ïðîâîäÿò êóðñû ïîäãîòîâêè ïðåïîäàâàòåëåé ïî ìóçûêàëü-
íîìó ñîäåðæàíèþ. Ðåçóëü òàòû äåÿòåëüíîñòè Ëàáîðàòîðèè íàõîäÿò îòðà-
æåíèå â ñáîðíèêàõ, ñîñòàâëÿåìûõ ïî èòîãàì åæåãîäíûõ íà ó÷íî-ïåäà-
ãîãè÷åñêèõ ×òåíèé ïî ìóçûêàëüíîìó ñîäåðæàíèþ  (Ìóçûêàëüíîå ñîäåð-
æàíèå: ïóòè èññëåäîâàíèÿ: Êàçàíöåâà 2009b, 2012), è íà ñàéòå
http://www.muzsoderjanie.ru.

Êàê ïðàâèëî, çàíÿòèÿ ïî ìóçûêàëüíîìó ñîäåðæàíèþ ðàñöåíèâàþòñÿ
ñòóäåíòàìè êàê – â îäíî è òî æå âðåìÿ – îáùåðàçâèâàþùèå è íåïîñðåä-
ñòâåííî ïîìîãàþùèå îâëàäåíèþ îïðåäåëåííîé ìóçûêàíòñêîé ïðîôåñ-
ñèåé. Íåóäèâèòåëüíî, ÷òî âîçíèêàåò åñòåñòâåííàÿ ïîòðåáíîñòü â èõ ïðî-
äîëæåíèè. Â ýòîé ñâÿçè ìíîãî ëåò  ïîäðÿä  îâëàäåíèå ìóçûêàëüíî-ñîäåð-
æàòåëüíîé ïðîáëåìàòèêîé ïî ïðîñüáå ñòóäåíòîâ ðàñøèðÿåòñÿ äî òðåòüåãî
ñåìåñòðà, ãäå èçó÷àåòñÿ äîïîëíèòåëüíûé êóðñ Ìóçûêàëüíîå ñîäåðæàíèå
â êîíòåêñòå êóëüòóðû. Çäåñü àêöåíò äåëàåòñÿ íà òî, ÷òî ñîäåðæàíèå ìó-
çûêàëüíîãî ïðîèçâåäåíèÿ íå çàìûêàåòñÿ íà êîìïîçèòîðñêèé îïó ñ. Â
ïîñëåäíåì ôîðìèðó åòñÿ ëèøü îñíîâà, ñòåðæåíü, êîòîðûå çàòåì êîððåê-
òèðóþòñÿ èñïîëíèòåëåì è ñëóøàòåëåì â  è ñ ï î ë í è ò å ë ü ñ ê î ì  è  ñ ë ó -
ø à ò å ë ü ñ ê î ì  ñëîÿõ ñîäåðæàíèÿ. Ñîâîêóïíîñòü êîìïîçèòîðñêîãî,
èñïîëíèòåëüñêîãî è ñëóøàòåëüñêîãî ñëîåâ òîëüêî è ïîçâîëèòåëüíî ñ ïîë-
íûì ïðàâîì èìåíîâàòü ñîäåðæàíèåì ìóçûêàëüíîãî ïðîèçâåäåíèÿ.

Â ñîäåðæàíèè ìóçûêàëüíîãî ïðîèçâåäåíèÿ âñòðå÷àþòñÿ îòíþäü íå
òîëüêî òðè ëè÷íîñòè. Ñìûñëîâàÿ ñòîðîíà ìóçûêè èñïûòûâàåò íà ñåáå
ìîùíîå âîçäåéñòâèå  ìóçûêàëü í îé  êóëü òóðû â âèäå ñèñòåìû åå æàí-
ðîâ, ñòèëåé, çàêîíîâ êîìïîçèöèè è â ñâîþ î÷åðåäü àêòèâíî âîçäåéñòâó åò
íà íèõ. Ìóçûêàëüíîå ïðîèçâåäåíèå âñòóïàåò â èíòåðòåêñòóàëüíûé
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ñìûñ ëîâîé äèàëîã ñ äðóãèìè ìóçûêàëüíûìè è – êàê ïîêàçûâàåò øèðî-
êèé êîíòåêñò  õ ó ä î æ å ñ ò â å í í î é  ê ó ë ü ò ó ð û  – íå òîëüêî ìóçûêàëü-
íûìè ïðîèçâåäåíèÿìè. Íàêîíåö, ñìûñëîâîå íà÷àëî ìóçûêè ñîñðåäîòî÷è-
âàåòñÿ íà ïåðåñå÷åíèè ìíîæåñòâà òîêîâ  ä ó õ î â í î é  ê ó ë ü ò ó ð û, èñõî-
äÿùèõ èç ýñòåòè÷åñêèõ, ýòè÷åñêèõ, íàó÷íûõ, ðåëèãèîçíûõ, ôèëîñîôñ-
êèõ èäåé êóëüòóðû. Òàêèì îáðàçîì, áëàãîäàðÿ ñîäåðæàòåëüíîìó ïîäõîäó
îòêðûâàþòñÿ ïåðñïåêòèâû ïîíèìàíèÿ îòäåëüíî âçÿòîãî ìóçûêàëüíîãî
ïðîèçâåäåíèÿ â êðóïíîìàñøòàáíîì ñîöèîêóëü òóðíîì ïðîöåññå.

Ìíîãîëåòíÿÿ ïðàêòèêà ïîêàçûâàåò , ÷òî ñëîæèâøèéñÿ íà ñåãîäíÿ
àâòîðñêèé âóçîâñêèé êóðñ Òåîðèÿ ìóçûêàëüíîãî ñîäåðæàíèÿ âîîðóæàåò
ñòóäåíòà çíàíèÿìè î âàæíåéøåì àñïåêòå ìóçûêè, íàâûêàìè åãî àíàëèçà
è ïîòðåáíîñòüþ âäóì÷èâî è ïðîôåññèîíàëüíî ñåðüåçíî îòíîñèòüñÿ ê ìó-
çûêå, à òåì ñàìûì – ýôôåêòèâíî ñïîñîáñòâó åò ñòàíîâëåíèþ ëè÷íîñòè
ìóçûêàíòà.

Discipline Theory of Musical Content
in the Modern Higher Music Education Institution

Liudmila Kazantseva

Summary

In recent decades at the Russian higher education institutions of music
due to the efforts of many scientists and educators’ (Valentina Kholopova,
Andrey Kudryashov, Liudmila Shaimukhametova and others) courses, aimed
for studying the content side of music, appear among the traditional discip-
lines of academic study courses of musicology. They naturally have a practical
adaptation of scientific ideas that are being developed by a branch of musi-
cology, which was formed in research of Mark Aranovsky, Boris Asafiev,
Vyacheslav Medushevsky, Valentina Kholopova and others. In Astrakhan,
Volgograd and some other cities of Russia the discipline Theory of Musical
Content carries itself in such a direction.

Taught for about 20 years academic courses have been directing the
attention of the learners to the m u s i c a l  i n t o n a t i o n , the m u s i c a l
i m a g e r y, the m u s i c a l  d r a m a, the artistic t h e m e and the idea of the
piece of music, p r o g r a m  f o u n d a t i o n , to the question of a u t h o r ’ s
s e l f - e x p r e s s i o n ,  g e n r e  and s t y l i s t i c  s p e c i f i c i t y  of the opus,
i n t e r t e x t u a l  c o n n e c t i o n s  between artistic works, i n t e r a c t i o n  o f
mus ic  w i th  o the r  a r t s , and other phenomena that determine the essence
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of music, but don’t receive the proper learning of the existing academic
disciplines.

The need for this training course is dictated by the accumulation of a
fair amount of knowledge of the artistic side of music – sphere, succumbed
with great difficulty to the study. They are in demand due to the fact that in
the educational process manifestly t e c h n o l o g i c a l bias prevails. Academic
disciplines which study of how a piece of music is made must be balanced by
other ones allowing to comprehend by the young musician what exactly is
made by the composer.

The need for the theoretical and analytical discipline aimed on compre-
hension of the music nature and essence also enhances due to the peculiarities
of the contemporary social and cultural situation. There are often great
complexities in the original ways of expression of authors with an avant-
garde thinking. These works of art turn out beyond academic techniques of
music study power, but they are available to the new analytical techniques
developed for penetrating into semantic aspect of the piece of music. In
addition, the figurative and artistic approach to the phenomenon of sounding
allows young musicians to draw near many of non-academic events of the
contemporary culture, for example such as jazz, rock. Being professionally
equipped, they are able to navigate in the complex and varied social and
cultural processes.

The years of practice show that the author’s course Theory of Musical
Content for higher music education institutions equips students with
knowledge about the most important aspect of music, experience of its
analysis and the need for thoughtful and professionally serious approach to
music. Thus, it effectively promotes formation of the personality of musician.

K e y  w o r d s :  theory of musical content, contemporary social and cul-
tural situation, higher music education institution.
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Dr. phil. Òàòüÿíà Ëèòâèíîâà
Ñòàðøèé ïðåïîäàâàòåëü êàôåäðû òåîðèè ìóçûêè

Ñàíêò-Ïåòåðáóðãñêîé êîíñåðâàòîðèè èì. Í. À. Ðèìñêîãî-Êîðñàêîâà,
ïðåïîäàâàòåëü Ñðåäíåé Ñïåöèàëüíîé ìóçûêàëüíîé øêîëû-ëèöåÿ

ïðè êîíñåðâàòîðèè

 Òåìáðîâûé ñëóõ ÿâëÿåòñÿ îäíèì èç âàæíåéøèõ êîìïîíåíòîâ ñëó-
õîâîãî ðàçâèòèÿ ìóçûêàíòà-èñïîëíèòåëÿ. Â êîìïîçèòîðñêîì òâîð÷åñòâå
âåñü XX âåê ïðîøåë ïîä çíàêîì òåìáðà. Îäíàêî â ïðàêòèêå ïðåïîäàâà-
íèÿ ìóçûêàëüíî-òåîðåòè÷åñêèõ äèñöèïëèí, â êóðñå ñîëüôåäæèî òåì-
áðîâûé êîìïîíåíò íå ïîëó÷èë àäåêâàòíîãî îòðàæåíèÿ. Äî ñèõ ïîð ýòî –
çàïîâåäíàÿ îáëàñòü.

Òðåáîâàíèÿ âðåìåíè îáó ñëîâëèâàþò íåîáõîäèìîñòü ïåðåñìîòðà
îòíîøåíèÿ ê òåìáðó è äðóãèì êîìïîíåíòàì «èíòîíàöèîííîé ôîðìû» 1

(òåðìèí Âÿ÷åñëàâà Ìåäóøåâñêîãî) êàê îáÿçàòåëüíûì äëÿ èçó÷åíèÿ. Àêòó-
àëüíûì ñòàíîâèòñÿ îïðåäåëåíèå íå òîëüêî ñòóïåíåâîãî çíà÷åíèÿ çâó-
êîâ, èõ äëèòåëüíîñòåé, íî è êà÷åñòâåííûõ ïàðàìåòðîâ çâó÷àíèÿ. Â ýòîé
ñâÿçè ýâîëþöèÿ ñîëüôåäæèî ïðåäñòàâëÿåòñÿ êàê äâèæåíèå îò ðàçâèòèÿ
òîëüêî ïåâ÷åñêèõ íàâûêîâ ê ðàçâèòèþ èíòîíàöèîííîãî ñëóõà, ÷àñòüþ
êîòîðîãî ÿâëÿåòñÿ âîñïðèèì÷èâîñòü ê çâóêîâûì êðàñêàì.

Âíèìàíèå ê òåìáðîâîé âûðàçèòåëüíîñòè, øòðèõàì, ãðîìêîñòíîé
äèíàìèêå – âàæíûé øàã ïî íàëàæèâàíèþ ñâÿçåé ìåæäó äèñöèïëèíîé
ïî âîñïèòàíèþ ñëóõà è ñïåöèàëüíîñòüþ. Ò àêîé àêöåíò íà êà÷åñòâåííûõ
ïàðàìåòðàõ çâó÷àíèÿ âî ìíîãîì èçëå÷èâàåò ýòó òðàäèöèîííóþ äèñöèï-
ëèíó îò âñåì èçâåñòíûõ ïðîáëåì: îòâëå÷åííîñòè çàäà÷, îò÷óæäåííîñòè
îò èñïîëíèòåëüñêîé ïðàêòèêè. ×àøà âåñîâ ìåæäó îðòîäîêñàëüíûì è èñ-
ïîëíèòåëüñêèì ñîëüôåäæèî 2 ïåðåâåøèâàåò â ñòîðîíó ïîñëåäíåãî.

Òðàäèöèîííûé êóðñ ñîëüôåäæèî ïîñòðîåí ïî ëèíèè ó ñëîæíåíèÿ
çâóêîâûñîòíûõ, ëàäîâûõ, ãàðìîíè÷åñêèõ òðóäíîñòåé. Íî òåìáðî-èíòî-

1 Âûñîòíî-ðèòìè÷åñêóþ ñòîðîíó çâó÷àíèÿ Ìåäóøåâñêèé îòíîñèò ê àíàëèòè-
÷åñêîé, à ñòîðîíó , îñíîâàííóþ íà ñëèòíîì èñïîëüçîâàíèè âñåõ ñâîéñòâ ìóçû-
êàëüíîãî ìàòåðèàëà (âûñîòû, ðèòìà, òåìáðà, ðåãèñòðà, ãðîìêîñòè, àðòèêóëÿöèè),
îáîçíà÷àåò êàê «èíòîíàöèîííóþ ôîðìó» (Ìåäóøåâñêèé 1993: 57).

2 Ïîäðîáíåå î íàïðàâëåííîñòè èñïîëíèòåëüñêîãî ñîëüôåäæèî ñì. â ñòàòüå
Ëàðèñû Ëîãèíîâîé (Ëîãèíîâà 2012).
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íàöèîííûå òðóäíîñòè íå òîæäåñòâåííû ëàäî-èíòîíàöèîííûì. ×òî ìî-
æåò ñîáîþ ïðåäñòàâëÿòü øêàëà òåìáðî-èíòîíàöèîííûõ òðóäíîñòåé? Ïðè
åå ðàçðàáîòêå íóæíî èñõîäèòü èç îñíîâíûõ öåëåé è çàäà÷ ðàçâèòèÿ òåì-
áðîâîãî ñëóõà. Èìåííî óìåíèåì îòëè÷èòü îäèí èíñòðóìåíò îò äðóãîãî
÷àùå âñåãî è îãðàíè÷èâàåòñÿ ðàçâèòèå òåìáðîâîãî ñëóõà. Áåçóñëîâíî,
ýòèì çàäà÷è ñîâåðøåíñòâîâàíèÿ ÷óâñòâà çâóêîâîé êðàñêè íå èñ÷åðïû-
âàþòñÿ.

Òåìáð ìîæåò ðàññìàòðèâàòüñÿ â óçêîì ñìûñëå êàê òåìáð èíñòðóìåíòà
èëè ãîëîñà è â øèðîêîì – êàê õàðàêòåð çâó÷àíèÿ, îòðàæàþùèé âëèÿíèå
ðàçëè÷íûõ òåìáðî-îáðàçóþùèõ ôàêòîðîâ. Ñîîòâåòñòâåííî, öåëÿìè è
êðèòåðèÿìè ðàçâèòèÿ òåìáðîâîãî ñëóõà ìîãóò áûòü ñëóõîâîå îñâîåíèå è
ðàñïîçíàâàíèå:
— øèðîêîãî êðóãà ðàçëè÷íûõ òåìáðîâ;
— ãðàäàöèé âíóòðè îäíîãî òåìáðà, âîçíèêàþùèõ â ðåçóëü òàòå äåéñòâèÿ

ðàçëè÷íûõ ðåãèñòðîâûõ, àðòèêóëÿöèîííûõ, äèíàìè÷åñêèõ ó ñëîâèé;
— òåìáðîâûõ ñî÷åòàíèé;
— âçàèìîäåéñòâèé èíñòðóìåíòàëüíîãî òåìáðà ñ äðóãèìè ìóçûêàëüíî-

âûðàçèòåëüíûìè ñðåäñòâàìè.
Òàêèì îáðàçîì, ëèíåéêà òåìáðî-èíòîíàöèîííûõ òðóäíîñòåé äîëæíà

âêëþ÷àòü íå òîëüêî ñëóõîâîå îñâîåíèå òåìáðîâ ñîëèðóþùèõ èíñòðóìåí-
òîâ, èõ ñî÷åòàíèÿ, íî è ÷åðåäîâàíèå ïî âåðòèêàëè, âçàèìîäåéñòâèå èíñòðó-
ìåíòàëüíîãî òåìáðà ñ àðòèêóëÿöèåé, ðåãèñòðîì, ôàêòóðîé, ãàðìîíèåé,
ðèòìîì.

Â êóðñå ñîëüôåäæèî êàê ïðàêòè÷åñêîé äèñöèïëèíû ñïåöèôèêà
îñâîåíèÿ òåìáðî-çâóêîâîãî ìàòåðèàëà çàêëþ÷àåòñÿ â ôîðìèðîâàíèè
îïðåäåëåííûõ ñëóõîâûõ íàâûêîâ. Ñðåäè íèõ: ðàñïîçíàâàíèå òåìáðîâ
îòäåëüíûõ èíñòðóìåíòîâ, âûäåëåíèå ñëóõîì îòäåëüíîãî òåìáðà èç ìíî-
ãîãîëîñíîé òêàíè è äðóãèå.

Ïðè ðàñïîçíàâàíèè èíñòðóìåíòîâ èìåþòñÿ ñâîè òðóäíîñòè, ñðåäè
óñëîæíÿþùèõ ôàêòîðîâ: ñïîñîáû çâóêîèçâëå÷åíèÿ, âëèÿþùèå íà îêðàñêó
çâó÷àíèÿ (con sordino, col legno, ôëàæîëåòû), çâó÷àíèå â êðàéíèõ ðåãèñ-
òðàõ äèàïàçîíà, ñìåíà òåìáðîâ ïðè êàæäîì çâóêå, ñî÷åòàíèÿ òåìáðîâ ïî
ãîðèçîíòàëè è âåðòèêàëè. Åñëè â òåìáðî-ðàçëè÷èòåëüíîì íàâûêå ãëàâ-
íîå – îïðåäåëèòü èíñòðóìåíò , òî ïðè äèôôåðåíöèàöèè íà ñëóõ îäíîãî
èç òåìáðîâ, íàîáîðîò , òåìáð èíñòðóìåíòà ìîæåò çàðàíåå ñîîáùàòüñÿ
ïðåïîäàâàòåëåì. Ïðè ýòîì ñëåäó åò âûÿâèòü îñîáåííîñòè ñîîòíîøåíèÿ
ïàðòèé – ïàðàëëåëüíîå äâèæåíèå, äóáëèðîâàíèå è ò . ï.

Ñ÷èòàåòñÿ, ÷òî ðàçâèòèåì òåìáðîâîãî ñëóõà ìîæíî çàíèìàòüñÿ ïî-
ñðåäñòâîì îäíîé ôîðìû ðàáîòû – òåìáðîâîãî äèêòàíòà. Íî, åñëè ýòó
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ôîðìó ïîíèìàòü êàê îáÿçàòåëüíóþ çàïèñü çâóêîâûñîòíîñòè, òî îíà ïðå-
âðàùàåòñÿ â óñëîæíåííûé çà ñ÷åò ìåíåå çíàêîìûõ òåìáðîâ òðàäèöèîí-
íûé äèêòàíò . Öåëü òåìáðîâîãî äèêòàíòà äðóãàÿ – ñîñðåäîòî÷èòü âíèìàíèå
íà êà÷åñòâåííûõ îñîáåííîñòÿõ çâó÷àíèÿ. Îòñþäà òðåáîâàíèÿ ê ìàòåðèàëó:
êàê ìîæíî áîëåå ðàçíîîáðàçíûé â òåìáðîâîì, àðòèêóëÿöèîííîì, ðåãè-
ñòðîâîì îòíîøåíèè. Ðàçíîñòîðîííåå ïðåäñòàâëåíèå îá èíñòðóìåíòå
ìîæåò ñëîæèòüñÿ, åñëè îí èñïîëüçîâàí â ðàçíûõ ðåãèñòðàõ, ñ ðàçíîé àð-
òèêóëÿöèåé. Êðîìå òîãî, äîëæíû áûòü ïðåäñòàâëåíû ñàìûå ðàçíûå èí-
ñòðóìåíòû. Ê òîìó æå ìû î÷åíü îãðàíè÷èâàåì ìåëîäèè äëÿ äèêòàíòîâ
ðàìêàìè ñðåäíåãî ðåãèñòðà, òåì ñàìûì òåðÿÿ äëÿ ó÷åáíîãî ïðîöåññà  áëà-
ãîäàòíûé, âûðàçèòåëüíûé ìàòåðèàë.

Âíèìàíèå ê òåìáðî-ðèòìó íà ïåðâîì ïëàíå – â òåìáðî-ðèòìè÷åñ-
êèõ äèêòàíòàõ, êîòîðûå äîëæíû ñîäåðæàòü íå òîëüêî ñîëî óäàðíûõ ñ
íåîïðåäåëåííîé âûñîòîé, íî è ïàðòèè èíñòðóìåíòîâ, âûïîëíÿþùèõ
ðèòìè÷åñêóþ ôóíêöèþ.

Óäåëÿòü âíèìàíèå òåìáðîâîìó ðåøåíèþ ìîæíî è ïðè ðàáîòå íàä
òðàäèöèîííûì äèêòàíòîì, ïðè èçó÷åíèè òåì, íå ñâÿçàííûõ íàïðÿìóþ ñ
òåìáðàìè (ðèòìè÷åñêèõ ôèãóð, ëàäîâûõ îñîáåííîñòåé). Âûÿñíåíèå ïðåä-
ïîëàãàåìîãî èíñòðóìåíòà äëÿ èñïîëíåíèÿ äàííîé ìåëîäèè ïîìîæåò
ñíÿòü ðåãèñòðîâûå îøèáêè. Ïðîñëóøèâàíèå æå â îðèãèíàëüíîì çâó÷àíèè
óñèëèò âïå÷àòëåíèå, ñäåëàåò åãî áîëåå ýìîöèîíàëüíûì. ßðêèé â õóäî-
æåñòâåííîì îòíîøåíèè ìàòåðèàë çàïèñûâàåòñÿ ëåã÷å.

Òåìáð – íåíîòèðóåìîå  âûðàçèòåëüíîå ñðåäñòâî, ïîýòîìó â ðàáîòå íàä
òåìáðîì îñîáîå çíà÷åíèå ïðèîáðåòàåò àíàëèç íà ñëóõ. Åñëè îáúåêòîì
ðàññìîòðåíèÿ ñòàíîâèòñÿ èíñòðóìåíòàëüíûé òåìáð è åãî âçàèìîäåéñòâèå
ñ äðóãèìè âûðàçèòåëüíûìè ñðåäñòâàìè, òî òàêîé òèï ñëóõîâîãî àíàëèçà
ìîæíî íàçâàòü òåìáðîâûì. Îí ìîæåò ñîïðîâîæäàòü òåìáðîâûé äèêòàíò
èëè îñóùåñòâëÿòüñÿ áåç çàïèñè íîò.

Â ïðîöåññå òåìáðîâîãî ñëóõîâîãî àíàëèçà âûÿâëÿþòñÿ îñîáåííîñòè
òðàêòîâêè èíñòðóìåíòà, èñïîëüçó åìîé àðòèêóëÿöèè, ðåãèñòðîâîãî ïî-
ëîæåíèÿ. Ïðè ñëóõîâîì àíàëèçå ñî÷åòàíèé èíñòðóìåíòàëüíûõ òåìáðîâ
cëåäóåò ðàçãðàíè÷èâàòü äâå ñèòóàöèè: ñîåäèíåíèå èíñòðóìåíòîâ ëèáî â
ïðîâåäåíèè ìåëîäèè, ëèáî â ðàçëè÷íûõ êîìïîíåíòàõ ôàêòóðû. Â ïðî-
âåäåíèè ìåëîäèè âàæíî âûÿâèòü:
— èíòåðâàëüíîå ñîîòíîøåíèå (â óíèñîí, â äóáëèðîâàíèè â îêòàâó èëè

íåñîâåðøåííûìè èíòåðâàëàìè);
— òåìáðîâîå ñîîòíîøåíèå ïî ñòåïåíè ñëèÿíèÿ (ñìåøàííûé òåìáð, ñ

ïðåâàëèðîâàíèåì îäíîãî èç êîìïîíåíòîâ, ñ ñîõðàíåíèåì õàðàêòåð-
íîãî çâó÷àíèÿ);
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— òåìáðîâîå ñîîòíîøåíèå ðîäñòâåííûõ (îäíîðîäíûõ) èäè íåðîä-
ñòâåííûõ (ðàçíîðîäíûõ) òåìáðîâ.

Ñëóõîâîå îñâîåíèå ïîëèòåìáðîâîãî çâó÷àíèÿ ïðåäïîëàãàåò òàêæå
ðàññìîòðåíèå ôàêòóðíûõ, ðåãèñòðîâûõ, ñïåêòðî-äèíàìè÷åñêèõ ñîîòíî-
øåíèé èíñòðóìåíòàëüíûõ òåìáðîâ. Âîçìîæíà ñëóõîâàÿ äèôôåðåíöèà-
öèÿ òåìáðî-ôàêòóðíûõ êîìïîíåíòîâ îðêåñòðîâîé ôàêòóðû:
— ïî êîëè÷åñòâó (äâóõ-, òðåõ- è ìíîãîêîìïîíåíòíàÿ);
— ïî òåìáðî-ôàêòóðíûì ôóíêöèÿì (ìåëîäèÿ, áàñ, ãàðìîíèÿ, ôèãó-

ðàöèÿ, ïåäàëü);
— ïî òåìáðîâûì ñðåäñòâàì, âûïîëíÿþùèì îïðåäåëåííóþ ôàêòóðíóþ

ôóíêöèþ.

Î÷åâèäíî, ÷òî òåìáðîâûé äèêòàíò – âàæíàÿ ôîðìà, íî îòíþäü íå
åäèíñòâåííàÿ. Òåì áîëåå, ÷òî âíèìàíèå ê òåìáðîâîé ñòîðîíå ìàêñèìàëüíî
îáåñïå÷èâàåòñÿ ïðè ñîõðàíåíèè çâóêîâûñîòíîñòè â êà÷åñòâå èíâàðèàíòà
è èçìåíåíèè òåìáðîâîãî ðåøåíèÿ. Âàæíîå ó ñëîâèå, àêòèâèçèðóþùåå
÷óâñòâî çâóêîâîé êðàñêè – ðàçíîòåìáðîâàÿ ñðåäà, îáèëèå çâóêîêðàñî÷-
íûõ âïå÷àòëåíèé ðàçëè÷íîé ñòèëåâîé ïðèíàäëåæíîñòè. Êðîìå òîãî,
ìîæíî ðåêîìåíäîâàòü òâîð÷åñêèå çàäàíèÿ, ìåæäèñöèïëèíàðíûå ôîðìû
ñâîáîäíîãî îïåðèðîâàíèÿ òåìáðîâûìè ïðåäñòàâëåíèÿìè (ïåðåëîæåíèÿ,
àðàíæèðîâêè è äð.).

Ðàçâèòèå òåìáðîâîãî ñëóõà äîëæíî áûòü ñêâîçíîé çàäà÷åé íà âñåõ
ýòàïàõ ìóçûêàëüíîãî îáðàçîâàíèÿ ñ ðåøåíèåì çàäà÷, ñîîòâåòñòâóþùèõ
êàæäîìó èç íèõ. Ñëåäóåò ó÷èòûâàòü è ñïåöèôèêó òåìáðîâîãî âîñïðèÿòèÿ
ó ìóçûêàíòîâ ðàçëè÷íûõ ñïåöèàëüíîñòåé. Ó ïèàíèñòîâ ëó÷øå ðàçâèò
ôàêòóðíûé, ðåãèñòðîâûé ñëóõ; îíè ëåïÿò  çâó÷àíèå áåç îïîðû íà ðàçíî-
îáðàçèå èíñòðóìåíòàëüíûõ òåìáðîâ. Ïîýòîìó äàííàÿ ñòîðîíà, êàê ïðà-
âèëî, îòñòàåò â ðàçâèòèè. Íàïðîòèâ, äëÿ êîìïîçèòîðîâ, äèðèæåðîâ-ñèì-
ôîíèñòîâ èíñòðóìåíòàëüíûé òåìáð çàíèìàåò ïåðâóþ ïîçèöèþ â èåðàð-
õèè âûðàçèòåëüíûõ ñðåäñòâ. Ðàáîòà ñ ó÷åáíûì ìàòåðèàëîì â îðèãèíàëüíîì
çâó÷àíèè äëÿ íèõ îáÿçàòåëüíà. Ñëåäîâàòåëüíî, ïðè ðàçâèòèè òåìáðîâîãî
ñëóõà ñëåäóåò ó÷èòûâàòü êàê ñèëüíûå, òàê è ìåíåå ðàçâèòûå ñòîðîíû òåì-
áðîâîé âîñïðèèì÷èâîñòè.

Ê îòäåëüíûì ýëåìåíòàì ìóçûêàëüíîãî ÿçûêà êàê îáúåêòàì èçó÷å-
íèÿ – ëàäó, ðèòìó, ãàðìîíèè è ôàêòóðå – äîëæåí ïðèáàâèòüñÿ òåìáð. Âî
èçáåæàíèå îäíîñòîðîííåãî ðàçâèòèÿ ìóçûêàëüíî-ñëóõîâûõ ñïîñîáíîñ-
òåé íåîáõîäèìî âîâëå÷ü â îðáèòó âíèìàíèÿ ñîâåðøåíñòâîâàíèå âàæíåé-
øåãî êà÷åñòâà ëþáîãî ìóçûêàíòà – òåìáðîâîãî ñëóõà.
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Timbre Hearing: Strategy and Approaches

Tatiana Litvinova

Summary

Timbre hearing is one of the most important components of auditory
development of a performing musician. In the composer activity, the whole
20th century stayed under the sign of timbre. However, in the ear-training
course within the practice of teaching musical-theoretical disciplines, the
timbre component has not been adequately involved, so far representing a
sort of reserved area.

The developed ear-hearing course is built on the principles of increasing
pitch, modal and harmonic difficulties. However, timbre-intonational diffi-
culties are not similar to modal-intonational ones. When developing such a
scale, one should proceed from basic tasks and goals of timbre hearing deve-
lopment.

Strictly, timbre may be considered as that of an instrument or voice,
while in the broad sense it is the sound character showing influence of various
timbre-creating factors. Therefore, the goals and criteria of timbre hearing
development can be learning and recognition of:
— a wide range of various timbres;
— gradations within one timbre resulting from various register, articulation

or dynamic conditions;
— timbre combinations;
— interactions of an instrument timbre with other musical means of expres-

sion.

The scale of timbre-intonational difficulties showing the order of study
thereof should include not only auditory recognition of timbres of solo instru-
ments but also their vertical alternation, interaction of instrumental timbres
with articulation, register, texture, harmony, and rhythm.

Sound properties of instrumental combinations very much depend on
correlation of intervals: duplication of the melodic line in unison, in an octave,
with imperfect consonances, etc. Auditory perception of polytimbre sounding
also implies study of texture, register, spectral and dynamic correlations of
instrumental timbres. There can also be auditory differentiation of timbre-
texture components of the orchestral music:
— by number (two-, three- and multicomponent);
— by timbre-texture functions (melody, bass, harmony, figuration, pedal);
— by timbre means performing particular texture function.
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The demands of the time we live in make it necessary to review our atti-
tude to timbre and other components of the “intonational form” (Vyacheslav
Medushevsky’s term – Ìåäóøåâñêèé  1993) to consider them mandatory
for studying. It is being actual nowadays to determine not only gradation
meaning or lengths but also qualitative parameters of sounding. “It is neces-
sary to pay as much attention to expression as we do to notes” – these words
of Lilias Mackinnon, author of a well-known book, about piano performance
(Ìàêêèíîí 1967) are becoming a motto of sol-fa nowadays.
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Abstract

The article acts as the compilation of the theses for the use of test
measurements in the diagnosis of musical aptitudes and the willingness to
take musical improvisation (harmonic and rhythm). The author believes
that only the application of objective tests contributes to a fair and accurate
recognition of musical ability in order to outline the optimal strategy for
teaching and learning of music. The author also depicts the possibilities of
musical achievements survey (musical attributes) through the rating scales.
Measurement is objective and evaluation is subjective. Without measurement
beforehand, a suitable evaluation would probably have been happenstance.
The main purposes of testing include (among other things): selecting in the
course of quantity research the most outstanding pupils to participate in
extended musical activities, discovering pupil’s strong points and weaknesses,
adjusting the educational actions to the individual needs of a pupil within
the frames of general musical education, qualifying pupils to participate in
musical groups and individual lessons, helping a teacher to teach and a pupil
to learn, identifying a (not only) talented pupil with the aim of adjusting the
teaching programme to the pupil’s individual possibilities, using the objective
survey instead of subjective grade, and so on. Selectively, the author describes
the following tests: Audie, Am I Musical? Discover Your Music Potential,
Intermediate Measures of Music Audiation, Musical Aptitude Profile , Har-
monic Improvisation Readiness Record & Rhythm Improvisation Readiness
Record, Iowa Test of Music Literacy and Instrument Test Timbre Preference,
Advanced Measures of Music Audiation by Edwin E. Gordon. In addition
to this the author discusses the scales estimated to measure music achieve-
ments (vocal performance, instrument performance and, for example, impro-
visation performance). Rating scale is the technique of measuring/sampling
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pupils’ musical achievements/aptitudes performances. Usually it is multi-
dimensional and it can be multi-levelled.

Key words:  musical aptitude testing, measurement of musical abilities,
rating scales and their usage, objective research, evaluation in music education.

Instead introduction1

In the educational perspective, the assumed objectivity of education is
related to the issue of didactic survey of both musical aptitudes and achieve-
ments. There are some general intelligence quotient tests measuring the indica-
tors of human intellectual aptitudes, some tests measuring mental and manual
aptitudes and concurrently the musical psychometrics develops (Walker &
Soltis 2000: 99–100). The test methods generally deduce on the subject
psychological features out of its particular creations and activities. The tests
measuring aptitudes – musical in particular – are used mainly for the selective
and prognostic purposes, they help to identify the person’s possibilities and
to choose the directions of further, likely interactions (Wierszyùowski 1979:
175–179) as well as the optimal strategies of teaching/learning. Unusual in
Polish environment, the strategy of musical aptitudes and achievements survey
is presented by Edwin E. Gordon (1986, 1989, 1995, 1998, 1999, 2003,
2004) along with a series of various objective tests: musical aptitudes2, instru-
ment timbre preference3, willingness (or readiness) to take musical improvi-
sation4, audiation achievements5 and also the rating scales to measure the
musical achievements (Gordon 2002). Due to dichotomous division of the
musical aptitude into developing and stabilised ones, Edwin E. Gordon created
a series of tests adjusting to this differentiation. The first group includes the
tests measuring the musical aptitudes which according to the assumptions
of music learning theory develop until the age of nine and they are the subject

1 Some of the described tests I have discussed, in the context of general music
education, in the scientific article Testy Edwina E. Gordona w identyfikacji ucznia
(nie tylko) zdolnego (Koùodziejski 2012b).

2 Audie, Am I Musical? Discover Your Music Potential, Intermediate Measures
of Music Audiation , Musical Aptitude Profile , and Advanced Measures of Music
Audiation  by Edwin E. Gordon.

3 Instrument Timbre Preference Test by Edwin E. Gordon.
4 Harmonic Improvisation Readiness Record & Rhythm Improvisation Readiness

Record by Edwin E. Gordon.
5 Iowa Test of Music Literacy by Edwin E. Gordon.
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of periodical surveys (even every six months). After the age of nine the musical
aptitude does stabilise and owing to this fact it can be surveyed only once.
To sample the musical aptitudes only the standard tests are used, whereas
the musical achievements are sampled with the appropriate rating scales
(continuous, additive and numeric) with the most possibly objective purpose
of establishing a child’s actual musical achievements level in accordance
with their individual profile of musical intelligence in idiographical and
prescriptive dimension.

Purposes of testing in artistic education (especially music education)

The main purposes of testing include:
— selecting – in the course of quantity research – the most outstanding

pupils to participate in extended musical activities,
— discovering pupil’s strong points and weaknesses,
— adjusting the educational actions to the individual needs of a pupil within

the frames of general musical education,
— qualifying pupils to participate in musical groups and individual lessons,
— helping a teacher to teach (Gordon 1997: 18–21; idem 1999b: 409)

and a pupil to learn,
— identifying a (not only) talented pupil with the aim of adjusting the

teaching programme to the pupil’s individual possibilities,
— using the objective survey instead of subjective grade (Gordon 1999b:

410–411),
— appropriate intentional musical guidance and conscious education in

compliance with pupils’ capacity leading to musical achievements regar-
ding their potential understood as the combination of inborn inclination
determining the acquisition of achievements/aptitudes/competences,

— designing the authentic evaluation so that a pupil’s individual progress
can be measured with relation to the programme frames,

— delivering information with the purpose of comparing a pupil’s develop-
ment line with the context of their own possibilities against their class
(Brophy 2000: 64) – also with the context of recognition of a different
profile of multiple intelligences,

— protection against e x a g g e r a t e d  e x p e c t a t i o n s of parents and
over-ambitious teachers,

— deep analysis of musical aptitude and the verification of acquired this
way reliable information against the knowledge arising from a child’s
observation at school and at home,
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— projecting compensating activities against other aptitudes,
— possibility of comparing pupils’ aptitudes with their peers which brings

significant information of the quantity type thus completing the survey
with quality data,

— objective evaluation of a pupil’s progress in the domain of musical educa-
tion (Gordon 1999a: 80–82) along with the evaluation of educational
aims with keeping the pupils’ subjectivity (comp. Oelszlaeger 2002),

— aligning the educational chances and creative guidance of pupils’ deve-
lopment (comp. Hudáková & Bystr á 2011),

— eliminating educational relics in form of the teachers’ common know-
ledge on inability of educational needs adjustment to a pupil’s inclina-
tions,

— defining the level of individual differences and, as a result, planning the
individual teaching and upgrading pedagogical work (Kotarska & Ka-
miñska 1990: 97–98; Niemierko 1975: 34; Brzeziñski 2002; Ferguson&
Takane 2004; Ùobocki 2000),

— optimising the educational system in various scopes and phases with
the diagnostic research enabling to constant control of its functioning
(Kotarska & Kamiñska 1984: 12).

Selected tests

Among the tests related to musical aptitude survey by Edwin E. Gordon,
one has to highlight especially the ones which are used in general education.
See the table below with the suggested tests.

Table 1.
Tests list

Test name: General purpose: Target group:
1 2 3

Audie Discovery of a child’s musical 3–4 years old
(melody and rhythm) potential

Am I Musical? Discovery of a child’s musical From 7 to 12 years
Music Audiation potential in terms of melody, old and from 13
Games rhythm and harmony and more
Intermediate Diagnosis of elementary musical Kindergarten (pre-school)
Measures of aptitudes developing: tonal and children and children from
Music Audiation rhythm classes 1–3 of primary

school but not older than
the age of 9
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1 2 3
Musical Aptitude Objective evaluation of stabilised Children since class four
Profile musical aptitudes: melody and of general primary school,

harmony, rate and metre, copulas, adults, musicians and
styles and phrasing; projecting non-musicians
musical activeness in accordance
with musical potential, identifying
a talented pupil

Harmonic Impro-
Defining willingness to takevisation Readiness
harmony/ rhythm improvisation,Record
observing the progress in achie-

Pupils from classes 1–3,
Rhythm Impro-

ving the willingness to take
school teenagers, adults

visation Readiness
musical improvisationRecord

Advanced Defining the level of basic musicalStudents, musicians and
Measures of aptitudes stabilised, tonal and non-musicians
Music Audiation rhythm

Source: own elaboration based on Gordon (Gordon 1986, 1989, 1995, 1998a, 1998b,
2003, 2004).

A u d i e  is a musical game designed to help a parent analyse and under-
stand the musical aptitudes of a three- and four-year-old child. The knowledge
of the child’s possibilities is a tool enabling to design some activities oriented
at the increase of the child’s musical potential. Its results provide the infor-
mation on individual needs of a child in the area of music. Audie (Tonal and
Rhythm subtests) is a kind of a play which a child wants to play by themselves
or with his or her parent. Understanding how Audie works is the key to
effective use of test-play (Gordon 1989b: 1).

A m  I  M u s i c a l ?  D i s c o v e r  Y o u r  M u s i c  P o t e n t i a l .  M u s i c
A u d i a t i o n  G a m e s – test (musical game) consisting of two parts: the
first one Adult Game is for persons of 13 of age and older; the other one
Young Game is for persons of 12 of age and younger. Should one of the
games be too easy, the other one should be used. The whole test lasts approxi-
mately 12 minutes (not longer) and consists of 40 questions/inquiries in
each of the games. The Adult Game is about comparing so-called Model
Song (here: the pattern melody) to another melody. The person under the
test has to indicate whether the melody performed as the second one is the
same as the pattern melody or whether it differs against the pattern melody
in terms of intonation, rhythm or harmony. The Youth Game deals with
telling the difference between the pattern melody and another melody in the
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sampled pair without defining difference details. The purpose of this test is
to be provided with the information on musicality or lack of it (Gordon
2003: 17–20).

Intermediate Measures of Music Audiation (IMMA) test measures two
basic elements of a musical aptitude: tonal and rhythm aptitudes. Tasks
include recordings of short phrases played from a CD, used in a group test.
IMMA test is used for the following purposes:
— to periodically assess and compare melodic and rhythm talents in children–

idiographic analysis,
— to identify talented children who could receive additional musical educa-

tion in music bands at school, at dance classes, or musical instrument
classes, and

— to periodically compare tonal and rhythm musical aptitudes in same
age children – normative analysis (Koùodziejski 2010: 50).

Another tool used in the research quoted is Musical Aptitude Profile
(MAP) by Edwin E. Gordon. The test is an advanced perceptive tool to measure
stabilised aptitudes and is aimed at 4th to 12 th-grade children in American
schools and in Poland, the test is recommended starting from the fourth year
of the primary school. The profile is made up of three parts: Tonal Imagery
Test (includes Melody and Harmony tests), Rhythm Imagery Test (includes
Tempo and Metre subtests) and Musical Sensitivity Test (includes 3 subtests:
Phrasing, Balance and Style). MAP measures three basic components of a
musical aptitude such as musical sensitivity, aural perception and kinaesthetic
musical feeling. The main aim of the test is to provide an objective assessment
of musical aptitude in pupils, based on an analysis of the profiles of specific
results of the test parts. The test requires no musical preparation and may be
used to test people with different levels of musical aptitude (Kotarska &
Bogdan 1980: 5–13).

Readiness for harmonic and rhythm improvisation was studied using
two research tools: Harmonic Improvisation Readiness Record (HIRR) and
Rhythm Improvisation Readiness Record (RIRR) developed by Edwin E.
Gordon. The results of HIRR and RIRR may be used for the following
specific purposes:
— to determine objectively whether a given student has the required harmo-

nic and rhythm readiness to develop his or her improvisation skill;
— to show which type of methodological influence preparing for impro-

visation is most useful for students who attained their harmonic and
rhythm readiness and ones who haven’t yet;
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— to help the teacher adapt the improvisation teaching method to individual
musical differences between every single student’s level, harmonic and
rhythm readiness (Gordon 1998a: 5; Koùodziejski 2010: 51).

The Advanced Measures of Music Audiation (AMMA) was published
first time in 1989 in USA (Gordon 1989). There was no intent to use the test
results to deny applicants admission to music programs in institution of
higher education (Gordon 2004: 7). The Advanced Measures of Music
Audiation  test used in the research diagnoses the stabilised musical aptitude
and contains two subtests: T o n a l  s u b t e s t  a n d  R h y t h m  s u b t e s t.
The results obtained from the test may be used for the following purposes:
— as a partial recruitment criterion for higher musical or non-musical

education institutions (where education is provided to future music
teachers),

— to identify talented students who may achieve high standards in music
aware of the fact. The knowledge of the student’s actual potential in
terms of musical aptitudes may help in designing a proper curriculum
which may lead the student to achieve more than suggested by his or
her potential, because work that takes account of individual differences
includes many variable characteristics of individuals who are unique by
nature,

— to establish objective and attainable expectations for musical achieve-
ment of graduates of musical and non-musical faculties at universities,

— to adjust music teaching to private lessons, group teaching in a school
class or work with a musical band, to individual differences in musical
aptitudes between students,

— to allocate students to relevant music classes/groups/individual classes
whose curricula are designed in such a way as to address individual
musical needs,

— as an aid for secondary school and university students in making deci-
sions concerning their professional careers (Gordon 1989a: 7),

— to begin research into the interrelation between musical aptitude and
achievement in foreign languages, school subjects and musical achieve-
ment (Koùodziejski 2010: 50–51).

Selected scales

In order to measure the musical achievements appropriate rating scales
must be used which should be prepared individually by teachers (Gordon
1999b: 429). It gives the possibility of diagnosing and noting the progress of
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a particular pupil and the whole class. Despite the fact that the words ‘survey’
and ‘evaluation’ are used as synonyms by some teachers, the difference,
however, between these two is in the meaning ‘subjective’ (evaluation and
assessment) against ‘objective’ (survey) (Gordon 2002: 5–6). Rating scale is
the technique of measuring/sampling pupils’ musical achievements/aptitudes/
performances. Usually it is multi-dimensional and it can be multi-levelled.
Edwin E. Gordon distinguishes three types of rating scales (Gordon 2002:
51) used to measure the musical achievements:
— c o n t i n u o u s;
— a d d i t i v e ;
— n u m e r i c a l (Gordon 2002: 15; Koùodziejski 2009: 60–80).

According to Edwin E. Gordon, there are various ways of designing a
rating scale:
— a rating scale may have one or more dimensions,
— there may be any number of criteria in a dimension,
— the same rating scale may be used at the beginning and also at the end

of instruction. That is, the same rating scale may be used repetitiously,
— different rating scales may be used at the beginning of instruction and

at the end of instruction,
— some dimensions of rating scale may be used at the beginning of instruc-

tion and the same dimensions may be used at the end of instruction in
the same or adjacent school grades. That is, the second set of dimension
rather than the first set,

— a rating scale may be designed to measure vocal performance or instru-
mental performance,

— one teacher may be intended to serve as the sole judge when using a
rating scale,

— two or more teachers may be intended to serve as multiple judges when
using a rating scale (Gordon 2002: 25–26).

There are five dimensions related to the scales of a survey used to evaluate
the musical achievements: t o n a l  d i m e n s i o n ,  r h y t h m  d i m e n s i o n ,
e x p r e s s i o n  d i m e n s i o n ,  i m p r o v i s a t i o n  d i m e n s i o n  a n d  t e c h-
n i c a l  d i m e n s i o n. Within the dimension frames there are various criteria,
like tonality (scale), major or minor (key), macro-bits (i.e. quarter notes in
meter 2

4
), micro-bits (i.e. eights in meter 2

4
), usual meter (i.e. 2

4
, 3

4
, 4

4
, 6

8
),

unusual meter (5
8
, 5

4
) (Gordon 2002: 25–26). The survey is performed through

the selection of criteria in one dimension which means that the criteria depend
upon one another due to the continuous(increasing) difficulty of the task. In
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case, considering the aforementioned conditions, it is not possible, there
actually happens to be evaluation but not a reliable survey.

Table 2.
The example of continuous rating scales

Dimension: Tonal achievement
5 – performs chromatic patterns (such as fa–fi–so and do–te–la)
4 – performs tonic, dominant, and subdominant patterns (fa–la–do)

Criteria 3 – performs dominant function patterns (so–ti–re–fa)
2 – performs tonic function patterns (do–mi–do)
1 – performs the tonic (do)

Source: Gordon 2002: 16.

Another scale is semantic differential scale. I do recommend this scale
to be used to sample the vocal possibilities of a child during the process of
recruitment to a school choir or a vocal band. The scale generally relates on
juxtaposing a series of simple binary scales. While creating such a scale, one
has to remember about selecting 10–146 pairs of opposite adjectival terms,
elaborating the answer sheet with the use of rating scales and having completed
the research, to analyse the results (Sagan 2004: 83–87). See the example of
such a scale below.

Table 3.
Example of semantic differential scale used to sample

a child’s vocal during the recruitment to the school choir

7 6 5 4 3 2 1
confident - - - - - - - doubtful

sharp - - - - - - - dull
thin - - - - - - - thick

clear - - - - - - - unclear
light - - - - - - - dark

smooth - - - - - - - hoarse
vibrating - - - - - - - deaf

Source: own elaboration.

According to Edwin E. Gordon (quote Koùodziejski 2012a: 284–289),
the verbal terms: ‘excellent’, ‘good’, ‘average’, ‘satisfactory’, ‘poor’ do not

6 In this example only seven pairs of adjectives were used.
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represent the continuous criteria of survey but serve as examples of evaluation
which neither brings any detailed information on pupil’s achievements nor
the useful hints regarding what the pupil can or cannot. It is the traditional
evaluation that can be observed on a daily educational basis at the lessons of
musical education. Another proposal directed to the creative teachers is the
evaluation technique – the use of numerical rating scale.

Table 4.
The example of numerical rating scale

Dimension: Intonation

Criterion: 0 1 2 3 4 5 6 7 8 9 10

Poor Average Excellent

Source: Gordon 2002: 17.

The next of the scales (called the additive scale) is a scale in which all of
five criteria are evaluated. The sum of the particular grades gives the pupil’s
result in the defined dimension (tonal, rhythm or improvisational). To grade,
teacher uses the scale from 0 to 5. The additive scale is one of the least
reliable (Gordon 2002: 17), but its quality is significant enough. See below
the example of additive rating scale in tonal dimension.

Table 5.
The example of additive rating scale

Dimension: Tonal achievement
performs with good intonation
performs with acceptable tone quality

Criteria performs with appropriate vibrato
performs with adequate breath control
performs with few or no errors

Source: Gordon 2002: 16.

Conclusion

According to Lew S. Wygotski (Wygotski 2002: 89), “[..] each diagnosis
should be based on critical and careful explanation of data received from
various sources”, therefore it is so essential to control the results of the survey
against the usage of other sources with the information on a pupil – family
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background, teachers’ own observations and the pupil’s self-assessment (see
and comp.: Koùodziejski 2009; Trzos 2011). However, it has to be remem-
bered that the unconstrained over-use of the test results can result in (1)false
interpretation of numeral data, (2) the feeling of guilt and the fear of being
accused of disregarding the available numeral data, (3) using the similarity
rule where there is an inclination to consider people similar to us to be intel-
ligent, (4) excessive reliance on numeral data (Sternberg & Spear-Swerling
2003: 20–21). We have to remember, that, according to Edwin E. Gordon,
measurement is objective and evaluation is subjective. Without measurement
beforehand, a suitable evaluation would probably have been happenstance
(Gordon 2008: 99).

Testi un reitinga skalas mûzikas spçju un sasniegumu izpçtç:
profesionâlâs izglîtîbas metodes un rîkus pârlûkojot

Macejs Kolodzejskis

Kopsavilkums

Raksts ietver idejas, kas varçtu noderçt, izstrâdâjot testus mûzikas un
jo îpaði improvizâcijas spçju (harmonijas, ritma jomâ) noteikðanai. Autors
ir pârliecinâts, ka tikai objektîvi testi ïauj taisnîgi un precîzi noteikt muzikâlo
apdâvinâtîbu un lîdz ar to izraudzîties paòçmienus mûzikas mâcîðanai un
mâcîbâm. Raksta gaitâ arî pçtîts, kâ sasniegumus mûzikâ var atspoguïot
reitinga skalas. Jâatceras bieþi sastopamas kïûdas to lietojumâ: nepareiza
skaitlisko lielumu interpretâcija; vainas sajûta, kas izpauþas kâ centieni ignorçt
iegûtos skaitliskos datus; lîdzîbas likumsakarîba, resp., kârdinâjums atzît
par labiem tos skolçnus, kas kaut kâdâ aspektâ lîdzinâs mums paðiem; to
vai citu skaitlisko râdîtâju nozîmes pârspîlçðana (Sternberg & Spear-Swerling
2003: 20–21). Konkrçtu parametru mçrîðana ir objektîva, taèu pats vçrtçðanas
process – subjektîvs (Gordon 2008: 99). Tâtad, ja mçrîðana netiek izmantota,
vçrtçjumos var bût pârâk liels nejauðîbas îpatsvars.

Edvîna E. Gordona izstrâdâtie testi iedalâmi divâs grupâs. Pirmâ grupa
ietver testus mûzikas spçju noteikðanai; saskaòâ ar viòa teoriju, tâs visinten-
sîvâk attîstâs, lîdz bçrns sasniedzis deviòu gadu vecumu, un ðajâ laikâ jâmçra
ïoti bieþi (pat reizi seðos mçneðos). Pçc deviòu gadu vecuma mûzikas spçju
lîmenis stabilizçjas, un ir lietderîgi izmantot daþâdas reitinga skalas skolçna
muzikâlo sasniegumu mçrîðanai.
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Testçðanas galvenie mçríi cita starpâ ir:
— kvantitatîvâ pçtîjuma gaitâ atlasît spçjîgâkos skolçnus un iesaistît viòus

padziïinâtâs mûzikas nodarbîbâs,
— atklât skolçnu stiprâs un vâjâs vietas,
— ievçrojot mûzikas izglîtîbas vispârçjâs nostâdnes, koriìçt darbu saskaòâ

ar skolçna individuâlajâm vajadzîbâm,
— sagatavot skolçnus mûzikas nodarbîbâm grupâs un individuâlâ apmâ-

cîbâ; utt.

Autors izlases veidâ apraksta vairâkus testus, ko izstrâdâjis Edvîns E.
Gordons: Audie [spçle], Vai esmu muzikâls? Atklâj savu mûzikas potenciâlu,
Vidçjâ lîmeòa mçrîjumi mûzikas iztçles noteikðanai, Mûzikas spçju profils,
Gatavîba harmoniskai improvizâcijai & Gatavîba ritma improvizâcijai,  Jovas
mûzikas kompetences tests, Instrumentu tembru prioritâðu tests, Paplaðinâtie
mûzikas iztçles mçrîjumi. Autors arî analizç, kâdas reitinga skalas lietot,
mçrot sasniegumus daþâdâs mûzikas jomâs (vokâlajâ, instrumentâlajâ atska-
òojumâ un, piemçram, improvizâcijâ). Reitinga skalas piedâvâ tehniku, kâ
izmçrît skolçna muzikâlâs spçjas un sasniegumus. Parasti tâs ir daudzdimen-
sionâlas un, iespçjams, arî daudzlîmeòu skalas.

A t s l ç g v â r d i :  muzikâlo spçju testçðana, muzikâlo spçju mçrîjumi,
reitinga skalas un to lietojums, objektîvs pçtîjums, vçrtçðana mûzikas izglîtîbâ.
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