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PRIEKÐVÂRDS

Krâjumâ ietverto 29 zinâtnisko rakstu pamatâ ir referâti, kas 2012. gada
maijâ nolasîti Daugavpils Universitâtes Mûzikas un mâkslu fakultâtes orga-
nizçtajâ gadskârtçjâ zinâtniskajâ konferencç. Konference ðoreiz bija ieinte-
resçjusi jo îpaði plaðu daþâdu valstu un institûciju pçtnieku loku. Lietuvas
muzikologu vidû bija kolçìi no Lietuvas mûzikas un teâtra akadçmijas, Lite-
ratûras un folkloras institûta, Pedagoìijas universitâtes, Vîtauta Lielâ univer-
sitâtes Kauòâ un Klaipçdas universitâtes; savukârt Latviju pârstâvçja Jâzepa
Vîtola Latvijas Mûzikas akadçmijas, Kultûras akadçmijas, Rîgas Pedagoìijas
un izglîtîbas vadîbas akadçmijas, Daugavpils Universitâtes un Ekonomikas
un kultûras augstskolas mâcîbspçki un doktoranti. Uzstâjâs arî kolçìi no
Sanktpçterburgas N. Rimska-Korsakova Valsts konservatorijas un A.Her-
cena Krievijas Valsts Pedagoìijas universitâtes, A. Glazunova Petrozavodskas
Valsts konservatorijas, Krasnodaras Valsts Kultûras un Mâkslu universitâtes,
Astrahaòas Valsts konservatorijas un Volgogradas Valsts Mâkslu un Kultûras
institûta. Atseviðíi pçtnieki pârstâvçja Baltkrievijas Nacionâlo Zinâtòu
akadçmiju, Harkovas Humanitârâs Pedagoìijas akadçmiju Ukrainâ, Lodzas
Mûzikas akadçmiju Polijâ un Rîdingas Universitâti Lielbritânijâ. Jau kuplais
dalîbnieku pulks vien ïauj apjaust, ka gana ietilpîgs bijis arî konferencç risinâto
zinâtnisko problçmu loks. Referâtu tematiskâ daudzveidîba uzskatâma par
Daugavpils foruma raksturîgu iezîmi, un to atspoguïo arî jaunais zinâtnisko
rakstu izdevums.

Tradicionâlâs mûzikas  pçtniecîbai veltîta lietuvieðu muzikologu rakstu
kopa. Autoru intereses sniedzas no plaði tvertas problçmikas, piemçram,
tradicionâlo, modificçto un modernizçto koncertinstrumentu attiecîbâm
(R. Apanaviès) lîdz konkrçtu instrumentu – dûdu (R. Þarskiene) un Suvalkijas
tipa kankïu (V. Palubinskiene) – vçstures un funkcionçðanas pçtniecîbai.
Sinkrçtiska þanra – Vastlâvja (Meteòa) folkloras – muzikâlâs daïas izpçtei
Þemaitijas reìionâ veltîts L. Petroðienes raksts. Pirmo reizi sîkâk aplûkota
padomju reþîma izsûtîto lietuvieðu vijolnieku un vijoïmeistaru darbîba Sibîrijâ
20. gadsimta 40.–50. gados (G. Kirdiene). Tradicionâlâs kultûras izpausmes
skatîtas daþâdu nâciju un reìionu tautas mâkslas mijsakaros, balstoties uz
izsmeïoðâm arhîvu fondos un lauka pçtîjumos iegûtâm ziòâm.

Mûzikas vçstures sadaïâ nosacîti noðíiramas vairâkas rakstu grupas.
Vienu no tâm varçtu dçvçt par panorâmas tipa pçtîjumiem. Ðos rakstus
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iepazîstot, gûstam priekðstatu par oríestra mûzikas kopainu un simfonisko
þanru proporcijâm latvieðu mûzikâ (J. Ïebedeva). Uzzinâm, ka Lietuvâ, tâpat
kâ Rietumeiropâ (un arî Latvijâ), 19. gadsimta pçdçjâ treðdaïâ un 20.gad-
simta sâkumâ ieviesâs un nostiprinâjâs romantiskâ stila çrìeïbûve (E.Ðedu-
kîte-Koriene). Vçrojam, kâ latvieðu kultûrvidç ðajâ pat periodâ pakâpeniski
veidojâs instrumentâlâs kamermuzicçðanas radîcijas, ar kurâm jaunâs un
vidçjâs paaudzes mâkslinieki jau 20. gadsimta sâkumâ spçja iekïauties mo-
dernâs Eiropas kultûras procesos (L. Pçtersone). Mûzikas estçtikas sadaïâ
ðâdu panorâmisku skata punktu iezîmç apcere par komponista personîbas
un viòa radîto skaòdarbu mijsakariem (L. Kazanceva), arî pârdomas par
laika, vietas un darbîbas vienotîbu mûzikâ (Ò. Bergere).

Vçstures sadaïâ ietverto rakstu otra grupa piedâvâ kâda noteikta vçstures
perioda kopainâ ieskatîties caur viena þanra prizmu – pçtot, kâ Alfrçda
Kalniòa vokâlâ kamermûzika vçrtçta 20. gs. sâkuma krievu un vâcu presç
(B. Jaunslaviete), aplûkojot novatorâs iezîmes latvieðu 20. gs. 60. gadu kino-
mûzikâ (Z. Saulîte), analizçjot baltkrievu kormûzikas attîstîbas tendences
(G. Cmiga), sniedzot priekðstatu par somu skaòumâkslas kopainu 20. gs.
otrajâ pusç simfoniskâs (I. Koposova) un vokâlâs kamermûzikas þanrâ (I.Gor-
naja). Turklât zîmîgi, ka, neraugoties uz reìionâlajâm atðíirîbâm, visai spilgti
iezîmçjas vairâku pçtniecisko rakursu sasauksme: daþâdos aspektos vçstîts
par nacionâlâs un vispâreiropeiskâs pasaulizjûtas mijiedarbi, par folkloras
un laikmetîguma krustpunktiem, par laikmetîgâs mûzikas valodas pastip-
rinâtu apguvi Baltijas reìiona valstîs divos vçstures periodos – vispirms 20.gs.
sâkumâ un vçlâk, pçc pusgadsimta – 60. gados.

Sadaïâ Mûzikas estçtika un teorija iezîmçjas vairâki savstarpçji kores-
pondçjoði raksti, kurus vieno subtçma muzikoloìija ârzemçs . Tâ ðobrîd ir
neapðaubâmi aktuâla, jo paplaðina redzesloku, ïauj paraudzîties uz mûzikas
analîzes problçmâm no citiem skatu punktiem – uz þanru skaidrojumu
(I. Bûdeniece), uz harmonijas sistçmâm (Ç. Daugulis), uz faktûras risinâjumu
daudzveidîgâm izpausmçm laikmetîgajâ mûzikâ (D. Zandberga). Cita, starp-
disciplinâras ievirzes subtçma ir daþâdu mâkslu aktîva mijiedarbe. Tai veltîts
A. Vecumnieka pçtîjums par teatralitâti mûzikâ un I. Gailes raksts par skaòas
dizaina veidoðanu laikmetîgâs dejas izrâdç.

Un, kâ jau parasti, caur muzikologu rakstîtajâm rindâm lasîtâju uzrunâ
komponisti un viòu skaòdarbi , raisot vçlçðanos ðo mûziku paðam iepazît.
Noklausîties, piemçram, kopð 1922. gada Vînç dzîvojuðâ ukraiòu komponista
Sergeja Bortkevièa vçlînâ romantisma stilistikâ izturçto Klavierkoncertu
kreisajai rokai, kuru abu pasaules karu starplaikâ daudzos koncertos spçlçjis
slavenais pianists Pauls Vitgenðteins (N. Franke). No jauna iedziïinâties
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R. Ðtrausa Salomes vçstîjumâ, lûkojot tur saklausît eksistenciâlas mistçrijas
koncepciju un rituâlu simboliku (A. Predoïaka). Iepazît dzejas un mûzikas
savdabîgâs mijiedarbes formas Georgija Sviridova kormûzikâ (O.Aleksan-
drova). Pârbaudît dzîvajâ klausîjumâ idejas, kuras Grigorija Korèmara
klavierkoncertâ fantâzijâ Edvarda Grîga pasaulç saklausîjuði tâ vçrîgie
analizçtâji (M. Èernaja un S. Kurnosova). Pârliecinâties, cik no teorçtiskajâ
analîzç atsegtajâm ritma organizâcijas finesçm ir reâli saklausâmas L. Nono
skaòdarbâ Il canto sospeso (J. Okuòeva), kâdi muzikâlie zemteksti Svçto
Rakstu zîmju tulkojumâ iekodçti  lietuvieðu komponistu sakrâlajâs partitûrâs
(V. Tumasoniene).

Apjomâ pieticîgâka, tomçr gana daudzveidîga ir atskaòotâjmâkslai un
mûzikas pedagoìijai veltîtâ sadaïa. Te apcerçta klasiskâ mantojuma inter-
pretâcijas problçmika (G. Zavadska), izcilu personîbu iedvesmojoðâ loma
kopçjâ kultûrvirzîbas procesâ (L. Meïòiks), kâ arî muzikâlâs audzinâðanas
aktuâlâs problçmas gan konceptuâlâ skatîjumâ (M. Kolodzejskis), gan ïoti
konkrçtâ, mûsdienîgâ rakursâ, turklât izvirzot Latvijas mûzikas pedagoìijai
jaunu atslçgvârdu – etnodidaktika (N. Lûse).

Tâdçjâdi krâjumâ iezîmçjas savveida gredzena kompozîcija. Tas ir zîmîgi
un likumsakarîgi, jo, neraugoties uz pçtniecisko tçmu daþâdîbu, virsuzdevums
mums visiem ir viens: izzinât bijuðo un apjçgt esoðo, domâjot par mûzikas
tradîciju turpinâtâjiem un nâkotnes mûzikas klausîtâjiem.

Ilma Grauzdiòa
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I. TRADICIONÂLÂ MÛZIKA

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

×àñòü I: ïðîöåññ óñîâåðøåíñòâîâàíèÿ

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

Ââåäåíèå

Âîïðîñ ñîîòíîøåíèÿ êîíñòðóêöèé, çâóêîâûõ ñâîéñòâ, ðåïåðòóàðà,
ñïîñîáîâ èãðû è îñîáåííîñòåé ïðèìåíåíèÿ ëèòîâñêèõ ýòíè÷åñêèõ è
ðåêîíñòðóèðîâàííûõ íàðîäíûõ ìóçûêàëüíûõ èíñòðóìåíòîâ åù¸ íåäî-
ñòàòî÷íî èçó÷åí.

Ìàðèÿ Áàëòðåíåíå ( Baltrënienë 1980) ïîäðîáíî îïèñàëà âñå ëèòîâñ-
êèå ýòíè÷åñêèå ìóçûêàëüíûå èíñòðóìåíòû è âïåðâûå èçëîæèëà èñòî-
ðèþ óñîâåðøåíñòâîâàíèÿ è ïðèìåíåíèÿ èõ ìîäèôèöèðîâàííûõ êîíöåð-
òíûõ îáðàçöîâ. Àâòîð, ïðîäîëæàÿ äàííóþ òåìàòèêó ( Apanavièius 1985),
ðàññìîòðåë ïðèíöèïû ó ñîâåðøåíñòâîâàíèÿ ëèòîâñêèõ ýòíè÷åñêèõ ìó-
çûêàëüíûõ èíñòðóìåíòîâ, ñðàâíèë âåñü ïðîöåññ ñ ïîäîáíûìè ó ñîâåð-
øåíñòâîâàíèÿìè èíñòðóìåíòîâ è ó äðóãèõ íàðîäîâ, îäíàêî ïðîáëåìû
ñîîòíîøåíèÿ ñàìîãî ðåçóëü òàòà óïîìÿíóòîãî ïðîöåññà (âîçäåéñòâèå èç-
ìåíåíèÿ êîíñòðóêöèé, çâóêîâûõ ñâîéñòâ, ïðèíöèïîâ èãðû íà òðàäèöèè
ïðèìåíåíèÿ äàííûõ èíñòðóìåíòîâ) ïðàêòè÷åñêè íå ïîäíèìàë. Â ðó ñëå
òàêîãî æå ïîäõîäà íàïèñàíà ðàáîòà àâòîðà î òåíäåíöèÿõ ïðîôåññèîíà-
ëèçìà íà ïóòè ñòàíîâëåíèÿ àêàäåìè÷åñêîãî ìóçèöèðîâàíèÿ íà ýòíè÷åñ-
êèõ ìóçûêàëüíûõ èíñòðóìåíòàõ ðàçíûõ êóëü òóð, â òîì ÷èñëå è ëèòîâñêèõ
(Apanavièius 2000).

Îáà íàçâàííûõ àâòîðà â ñâî¸ì ýíöèêëîïåäè÷åñêîì ñïðàâî÷íèêå
(Baltrënienë, Apanavièius 1991) äàëè õàðàêòåðèñòèêè âñåõ ëèòîâñêèõ ýòíè-
÷åñêèõ èíñòðóìåíòîâ è ó ñîâåðøåíñòâîâàííûõ êîíöåðòíûõ àíàëîãîâ,
ñðàâíèëè èõ îñíîâíûå ñâîéñòâà, îäíàêî áîëåå ïîäðîáíîìó èçó÷åíèþ
âîïðîñà î ñîîòíîøåíèè ýòèõ äâóõ âèäîâ èíñòðóìåíòîâ íå ñïîñîáñòâîâàëà
ñàìà íàïðàâëåííîñòü ýíöèêëîïåäè÷åñêîãî ñïðàâî÷íèêà.
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Èç ìîíîãðàôè÷åñêèõ èññëåäîâàíèé, ïîñâÿù¸ííûõ âîïðîñàì ñòàíîâ-
ëåíèÿ îäíîãî îòäåëüíî âçÿòîãî ëèòîâñêîãî íàðîäíîãî ìóçûêàëüíîãî
èíñòðóìåíòà, ñëåäóåò îòìåòèòü ðàáîòó Àëüãèðäàñà Âèæèíòàñà (Vyþintas
1975) î ñêóäó÷ÿé (skuduèiai) – êîìïëåêòå ìíîãîñòâîëüíûõ çàêðûòûõ
ôëåéò, à òàêæå ïóáëèêàöèþ àâòîðà äàííîé ñòàòüè (Apanavièius 1980) îá
óñîâåðøåíñòâîâàíèè áèðáèíå ( birbynë), äóõîâîãî ÿçû÷êîâîãî èíñòðóìåí-
òà òèïà æàëåéêè, è ñîçäàíèè ñîâðåìåííîãî êîíöåðòíîãî ñåìåéñòâà ýòèõ
èíñòðóìåíòîâ. Íàðîäíûå ìîäèôèêàöèè ñòðóííîãî èíñòðóìåíòà êàíê-
ëåñ (kanklës) ðàññìîòðåíû â ìîíîãðàôèÿõ Áàëòðåíåíå ( Baltrënienë-
Gaðèiauskaitë 1997) è Âèäè Òàðíàóñêàéòå-Ïàëóáèíñêåíå ( Tarnauskaitë-
Palubinskienë 2009). Èññëåäîâàòåëè òàêæå óäåëèëè âíèìàíèå è ïðîáëåìàì
èçãîòîâëåíèÿ íîâûõ êîíöåðòíûõ îáðàçöîâ êàíêëåñ ( Marozienë 2008), ðàç-
âèòèþ ïðîôåññèîíàëüíîãî ðåïåðòóàðà ( Tetenskienë 2000; 2003; 2010) è
ïðèìåíåíèþ òðàäèöèîííûõ êàíêëåñ â ó÷åáíîì ïðîöåññå ( Merkelienë
2003; Palubinskienë 2004).

Ðàññìàòðèâàþòñÿ òàêæå ïðîáëåìû îðêåñòðîâîãî è àíñàìáëåâîãî
ìóçèöèðîâàíèÿ íà ó ñîâåðøåíñòâîâàííûõ íàðîäíûõ ìóçûêàëüíûõ èíñò-
ðóìåíòàõ ( Merkelienë 2009; Tetenskas 2003; 2010). Îäíàêî, êàê óæå óïî-
ìèíàëîñü ðàíåå, âî âñåõ ýòè ðàáîòàõ ïðîáëåìû ñîîòíîøåíèÿ òðàäèöè-
îííûõ ýòíè÷åñêèõ è ó ñîâåðøåíñòâîâàííûõ êîíöåðòíûõ èíñòðóìåíòîâ
ïðàêòè÷åñêè íå ðàññìàòðèâàþòñÿ.

Ö å ë ü ïåðâîé ñòàòüè èç ïëàíèðó åìîãî öèêëà – èññëåäîâàíèå
îñíîâíûõ ïðèíöèïîâ ìîäèôèöèðîâàíèÿ ëèòîâñêèõ ýòíè÷åñêèõ ìóçû-
êàëüíûõ èíñòðóìåíòîâ è ñîîòíîøåíèÿ êîíñòðóêöèé èõ ó ñîâåðøåíñòâî-
âàííûõ ìîäåëåé ñ òðàäèöèîííûìè ýòíè÷åñêèìè ìóçûêàëüíûìè èíñò-
ðóìåíòàìè 1.

Ä à í í û å  – ìóçåéíûå ýêñïîíàòû ýòíè÷åñêèõ ìóçûêàëüíûõ èíñò-
ðóìåíòîâ, îáðàçöû êîíöåðòíûõ èíñòðóìåíòîâ, àðõèâíûå èñòî÷íèêè,
ôàêòû èç îïóáëèêîâàííûõ ðàáîò . Îïèñè è èçìåðåíèÿ âñåõ ìóçåéíûõ ýê-
ñïîíàòîâ è ó ñîâåðøåíñòâîâàííûõ èíñòðóìåíòîâ ïðîâåäåíû àâòîðîì ñî-
âìåñòíî ñ Áàëòðåíåíå â 1985 ãîäó, à ýêñïîíàòîâ, ñîáðàííûõ â Ñåâåðíîé
Ëèòâå – àâòîðîì âìåñòå ñ îòâåòñòâåííûì ðåäàêòîðîì èçäàòåëüñòâà

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 2011–2014 ãã. â Óíèâåðñèòåòå èìåíè Âèòàó-
òàñà Âåëèêîãî.
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Þiemgalos leidykla Âèòàóòàñîì Äèäæïÿòðèñîì ( Didþpetris) â 2007 ãîäó.
Òàêæå ïðîô. Áàëòðåíåíå äîïîëíèòåëüíî ïðîâåðÿëà ìóçåéíûå êàíêëåñ â
1997 ãîäó (Baltrënienë-Gaðèiauskaitë 1997: 28–33). Ì å ò î ä û  èññëåäîâà-
íèÿ – àíàëèç, îáîáùåíèå, ñèíòåç.

Ðå ç ó ë üò à ò û – âûäâèãàåòñÿ ìûñëü, ÷òî ïðîöåññ óñîâåðøåíñòâîâà-
íèÿ ëèòîâñêèõ ýòíè÷åñêèõ ìóçûêàëüíûõ èíñòðóìåíòîâ è ðàñøèðåíèÿ
èõ èñïîëíèòåëüñêèõ âîçìîæíîñòåé â XX âåêå áûë ïðîäèêòîâàí òðåáîâà-
íèÿìè òîãî âðåìåíè è ïðèâ¸ë ê ñîçäàíèþ íå òîëüêî ìîäèôèöèðîâàí-
íûõ, íî è ñîâåðøåííî íîâûõ îáðàçöîâ äàííûõ èíñòðóìåíòîâ, îñíîâíûå
ñâîéñòâà êîòîðûõ âñ¸-òàêè îñòàëèñü áëèçêèìè ê ýòíè÷åñêèì ìóçûêàëü-
íûì èíñòðóìåíòàì.

Êëþ÷åâûå  ñë îâà : ýòíè÷åñêèå è àêàäåìè÷åñêèå ìóçûêàëüíûå èí-
ñòðóìåíòû, ðåêîíñòðóêöèÿ, ìîäèôèêàöèÿ, ó ñîâåðøåíñòâîâàíèå.

Íàðîäíûå ì îäèôèêàöèè

Àíàëèç ýêñïîíàòîâ êàíêëåñ, õðàíÿùèõñÿ â ôîíäàõ ìóçååâ Ëèòâû,
ïîêàçàë, ÷òî óæå â êîíöå XIX – íà÷àëå XX âåêà ïðîèçîøëè çàìåòíûå
èçìåíåíèÿ â êîíñòðóêöèè è ðàñïðîñòðàíåíèè ýòèõ èíñòðóìåíòîâ. Ìàñ-
òåðà íà÷àëè ïðèäàâàòü èì ÷åðòû åâðîïåéñêèõ èíñòðóìåíòîâ, â ÷àñòíî-
ñòè öèòðû. Èçìåíèëàñü ôîðìà êîðïó ñà, è ðàñøèðèëîñü ÷èñëî ñòðóí, ÷òî
ïðèâåëî ê èñïîëüçîâàíèþ íåêîòîðûõ ïðèíöèïîâ èãðû íà öèòðå è èñ-
ïîëíåíèþ ðåïåðòóàðà, ñîñòîÿùåãî â îñíîâíîì èç åâðîïåéñêîé áûòîâîé
òàíöåâàëüíîé ìóçûêè (Àïàíàâè÷þñ 2009). Îñîáî îòìåòèì ïðèìåðíî
äâîéíîå óâåëè÷åíèå àðåàëà ðàñïðîñòðàíåíèÿ êàíêëåñ – îò ñåâåðî-çàïàäà,
ãäå äî ýòîãî áûòîâàëè òðàäèöèîííûå êàíêëåñ, äî þãî-âîñòîêà Ëèòâû,
âêëþ÷àÿ äàæå Äçóêèþ, ãäå ýòè èíñòðóìåíòû ðàíüøå íèêîãäà íå èñïîëü-
çîâàëèñü (Tarnauskaitë-Palubinskienë 2009: 358). Ýòîìó ñïîñîáñòâîâàëî
íå òîëüêî âëèÿíèå åâðîïåéñêîé êóëü òóðû íà ëèòîâñêèå ýòíè÷åñêèå òðà-
äèöèè, íî è äâèæåíèå íàöèîíàëüíîãî âîçðîæäåíèÿ. Êàíêëåñ, íàðÿäó ñ
ïîäîáíûìè èíñòðóìåíòàìè äðóãèõ íàðîäîâ Áàëòèéñêîãî ðåãèîíà, ñòàëè
îäíèì èç ÿð÷åéøèõ ñèìâîëîâ íå òîëüêî âîçðîæäåíèÿ, íî è ïðîöåññà êîí-
ñîëèäàöèè ñîâðåìåííîé ëèòîâñêîé íàöèè.

Åù¸ â ïðîöåññå íàòóðàëüíîãî ìîäèôèöèðîâàíèÿ êàíêëåñ çàìåòíî,
÷òî êðîìå åâðîïåéñêîé öèòðû îäíèì èç îñíîâíûõ ìîäåëåé èçãîòîâëå-
íèÿ íîâûõ èíñòðóìåíòîâ ñòàëà êîíñòðóêöèÿ òðàäèöèîííûõ êàíêëåñ
Ñóâàëüêèè – ðåãèîíà â þãî-çàïàäíîé Ëèòâå, íàõîäÿùåãîñÿ â íåïîñðåä-
ñòâåííîé áëèçîñòè ê áûâøåé Âîñòî÷íîé Ïðó ññèè. Âîïðîñ î äðåâíîñòè
è òèïè÷íîñòè ñóâàëüêèéñêèõ êàíêëåñ ÿâëÿåòñÿ íåÿñíûì è íå ðåø¸í äî
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ñåãî äíÿ, ïîñêîëüêó ýòè èíñòðóìåíòû, õîòÿ è èñïîëüçîâàëèñü íà îãðà-
íè÷åííîé òåððèòîðèè äàííîãî ðåãèîíà, íå âõîäèëè â îñíîâíîé àðåàë
òðàäèöèîííûõ ëèòîâñêèõ êàíêëåñ, à â èõ êîíñòðóêöèè áûëè çàìåòíû
÷åðòû áîëåå ðàííåãî âëèÿíèÿ åâðîïåéñêèõ ìóçûêàëüíûõ èíñòðóìåíòîâ.
Îäíàêî èõ ïî÷òè èäåàëüíûå ïðîïîðöèè, èñêó ññòâåííàÿ îðíàìåíòèêà,
êà÷åñòâåííîå èçãîòîâëåíèå, î÷åíü õîðîøåå çâó÷àíèå è, íàêîíåö, ðàöè-
îíàëüíûé ñïîñîá èñïîëíåíèÿ ïðèâåë ê òîìó , ÷òî èìåííî ñóâàëüêèéñêèå
êàíêëåñ ñòàëè ìîäåëüþ íå òîëüêî äëÿ íàðîäíûõ ìîäèôèêàöèé, íî è äëÿ
äàëüíåéøåãî óñîâåðøåíñòâîâàíèÿ ýòîãî èíñòðóìåíòà.

Ïðèìå÷àòåëüíî è òî, ÷òî ïðîöåññ íàðîäíîé ìîäèôèêàöèè êàíêëåñ
ø¸ë ïàðàëëåëüíî ñ âûäâèæåíèåì ýòîãî èíñòðóìåíòà èç òðàäèöèîííîé
áûòîâîé ñôåðû â îáëàñòü ïóáëè÷íîãî ìóçèöèðîâàíèÿ è äàæå íà êîíöåð-
òíóþ ýñòðàäó.

×òî êàñàåòñÿ íàðîäíîé ýâîëþöèè îñòàëüíûõ ëèòîâñêèõ ýòíè÷åñêèõ
ìóçûêàëüíûõ èíñòðóìåíòîâ, òî î÷åâèäíî, ÷òî îíè, çà èñêëþ÷åíèåì ëèøü
íåêîòîðûõ îáðàçöîâ äóõîâûõ èíñòðóìåíòîâ ëóìçäÿëèñ ( lumzdelis –  ñâè-
ðåëü) è áèðáèíå (æàëåéêà), íàðîäíîé ìîäèôèêàöèè íå ïîäâåðãëèñü. Îíè
ñîõðàíèëè ñòàòóñ èíñòðóìåíòîâ áûòîâîãî äîìàøíåãî ìóçèöèðîâàíèÿ è
ñèãíàëüíûõ îðóäèé. Îäíàêî àíàëèç ìóçåéíûõ ýêñïîíàòîâ òàêèõ èíñò-
ðóìåíòîâ ïîêàçàë, ÷òî èíîãäà èì, êàê è êàíêëåñ, ïðèäàâàëèñü ÷åðòû åâ-
ðîïåéñêèõ èíñòðóìåíòîâ: äëÿ èçãîòîâëåíèÿ ïðèìåíÿëèñü äàæå äåðåâî-
îáðàáàòûâàþùèå òîêàðíûå ñòàíêè äîìàøíåãî ïðîèçâîäñòâà, óäëèíÿëèñü
èõ êîðïó ñà è óìíîæàëîñü êîëè÷åñòâî çâóêîâûõ îòâåðñòèé. Èìåííî ýòî,
êàê è â ñëó÷àå ñ ìîäèôèêàöèåé êàíêëåñ, ïðèâåëî ê âîçìîæíîñòè èñïîë-
íåíèÿ äîâîëüíî ñëîæíûõ ìåëîäèé òàíöåâàëüíîé ìóçûêè, îäíàêî íè ëóì-
çäÿëèñ, íè áèðáèíå, ïîäâåðãíóòûå  íàðîäíîé ìîäèôèêàöèè, çà èñêëþ÷å-
íèåì íåêîòîðûõ ñëó÷àåâ, áîëåå çíà÷èòåëüíîìó óïîòðåáëåíèþ â íàðîäíîé
ìóçûêàëüíîé ïðàêòèêå íå ïîäâåðãëèñü.

Ïðîôåññèî íàëüíîå ó ñîâåðøåíñòâîâàíèå

Â íà÷àëå XX âåêà íà÷àëñÿ ïðîöåññ ñîçíàòåëüíîé ðåêîíñòðóêöèè
ëèòîâñêèõ ýòíè÷åñêèõ ìóçûêàëüíûõ èíñòðóìåíòîâ, êîòîðûé ïîñòåïåííî
ïðèâ¸ë ê ñèñòåìàòè÷åñêîìó èõ ó ñîâåðøåíñòâîâàíèþ è ñîçäàíèþ íîâûõ –
êîíöåðòíûõ îáðàçöîâ. Ò àê, ñ 1901 ãîäà â Êàóíàñå, íà ôàáðèêå ìóçûêàëü-
íûõ èíñòðóìåíòîâ, íà÷àëè èçãîòàâëèâàòü òðè òèïà ñòðóííûõ èíñòðóìåí-
òîâ ïîä îáùèì íàçâàíèåì êàíêëåñ. Äâà èíñòðóìåíòà áûëè òèïè÷íûìè
öèòðàìè, à òðåòèé – 12-ñòðóííûå êàíêëåñ ñóâàëüêèéñêîãî îáðàçöà. Áî-
ëåå ñèñòåìàòè÷åñêîå óñîâåðøåíñòâîâàíèå ýòîãî èíñòðóìåíòà ñâÿçàíî ñ
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äåÿòåëüíîñòüþ Ëèòîâñêîãî îáùåñòâà êàíêëèñòîâ, ó÷ðåæä¸ííîãî â 1925
ãîäó â Êàóíàñå, è Øêîëû êàíêëèñòîâ ïðè äàííîì îáùåñòâå, êîòîðàÿ îò-
êðûëàñü â 1930 ãîäó.

Â 1928 ãîäó áûë èçãîòîâëåí îáðàçåö 15-ñòðóííûõ êàíêëåñ ñóâàëü-
êèéñêîãî òèïà è îäíîâðåìåííî ñîçäàíî èõ êîíöåðòíîå ñåìåéñòâî: àëü ò,
áàñ, êîíòðàáàñ. Ïðèìå÷àòåëüíî, ÷òî Þñòèíàñ Ñòðèìàéòèñ 2 (Strimaitis),
õîðîøî çíàþùèé îáðàçöû íàðîäíûõ êàíêëåñ, âñ¸-òàêè ñäåëàë çàêàç
ìàñòåðó Ïðàíàñó Ïóéøèñó ( Puiðys) íå ïî ñîáñòâåííûì ÷åðòåæàì èëè ðè-
ñóíêàì, à ïî ýñêèçó âûäàþùåãîñÿ õóäîæíèêà, çíàòîêà è ñîáèðàòåëÿ ëè-
òîâñêîãî íàðîäíîãî èññêó ñòâà Àíòàíàñà Æìóéäçèíàâè÷þñà ( Þmuidzi-
navièius). Âïðî÷åì, Æìóéäçèíàâè÷þñ è äðóãîé âûäàþùèéñÿ õóäîæíèê
è êîìïîçèòîð Ìèêàëîþñ Êîíñòàíòèíàñ ×þðë¸íèñ ( Èiurlionis ) åù¸ â 1907
ãîäó â Âèëüíþñå âìåñòå îðãàíèçîâàëè ïåðâóþ Ëèòîâñêóþ õóäîæåñòâåí-
íóþ âûñòàâêó, äëÿ êîòîðîé îíè îòîáðàëè è êîëëåêöèþ èç ïðîèçâåäåíèé
íàðîäíîãî èññêó ñòâà, â òîì ÷èñëå è íåñêîëüêî îáðàçöîâ ýòíîãðàôè÷åñ-
êèõ êàíêëåñ.

Èç ýòîãî î÷åâèäíî, ÷òî ê èçãîòîâëåíèþ ó ñîâåðøåíñòâîâàííûõ
êàíêëåñ Ñòðèìàéòèñ óæå ñ ñàìîãî íà÷àëà îòíîñèëñÿ ñ áîëüøîé îòâåò-
ñòâåííîñòüþ, ñòðåìÿñü ñîåäèíèòü íàðîäíûå òðàäèöèè ñ àêàäåìè÷åñêè-
ìè êîíöåðòíûìè òðåáîâàíèÿìè.

Â 1932 ãîäó óæå ïî ïðîåêòó Ñòðèìàéòèñà áûëè èçãîòîâëåíû 22-ñòðóí-
íûå êàíêëåñ òîãî æå ñàìîãî ñóâàëüêèéñêîãî îáðàçöà, è â ñëåäóþùåì 1933
ãîäó ê íèì áûë ïðèñîåäèí¸í íåñëîæíûé, îäíàêî äîâîëüíî ðàöèîíàëü-
íûé ìåõàíèçì èçìåíåíèÿ âûñîòû çâóêà êàæäîé ñòðóíû íà ïîëòîíà. Äàí-
íûé ìåõàíèçì îñòàëñÿ íåèçìåííûì äî íàøèõ äíåé. Ïîçæå îí áûë ó ñòà-
íîâëåí è äëÿ áàñîâûõ êàíêëåñ. Áëàãîäàðÿ çòîìó ó ñîâåðøåíñòâîâàíèþ
ïîÿâèëàñü âîçìîæíîñòü èñïîëíÿòü íà êàíêëåñ íå òîëêî íàðîäíûå ìåëî-
äèè, íî è íåñëîæíûå ñî÷èíåíèÿ àêàäåìè÷åñêîé ìóçûêè. Â 1954 ãîäó óæå
ïîä ðóêîâîäñòâîì Ïðàíàñà Ñòÿïóëèñà 3 (Stepulis) ÷èñëî ñòðóí äàííîé
ìîäåëè èíñòðóìåíòà áûëî óâåëè÷åíî äî 29, òåì ñàìûì äèàïàçîí çâó÷à-
íèÿ êàíêëåñ îõâàòûâàë óæå 4 îêòàâû.

Ïîñëåäíÿÿ ìîäèôèêàöèÿ êîíöåðòíûõ êàíêëåñ áûëà îñóùåñòâëåíà
â 1964 ãîäó. Âçÿâ çà ïðèìåð îáðàçåö äðóãèõ ñóâàëüêèéñêèõ êàíêëåñ, êî-

2 Þñòèíàñ Ñòðèìàéòèñ – óðîæåíåö Ñóâàëüêèè, ó÷èòåëü ïî îáðàçîâàíèþ, èíè-
öèàòîð óñîâåðøåíñòâîâàíèÿ êàíêëåñ è ðóêîâîäèòåëü Øêîëû êàíêëèñòîâ.

3 Ïðàíàñ Ñòÿïóëèñ – ó÷åíèê Ñòðèìàéòèñà, ðóêîâîäèòåëü êëàññà êàíêëåñ â
Ëèòîâñêîé ãîñóäàðñòâåííîé êîíñåðâàòîðèè (íûíåøíåé àêàäåìèè ìóçûêè è òå-
àòðà), â äàëüíåéøåì ïðîôåññîð àêàäåìèè.
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òîðûé áûë ñîáñòâåííîñòüþ âûäàþùåãîñÿ äåÿòåëÿ íàöèîíàëüíîãî âîç-
ðîæäåíèÿ XIX âåêà Âèíöàñà Ê óäèðêè4 (Kudirka ; óïîìÿíóòûå êàíêëåñ
õðàíÿòñÿ â åãî ìåìîðèàëüíîì ìóçåå â äåðåâíå Ïàýæåðÿé Âèëêàâèøñêî-
ãî ðàéîíà), Ñòÿïóëèñ çàêàçàë ìàñòåðó Ïðàíàñó Ê óï÷èêàñó (Kupèikas)
èçãîòîâèòü ïî ïðîåêòó èçâåñòíîãî ñöåíîãðàôà Äàëÿ Ìàòàéòåíå ( Matai-
tienë) êîíöåðòíûå êàíêëåñ, êîòîðûå èìåëè áû òàêîé æå äèàïàçîí è ìå-
õàíèçì èçìåíåíèÿ âûñîòû çâóêà êàê ñóâàëüêèéñêàÿ ìîäåëü. Îäíîâðå-
ìåííî áûëè èçãîòîâëåíû áàñîâûå è êîíòðàáàñîâûå êàíêëåñ òàêîãî æå
îáðàçöà (ïðåæäå ýòè èíñòðóìåíòû èìåëè òàêóþ æå ôîðìó , êàê è êàíêëåñ
îáðàçöà 1954 ãîäà).

Äèàãðàìà 1. Ïðîöåññ ì îäèôèêàöèè êàíêëåñ

Êàê âèäèì, è ñëåäóþùàÿ – ïîñëåäíÿÿ ìîäèôèêàöèÿ êàíêëåñ áûëà
ïðîâåäåíà, ñòðîãî ïðèäåðæèâàÿñü ïðèíöèïà à óòåíòè÷íîñòè, ïðîòîòèïîì
îïÿòü áûëà ýòíîãðàôè÷åñêàÿ ìîäåëü êàíêëåñ èç òîãî æå ñàìîãî ðåãèîíà
Ñóâàëüêèè. Îäíàêî ïðè àíàëèçå ìóçåéíûõ ýêñïîíàòîâ îáíàðóæèëîñü,
÷òî ïîäîáðàííûé ýêñïîíàò êàíêëåñ Ê óäèðêè, ñòàâøèé ïðîîáðàçîì äëÿ
óñîâåðøåíñòâîâàíèÿ ýòèõ èíñòðóìåíòîâ â 1964 ãîäó , íå ÿâëÿåòñÿ òèïè÷-
íûì îáðàçöîì íå òîëüêî âñåõ, íî è ñóâàëüêèéñêèõ ýòíîãðàôè÷åñêèõ êàí-
êëåñ. Èíñòðóìåíò Ê óäèðêè, õîòÿ è èìååò áëèçêóþ ê ñóâàëüêèéñêèì êàí-
êëåñ ôîðìó , ïî ñóòè äåëà áîëüøå íàïîìèíàåò óìåíüø¸ííóþ àðôó , ÷åì
òèïè÷íûå ýòíîãðàôè÷åñêèå êàíêëåñ. Èìåííî ïîäîáíûå ïðèìåðû öèòðî-
îáðàçíûõ èíñòðóìåíòîâ ôàáðè÷íîãî èçãîòîâëåíèÿ áûëè íàéäåíû àâòî-
ðîì ñîâìåñòíî ñ Áàëòðåíåíå â 1985 ãîäó â ôîíäàõ ìóçååâ è äðóãèõ ðåãèî-
íîâ Ëèòâû, â ÷àñòíîñòè â Øÿóëÿé.

4 Âèíöàñ Ê óäèðêà – óðîæåíåö Ñóâàëüêèè, âðà÷, ïèñàòåëü è ïóáëèöèñò, àâòîð
òåêñòà è ìóçûêè ãîñóäàðñòâåííîãî ãèìíà Ëèòâû.
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Íà âîïðîñ àâòîðà, ïî÷åìó ïðîîáðàçîì êîíöåðòíîãî èíñòðóìåíòà â
1964 ãîäó áûë èçáðàí íå ñîâñåì òèïè÷íûé ýêñïîíàò , Ñòÿïóëèñ – îí è
ðåöåíçåíò ðóêîïèñè óïîìÿíóòîãî ýíöêëîïåäè÷åñêîãî ñïðàâî÷íèêà
(Baltrënienë, Apanavièius 1991) – ïîÿñíèë, ÷òî ýòîìó ñïîñîáñòâîâàëî ãëàâ-
íûì îáðàçîì òî îáñòîÿòåëüñòâî, ÷òî èíñòðóìåíò íàõîäèëñÿ â óïîòðåáëå-
íèè âûäàþùåãîñÿ äåÿòåëÿ ëèòîâñêîãî âîçðîæäåíèÿ. Äðóãîé ïðè÷èíîé
Ñòÿïóëèñ íàçâàë íåäîñòàòî÷íîå çíàíèå ýêñïîíàòîâ êàíêëåñ, õðàíÿùèõ-
ñÿ â ôîíäàõ ìóçååâ Ëèòâû (Ñòÿïóëèñ 1986).

Çíà÷èòåëüíîìó èçìåíåíèþ êîíñòðóêöèè â ïðîöåññå ó ñîâåðøåíñòâî-
âàíèÿ è ñîçäàíèÿ ñåìåéñòâà ïîäâåðãñÿ è äóõîâîé ÿçû÷êîâûé ìóçûêàëü-
íûé èíñòðóìåíò áèðáèíå. Â 1940 ãîäó â Ã îñóäàðñòâåííîì àíñàìáëå ïåñíè
è òàíöà Ëèòîâñêîé ÑÑÐ (íûíåøíèé àíñàìáëü Lietuva) íà îñíîâå äåðå-
âÿííîé íàðîäíîé áèðáèíå ðàãÿëèñ (ragelis, òàêæå Ñÿêìèíþ ðàãÿëèñ –
Sekminiø ragelis: ðîæîê äíÿ Ñâÿòîé Ò ðîèöû) áûëè ñîçäàíû äèàòîíè÷åñ-
êèå ñîïðàíîâûå èíñòðóìåíòû  in C, in D, à òàêæå àëüòîâûé in G, â 1941
ãîäó – òàêîé æå äèàòîíè÷åñêèé áàñ, â 1945 ãîäó – êîíòðàáàñ.

Äèàãðàìà 2. Ïðîöåññ ì îäèôèêàöèè áèðáèíå

Â 1950 ãîäó ïîñëå ïðîäîëæèòåëüíûõ ýêñïåðèìåíòîâ ìàñòåðîì Ïðà-
íàñîì Ñåðâîé ( Serva) áûë ñêîíñòðóèðîâàí ñîïðàíîâûé ïîëóõðîìàòè÷åñ-
êèé òèï áèðáèíå ñî ñëîæíûì ïðîôèëåì âíóòðåííåãî ñâåðëåíèÿ, íà êî-
òîðîì ñ ïîìîùüþ ïðèìåíåíèÿ àïïëèêàòóðíûõ êîìáèíàöèé ïîÿâèëàñü
âîçìîæíîñòü èçâëå÷åíèÿ è âñåõ õðîìàòè÷åñêèõ çâóêîâ.

Äàííàÿ ìîäåëü áèðáèíå, â êîíñòðóêöèè êîòîðîé íåò íèêàêîãî êëà-
ïàííîãî ìåõàíèçìà, êðîìå îäíîãî – ôëàæîëåòíîãî êëàïàíà, íàøëà øè-
ðîêîå ïðèìåíåíèå, îíà èñïîëüçó åòñÿ è ñåãîäíÿ. Â 1953 ãîäó òàêæå ïîñëå
ïðîäîëæèòåëüíûõ ýêñïåðèìåíòîâ ñòàë èñïîëüçîâàòüñÿ õðîìàòè÷åñêèé
òåíîðîâûé, â 1956 ãîäó – òàêîé æå êîíòðàáàñîâûé òèï. Êîíñòðóêöèÿ
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òåíîðîâîé áèðáèíå åù¸ áûëà óòî÷íåíà â 1960 ãîäó . Ïðèìå÷àòåëüíî, ÷òî
îáå ðàçíîâèäíîñòè ýòîãî èíñòðóìåíòà óæå èçãîòàâëèâàëèñü íå èç äåðå-
âà, à èç ìåòàëëà, à âî-èçáåæàíèè êëàïàííîãî ìåõàíèçìà îíè ñîäåðæàëè
ñëîæíóþ êîíñòðóêöèþ âíóòðåííèõ ñòâîëîâ, ñïîñîáñòâóþùèõ èçâëå÷å-
íèþ õðîìàòè÷åñêîãî çâóêîðÿäà.

Ñðàâíèòåëüíî ëåãêî ïðîèñõîäèëî ó ñîâåðøåíñòâîâàíèå ñâèñòÿùåãî
èíñòðóìåíòà ëóìçäÿëèñ. Â 1941 ãîäó â Ãîñóäàðñòâåííîì àíñàìáëå áûëè
èçãîòîâëåíû, êàê è â ñëó÷àå ñ áèðáèíå, òàêæå òðè äèàòîíè÷åñêèå åãî
ìîäèôèêàöèè – in C, in D è in G. Â 1950 ãîäó áûë ñêîíñòðóèðîâàí â ïðèí-
öèïå ïîëíîñòüþ õðîìàòè÷åñêèé èíñòðóìåíò , ãäå åäèíñòâåííàÿ àïïëè-
êàòóðíàÿ êîìáèíàöèÿ ïðèìåíÿëàñü ëèøü äëÿ èçâëå÷åíèÿ çâóêà b1 è åãî
ôëàæîëåòà b2. Ë¸ãêîñòü óñîâåðøåíñòâîâàíèÿ äàííîãî èíñòðóìåíòà îáúÿñ-
íÿåòñÿ òåì, ÷òî ïî àêó ñòè÷åñêèì çàêîíàì çâóêîîáðàçîâàíèÿ ëóìçäÿëèñ,
êàê è ïðîäîëüíàÿ ôëåéòà, ÿâëÿåòñÿ îòêðûòîé , â òî âðåìÿ êàê ÿçû÷êî-
âûé èíñòðóìåíò áèðáèíå – çàêðûòîé  òðóáîé (Ìóçûêàëüíàÿ àêóñòèêà
1954: 111–116). Äëÿ äîñòèæåíèÿ õðîìàòè÷åñêîãî çâóêîðÿäà íà èíñòðó-
ìåíòàõ òèïà îòêðûòîé  òðóáû ïðàêòè÷åñêè õâàòàåò ïàëüöåâ îáåèõ ðóê, à
äëÿ çàêðûòîé  íåîáõîäèì êëàïàííûé ìåõàíèçì.

Äèàãðàìà 3. Ïðîöåññ ì îäèôèêàöèè ëóìçäÿëèñ

Òàêæå ñëåëóåò îòìåòèòü, ÷òî ëóìçäÿëèñ êîíñòðóêöèè 1950 ãîäà óæå
èçãîòàâëèâàëñÿ íå èç äåðåâà, à èç ýáîíèòà. Ñ àêóñòè÷åñêîé òî÷êè çðåíèÿ
ìàòåðèàë íå èìååò çíà÷åíèÿ äëÿ çâóêîîáðàçîâàíèÿ äóõîâûõ èíñòðóìåí-
òîâ, îäíàêî íåñêîëüêî âëèÿåò íà èõ òåìáð. Ã ëàäêàÿ ïîâåðõíîñòü âíóò-
ðåííåãî ñâåðëåíèÿ èíñòðóìåíòà, ñäåëàííîãî èç ýáîíèòà, äåëàåò òåìáð
íåñêîëüêî ðåç÷å è ÿð÷å, ÷åì ó äåðåâÿííîãî ïðîòîòèïà ( Ìóçûêàëüíàÿ àêó-
ñòèêà 1954: 129, 133).

Áîëåå çíà÷èòåëüíûì ó ñîâåðøåíñòâîâàíèÿì ëèòîâñêèå ýòíè÷åñêèå
ìóçûêàëüíûå èíñòðóìåíòû íå ïîäâåðãëèñü. Â îñíîâíîì áûëè ëèøü ïåðå-
ñìîòðåíû è ðàñøèðåíû êîìïëåêòû èõ òðàäèöèîííîãî íàðîäíîãî èñïîëü-
çîâàíèÿ, êàê ýòî, íàïðèìåð, ïðîèçîøëî ñ êîìïëåêòîì ñêóäó÷ÿé, à òàêæå
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íà îñíîâå ñèãíàëüíûõ òðàäèöèîííûõ îðóäèé áûëè ñîçäàíû ñîâåðøåí-
íî íîâûå âèäû èíñòðóìåíòîâ (ñêðàáàëàé/ skrabalai – íàáîð äåðåâÿííûõ
êîðîáî÷åê-çâîíêîâ òèïà êñèëîôîíà; òàáàëàé/ tabalai – íàáîð äëèííûõ
äåðåâÿííûõ ñèãíàëüíûõ äîñîê òèïà îðêåñòðîâûõ êîëîêîëîâ).

Ðàñøèðåíèå êîìïëåêòà ñêóäó÷ÿé íà÷àòî åù¸ â 30-ûå ãîäû XX âåêà,
êîãäà ýòîò ìíîãîñòâîëüíûé èíñòðóìåíò , êàê è êàíêëåñ, ïåðåøàãíóë ãðà-
íèöû äîâîëüíî óçêîé òåððèòîðèè åãî áûòîâàíèÿ â ñåâåðî-âîñòî÷íîé
Ëèòâå è ñòàë äîñòîÿíèåì âñåé íàöèè. Ïîä âëèÿíèåì íîâîãî ðåïåðòóàðà
åâðîïåéñêîé áûòîâîé òàíöåâàëüíîé ìóçûêè òðàäèöèîííûé êîìïëåêò ,
ñîñòîÿùèé â îñíîâíîì èç 5–7 äóäî÷åê, â 1950–1955 ãîäó ðàñøèðèëñÿ äî
18 è äàæå 32, ïðèòîì èç äèàòîíè÷åñêîãî ïðåâðàòèëñÿ â ïîëíîñòüþ õðî-
ìàòè÷åñêèé.

Èñïîëüçó åìûé â êîíöåðòíîé ïðàêòèêå íîâûé èíñòðóìåíò – ñêðà-
áàëàé è êÿëìàñ ïî ïðîåêòó õóäîæåñòâåííîãî ðóêîâîäèòåëÿ Ã îñóäàðñòâåí-
íîãî àíñàìáëÿ Éîíàñà Øâÿäàñà 5 – áûë èçãîòîâëåí Ñåðâîé â 1947 ãîäó.
Íà àðõàè÷åñêîì áàðàáàíå êÿëìàñ  (kelmas) áûëà óñòàíîâëåíà âåðòèêàëü-
íàÿ ðàìà – ñêðàáàëàé ñ ïðèêðåïë¸ííûìè 9 äåðåâÿííûìè çâîíàìè, óïîò-
ðåáëÿåìûìè â îñíîâíîì â êà÷åñòâå ñèãíàëüíîãî îðóäèÿ ïðè ïàñòüáå
ñêîòà, è èíîãäà íàðîäíûìè áàðàáàíùèêàìè äëÿ ðàçíîîáðàçèÿ çâó÷àíèÿ
áàðàáàíà. Â äàëüíåéøåì ñêðàáàëàé ñòàëè òàêæå õðîìàòè÷åñêèìè, à êîëè-
÷åñòâî äåðåâÿííûõ âûäîëáëåííûõ êîðîáî÷åê äîñòèãëî 27 øòóê, ÷òî ïî-
çâîëèëî ðàñøèðèòü äèàïàçîí èõ çâó÷àíèÿ äî äâóõ ñ ïîëîâèíîé îêòàâû.

Òàáàëàé èç 5 âåðòèêàëüíûõ äåðåâÿííûõ ïîäâåøàííûõ äîñîê ñðåä-
íåé äëèíû â 1966 ãîäó áûëè èçãîòîâëåíû Ê óï÷èêàñîì. Â 1980 ãîäó îí
ñäåëàë õðîìàòè÷åñêèé íàáîð èç 20 äîñîê, â ñâîþ î÷åðåäü Àíòàíàñ Áóòêóñ
(Butkus) â 1984 ãîäó – èç 13 äîñîê.

Îöå íêà êî íñòðóêöèé óñîâåðøåíñòâîâàííûõ êàíêëåñ

Òðàäèöèîííûå êàíêëåñ èìåëè âûäîëáëåííûé êîðïó ñ â ôîðìå íå-
ïðàâèëüíîé òðàïåöèè, íà êîòîðîé áûëè íàòÿíóòû 5–12 ñòðóí, à ðåçî-
íàíñíîå îòâåðñòèå èëè íåñêîëüêî òàêèõ îòâåðñòèé ðàñïîëàãàëèñü ÷àùå
âñåãî ïîñåðåäèíå èõ âåðõíåé äåêè. Íåñìîòðÿ íà î÷åâèäíîå ñõîäñòâî, êàí-
êëåñ èìåëè ðåãèîíàëüíûå îòëè÷èÿ, âûðàæåííûå â îñíîâíîì â ôîðìàõ
êîðïó ñà è ÷èñëå ñòðóí. Òàê, êàíêëåñ ñåâåðî-âîñòî÷íûõ à óêøòàéòîâ íà-
ïîìèíàëè ÷¸ëí èëè äàæå ãðîá, èìåëè 5–7 ñòðóí, èíñòðóìåíòû ñåâåðî-

5 Éîíàñ Øâÿäàñ (Ðvedas) – îñíîâàòåëü êàôåäðû Íàðîäíûõ èíñòðóìåíòîâ,
ïðîôåññîð Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà.
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çàïàäíûõ à óêøòàéòîâ è æÿìàéòîâ áûëè â ôîðìå ðåëèêòîâûõ ðûá, èìåëè
9–12 ñòðóí, òàêèìè æå áûëè è ñóâàëüêèéñêèå êàíêëåñ, êîòîðûå èìåëè
âíóøèòåëüíûé çàâèòîê â ïåðåäíåì êîíöå è îêðóãë¸ííûé çàäíèé êîíåö.

Ñîãëàñíî êëàññèôèêàöèè àâòîðà ( Apanavièius 1986, 1989), êàíêëåñ
ñåâåðî-âîñòî÷íûõ à óêøòàéòîâ îòíîñÿòñÿ ê ïåðâîìó òèïó èíñòðóìåíòîâ
ãðóïïû êàíêëåñ/êàíòåëå/ãóñëè Áàëòèéñêèõ íàðîäîâ, èíñòðóìåíòû ñåâå-
ðî-çàïàäíûõ à óêøòàéòîâ è æÿìàéòîâ – êî âòîðîìó , à êàíêëåñ ñåâåðî-
âîñòî÷íûõ æÿìàéòîâ è ñóâàëüêèéöåâ – ê òðåòüåìó òèïó. Êàíêëåñ ïåðâî-
ãî è âòîðîãî òèïà îáû÷íî áûëè ïîêðàøåíû â ÷¸ðíûé èëè ÷¸ðíî-ñåðûé
öâåò, à äëÿ ñóâàëüêèéñêèõ èíñòðóìåíòîâ òàêîé îòòåíîê íå áûë õàðàêòåð-
íûì, èõ êðàñèëè â ò¸ìíî-êîðè÷íåâûé öâåò . Âåðõíÿÿ äåêà èíñòðóìåíòîâ
âñåõ òèïîâ áûëà ëèáî ñîâñåì íåïîêðàøåíà, ëèáî åé ïðèäàâàëñÿ ñâåòëî-
æ¸ëòûé öâåò. Òàêèì îáðàçîì, ñàì êîðïó ñ èíñòðóìåíòîâ, â òîì ÷èñëå è
ñóâàëüêèéñêèõ, âñåãäà áûë çàìåòíî òåìíåå âåðõíåé äåêè, ÷òî, ïî ìíå-
íèþ àâòîðà, ìîãëî ñâÿçûâàòüñÿ äàæå ñ îòòåíêîì öâåòà èõ ïðîîáðàçîâ –
ðåëèêòîâûõ ðûá (Àïàíàâè÷þñ 2012).

Òàáëèöà 1.
Îñíîâíûå õàðàêòå ðèñòèêè òðàäèöèîííûõ êàíêëåñ

Òèï Êîðïó ñ Ñòðóíû Ðåçîíàíñîâîå Öâåòîòâåðñòèå
  I Âûäîëáëåííûé  5–7 Ïîñåðåäèíå ×¸ðíûé

âåðõíåé äåêè
 II Âûäîëáëåííûé, 9–12 Ïîñåðåäèíå ×¸ðíûé

èíîãäà ñêëååííûé âåðõíåé äåêè
III Âûäîëáëåííûé, 9–12 Ïîñåðåäèíå ×¸ðíûé,

ñêëååííûé âåðõíåé äåêè ò¸ìíî-êîðè÷íåâûé

Êàíêëåñ êîíñòðóêöèè 1901 ãîäà, êàê óæå óïîìèíàëîñü, â ïðèíöèïå
áûëè òåìè æå ñàìûìè ñóâàëüêèéñêèìè èíñòðóìåíòàìè, òîëüêî ôàáðè÷-
íîãî èçãîòîâëåíèÿ. Îíè áûëè ñêëååíû è ïîêðàøåíû â ò¸ìíî-êîðè÷íå-
âûé öâåò. Ìîäåëè 1928 è 1932 ãîäà, íåñìîòðÿ íà óâåëè÷åíèå êîëè÷åñòâà
èõ ñòðóí, áûëè êóñòàðíîãî ïðîèçâîäñòâà, â öåëÿõ ýêñïåðèìåíòà îíè èç-
ãîòàâëèâàëèñü â îãðàíè÷åííîì êîëè÷åñòâå è òàêæå ïîëíîñòüþ ñîõðàíè-
ëè âñå îñíîâíûå ÷åðòû òðàäèöèîííûõ èíñòðóìåíòîâ ñóâàëüêèéñêîãî
òèïà. Èíñòðóìåíòû òàêæå áûëè ñêëååíû, íî óæå ïîêðàøåíû íå â ò¸ì-
íî-êîðè÷íåâûé, à â ñâåòëî-æ¸ëòûé öâåò . Òåì æå öâåòîì ïîêðàøåíû è èõ
âåðõíèå äåêè.

Òàêèì îáðàçîì, ìîäåëè 1928 è 1932 ãîäà ïî÷òè ïîëíîñòüþ ñîõðàíèëè
÷åðòû êîðïó ñîâ ñóâàëüêèéñêèõ òðàäèöèîííûõ êàíêëåñ, îäíàêî îáû÷íûé
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èõ ò¸ìíî-êîðè÷íåâûé öâåò óæå ïîòåðÿëè. Ò àêæå áûëî ïîòåðÿíî è êîí-
òðàñòíîå ñîîòíîøåíèå öâåòà êîðïó ñà è âåðõíåé äåêè – ýòè âàæíûå ýëå-
ìåíòû èíñòðóìåíòà ñòàëè îäèíàêîâîãî öâåòà. Íåò íèêàêîãî ñîìíå íèÿ,
÷òî íà òàêîé ïðèíöèï ïîêðàñêè êàíêëåñ ðåøàþùåå âëèÿíèå îêàçàëà  òðà-
äèöèÿ ïîêðàñêè åâðîïåéñêèõ ñòðóííûõ èíñòðóìåíòîâ, êîòîðûå øèðîêî
ïðèìåíÿëèñü íå òîëüêî â àêàäåìè÷åñêîì, íî è â íàðîäíîì ìóçèöèðîâà-
íèè.

Îñíîâíûå ÷åðòû ýòíîãðàôè÷åñêèõ ñóâàëüêèéñêèõ êàíêëåñ è èõ íî-
âûõ óñîâåðøåíñòâîâàííûõ ìîäåëåé ñîõðàíèëèñü è ïîñëå, êàçàëîñü áû,
íåçíà÷èòåëüíîãî, íî ïî ñóòè äåëà ðåâîëþöèîííîãî  ïåðåëîìà â èõ ó ñîâåð-
øåíñòâîâàíèè – ó ñòàíîâëåíèÿ â 1933 ãîäó ìåõàíèçìà èçìåíåíèÿ âûñîòû
çâó÷àíèÿ ñòðóí, êîòîðûé, êàê óæå ãîâîðèëîñü ðàíüøå, îñòàëñÿ íåèçìåí-
íûì äî íàøèõ äíåé. Ò î æå ñàìîå ìîæíî ñêàçàòü è î êàíêëåñ êîíñòðóê-
öèè 1954 ãîäà, êîðïó ñ êîòîðûõ ïðè åãî äàëüíåéøåì óâåëè÷åíèè âñ¸
ðàâíî ñîõðàíèë îñíîâíûå ÷åðòû ñóâàëüêèéñêèõ òðàäèöèîííûõ èíñòðó-
ìåíòîâ.

Êàíêëåñ ìîäåëè 1964 ãîäà, õîòÿ è îñíîâàíû íà ðåàëüíî ñóùåñòâóþ-
ùåì ïðîòîòèïå, óæå çàìåòíî îòîøëè â ñâîåé ôîðìå îò òðàäèöèîííûõ
ñóâàëüêèéñêèõ ïðîòîòèïîâ è ïðèîáðåëè ÷åðòû åâðîïåéñêèõ ìóçûêàëü-
íûõ èíñòðóìåíòîâ, â ÷àñòíîñòè àðôû. Áîëåå òîãî, èçìåíèëèñü è ïðîïîð-
öèè ñàìîãî èíñòðóìåíòà – êîðïó ñ åãî, ïî ñðàâíåíèþ ñ äî ýòîãî áûâøè-
ìè â óïîòðåáëåíèè êàíêëåñ, ñòàë çàìåòíî á óëüøèì è âûñîêèì. Ò àêæå â
ïðîòèâîâåñ ïðåäûäóùèì òèïàì, â ýòîé ìîäèôèêàöèè êàíêëåñ ïðîèçîø-
ëè çàìåòíûå èçìåíåíèÿ â ôîðìå ñàìîãî èíñòðóìåíòà. Âî-ïåðâûõ, çíà÷è-
òåëüíî áûë óìåíüøåí çàâèòîê â ïåðåäíåì êîíöå, îòëè÷àþùèé ñóâàëü-
êèéñêèå êàíêëåñ îò òàêèõ æå èíñòðóìåíòîâ èç äðóãèõ ðåãèîíîâ Ëèòâû.
Òàêæå ïî ïðèìåðó ïðîîáðàçà – êàíêëåñ Ê óäèðêè – áûë èçìåí¸í îêðóã-
ë¸ííûé çàäíèé êîíåö, êîòîðûé è ðàíåå áûë òèïè÷íûì òîëüêî äëÿ ñó-
âàëüêèéñêèõ èíñòðóìåíòîâ. Îí òåïåðü ñòàë íå òîëüêî êîñîóãîëüíûì, íî
è íåñêîëüêî èçâèëèñòûì, êàê ýòî îáû÷íî áûâàåò ó íèæíèõ êîíöîâ èí-
ñòðóìåíòîâ òèïà àêàäåìè÷åñêîé àðôû è íàðîäíûõ å¸ ìîäèôèêàöèé.

Íåòðóäíî çàìåòèòü, ÷òî êàíêëåñ êîíñòðóêöèè 1964 ãîäà ïðèîáðåëè
ôîðìó ïî÷òè ïðàâèëüíîé òðàïåöèè, ÷òî íå áûëî õàðàêòåðíî äëÿ êîíñò-
ðóêöèè íå òîëüêî ñóâàëüêèéñêèõ ýòíîãðàôè÷åñêèõ ïðîòîòèïîâ, íî è äëÿ
òðàäèöèîííûõ èíñòðóìåíòîâ òèïà êàíêëåñ èç äðóãèõ ðåãèîíîâ Ëèòâû.
Òðàäèöèîííûå êàíêëåñ, êàê ïðàâèëî, âñåãäà èìåëè ôîðìó íåïðàâèëü-
íîé òðàïåöèè, à ñóâàëüêèéñêèå, êàê óæå áûëî ñêàçàíî, âìåñòå ñ òåì åù¸
è îêðóãë¸ííûé çàäíèé êîíåö, à òàêæå äîâîëüíî âíóøèòåëüíûé çàâèòîê
â ïåðåäíåì êîíöå. Ôîðìó ïðàâèëüíîé òðàïåöèè, êàê ïîêàçàë àíàëèç ýò-
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íîãðàôè÷åñêèõ ìóçåéíûõ ýêñïîíàòîâ, â ëèòîâñêîì íàðîäíîì èíñòðó-
ìåíòàðèè èìåëè ëèøü öèìáàëû, è ýòî ÿâëÿåòñÿ êàê ðàç îòëè÷èòåëüíîé
÷åðòîé ñîáñòâåííî åâðîïåéñêîãî èíñòðóìåíòà.

Çàìåòíî óâåëè÷åííûé ðàçìåð êîðïó ñà âûñîêèõ êàíêëåñ – îñíîâíîãî
òèïà ìîäåëè 1964 ãîäà – è îñîáåííî çàâûøåííàÿ åãî âûñîòà, òî åñòü òîë-
ùèíà , â ïðèöèïå áîëåå ïîäõîäèò ê áàñîâîìó , íåæåëè ñîïðàíîâîìó èíñò-
ðóìåíòó , êàêîâûì, íåñìîòðÿ íà äîâîëüíî øèðîêèé äèàïàçîí (÷åòûðå
îêòàâû), ÿâëÿåòñÿ äàííàÿ ìîäåëü êàíêëåñ. Íàêîíåö, â ýòîé ìîäåëè áûëî
çàìåíåíî è ìåñòî ðåçîíàíñîâîãî îòâåðñòèÿ, êîòîðîå è â ýòíîãðàôè÷åñ-
êèõ, è â àêàäåìè÷åñêèõ èíñòðóìåíòàõ îáû÷íî áûâàåò ïîñåðåäèíå âåðõ-
íåé äåêè. Íåñêîëüêî òàêèõ îòâåðñòèé â ôîðìå óçîðà íàðîäíûõ ëåíò è
òêàíåé ñäåëàíû â ïåðåäíåé ñòåíêå, êîòîðàÿ âî âðåìÿ èãðû íà êàíêëåñ
áûâàåò ïîâ¸ðíóòà â ñòîðîíó ñëóøàòåëåé.

Òàáëèöà 2.
Îñíîâíûå õàðàêòå ðèñòèêè ìîäèôèöèðîâàííûõ êàíêëåñ

Ìîäåëü Êîðïó ñ Ñòðóíû Ðåçîíàíñîâîå Ìåõàíèçìîòâåðñòèå
1901 ã. Òèïè÷íûé 12 Ïî ñåðåäèíå Îòñóòñòâóåò

âåðõíåé äåêè
1928 ã. Òèïè÷íûé 15 Ïî ñåðåäèíå Îòñóòñòâóåò

âåðõíåé äåêè
1932 ã. Òèïè÷íûé 22 Ïî ñåðåäèíå Îòñóòñòâóåò

âåðõíåé äåêè
1933 ã. Òèïè÷íûé 22 Ïî ñåðåäèíå Ïåðåêëþ÷àòåëè

âåðõíåé äåêè äëÿ êàæäîé ñòðóíû
1954 ã. Òèïè÷íûé 29 Ïî ñåðåäèíå Ïåðåêëþ÷àòåëè

âåðõíåé äåêè äëÿ êàæäîé ñòðóíû
1964 ã. Íåòèïè÷- 29 Â ïåðåäíåé ñòåíêå Ïåðåêëþ÷àòåëè

íûé äëÿ êàæäîé ñòðóíû

Ðåçîíàíñîâîå îòâåðñòèå ñòðóííûõ èíñòðóìåíòîâ îáû÷íî äåëàåòñÿ
ïî ñåðåäèíå âåðõíåé äåêè. Îíî îáëåã÷àåò å¸ êîëåáàíèå, ñïîñîáñòâó åò
ëó÷øåìó ñîäåéñòâèþ ñ âèáðàöèåé ñòðóí è îáðàçîâàíèþ áîëåå êà÷åñòâåí-
íîãî çâó÷àíèÿ. Ðåçîíàíñîâîå îòâåðñòèå ñëîæíîé êîíôèãóðàöèè êàíê-
ëåñ ìîäåëè 1964 ãîäà â àêóñòè÷åñêîì ñîäåéñòâèè ñòðóí ñ êîëåáàíèÿìè
âåðõíåé äåêè ó÷àñòèÿ ïðàêòè÷åñêè íå ïðèíèìàåò è íèêàêîãî âëèÿíèÿ
íà äàííûé ïðîöåññ íå èìååò .

Íà âîïðîñ, ïî÷åìó äëÿ ðåçîíàíñîâîãî îòâåðñòèÿ âìåñòî òðàäèöè-
îííîé ñåðåäèíû âåðõíåé äåêè áûëî âûáðàíî èìåííî ïåðåäíÿÿ ñòåíêà
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êàíêëåñ, Ñòÿïóëèñ â 1986 ãîäó îáúÿñíèë, ÷òî ýòî áûëî ñäåëàíî ïî ñóãóáî
ïðàêòè÷åñêèì ñîîáðàæåíèÿì, ÷òîáû çâóê èíñòðóìåíòà âûõîäèë ïðÿìî íà
ñëóøàòåëÿ. Îí ïðèçíàë òàêæå, ÷òî ê ýòîìó ïðèâ¸ë ëèøü ýìïèðè÷åñêèé
ïóòü óñîâåðøåíñòâîâàíèÿ êàíêëåñ, áåç êàêèõ-ëèáî çíàíèé çàêîíîâ ìó-
çûêàëüíîé àêó ñòèêè (Ñòÿïóëèñ 1986).

Ïîäîáíûì îáðàçîì áûëè èçãîòîâëåíû áàñîâûå è êîíòðàáàñîâûå
êàíêëåñ. Êîíòðàáàñ, êàê è â ïðåäûäóùåé ìîäèôèêàöèè 1954 ãîäà, â ñèëó
ñâîåãî î÷åíü áîëüøîãî êîðïó ñà, âî âðåìÿ èãðû ïðè ïîìîùè ñïåöèàëü-
íîé ïàëêè ñòàâèòñÿ ïî÷òè âåðòèêàëüíî. Ïî åãî ñòðóíàì, êàê è ïî ñòðó-
íàì êîíòðàáàñà êîíñòðóêöèè 1954 ãîäà, óäàðÿþò ñïåöèàëüíûì ìîëîò-
êîì, ïîýòîìó êîíòðàáàñîâûå êàíêëåñ â ïðèöèïå áûëè íå ñòðóííûì ùèï-
êîâûì, à ñòðóííûì óäàðíûì èíñòðóìåíòîì. È ëèøü ïðè èãðå íà í¸ì
ïàëüöàìè ïðàâîé ðóêè (èíñòðóìåíò ïîñòîÿííî ïðèäåðæèâàëñÿ ëåâîé
ðóêîé, èëè æå ïàëüöàìè ýòîé ðóêè ïðèêðûâàëèñü íåíóæíûå äëÿ çâó÷à-
íèÿ ñòðóíû) êîíòðàáàñ ôóíêöèîíèðó åò êàê ñòðóííûé ùèïêîâîé èíñò-
ðóìåíò .

Íåñìîòðÿ íà ýòî, âñå òðè âèäà ìîäèôèöèðîâàííûõ êàíêëåñ 1964 ãîäà
ñîõðàíèëè îäèíàêîâûé ïðèíöèï êîíñòðóêöèè, ðàñïîëîæåíèÿ ñòðóí è
ðåçîíàíñîâîãî îòâåðñòèÿ, îò÷åãî èõ ìîæíî ñ óâåðåííîñòüþ ñ÷èòàòü ñå-
ìåéñòâîì ñîâðåìåííûõ êîíöåðòíûõ èíñòðóìåíòîâ, èìåþùèì òâ¸ðäóþ
ýòíîãðàôè÷åñêóþ îñíîâó .

Îöå íêà êî íñòðóêöèé óñîâåðøåíñòâîâàííûõ áèðáèíå

Ïîä îáùèì íàçâàíèåì áèðáèíå â íàðîäíîé òðàäèöèè îáüåäèíÿëèñü
äóõîâûå ÿçû÷êîâûå èíñòðóìåíòû, ñäåëàííûå èç ñòåáëÿ ðæè, ãó ñèíîãî
ïåðà, òðîñòíèêà, êóñêà ñòåáëÿ ìîëîäîãî äåðåâà, à òàêæå èç ñïåöèàëüíîé
äåðåâÿííîé çàãîòîâêè. Îíè âñå èìåëè 3–6 èãðîâûõ îòâåðñòèé, à îáðàçåö
äåðåâÿííîé áèðáèíå ðàãÿëèñ, Ñÿêìèíþ ðàãÿëèñ – åù¸ è ðàñòðóá èç ðîãà
æèâîòíîãî. Íåêîòîðûå ìóçåéíûå ýêñïîíàòû äåðåâÿííûõ èíñòðóìåíòîâ
íàïîìèíàþò äàæå êëàðíåò , è î÷åâèäíî, ÷òî îíè áûëè èçãîòîâëåíû ïîä
âëèÿíèåì ýòîãî àêàäåìè÷åñêîãî èíñòðóìåíòà, êîòîðûé ïðèìåíÿëñÿ è â
íàðîäíîì ìóçèöèðîâàíèè. Ò ðîñòü òàêèõ èíñòðóìåíòîâ óæå íå îòðåçàëàñü
â ïåðåäíåì êîíöå êîðïó ñà, êàê ýòî áûëî ó âñåõ îñòàëüíûõ áèðáèíå, à
ïðèâÿçûâàëàñü øíóðêîì òàêæå ê ïåðåäíåìó êîíöó , êîòîðûé èìåë ôîð-
ìó êëàðíåòíîãî ìóíäøòóêà. Íàðîäíûå áèðáèíå èìåëè â îñíîâíîì öè-
ëèíäðîâîå âíóòðåííåå ñâåðëåíèå, îäíàêî íåêîòîðûå ýêñïîíàòû, ñäåëàí-
íûå èç êîðû îëüõè, áûëè íå öèëèäðîâûìè, à êîíó ñîîáðàçíûìè.
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Òàáëèöà 3.
Îñíîâíûå õàðàêòå ðèñòèêè òðàäèöèîííûõ áèðáèíå

Ìà òåðèàë Ôîðìà Îòâå ðñòèÿ Ðàñòðóá Òðîñòü
Ñîëîìà Öèëèíäð  3–4 Îòñóòñòâóåò Â êîðïó ñå
Ïåðî Öèëèíäð  3–4 Îòñóòñòâóåò Â êîðïó ñå
Êîðà Êîíó ñ Îòñóò- Îòñóòñòâóåò Âî âñòàâëåííîì

ñòâóþò ìóíäøòóêå
Äåðåâî Öèëèíäð 4–6 Îòñóòñòâóåò Â êîðïó ñå, âî

âñòàâëåííîì ìóíäøòóêå
Äåðåâî Öèëèíäð 4–6 Ðîã Â êîðïó ñå, âî

âñòàâëåííîì ìóíäøòóêå

Ìîäåëüþ ó ñîâåðøåíñòâîâàíèÿ áèðáèíå â 1940 ãîäó , êàê óæå áûëî
ñêàçàíî, ñòàë äåðåâÿííûé ïðîòîòèï – ðàãÿëèñ, Ñÿêìèíþ ðàãÿëèñ , íà
êîòîðîì âî âðåìÿ âåñåííåãî ïàñòóøüåãî ïðàçäíèêà Ñÿêìèíåñ  èãðàë ñòàð-
øèé ïàñòóõ. Èìåííî âñå îñíîâíûå ïðèçíàêè ýòîãî íàðîäíîãî âèäà èí-
ñòðóìåíòà áûëè ñîõðàíåíû â ìîäèôèêàöèÿõ in C, in D è in G 1940 ãîäà.
Âñå ýòè íîâûå èíñòðóìåíòû èìåëè äåðåâÿííûé öèëèíäðîâûé êîðïó ñ,
ìóíäøòóê ñ ïðèâÿçûâàåìîé òðîñòüþ, à òàêæå ðàñòðóá èç ðîãà æèâîòíî-
ãî. Êîëè÷åñòâî èãðîâûõ îòâåðñòèé áûëî óâåëè÷åíî äî 10 è â èãðå èñ-
ïîëüçîâàëèñü íå òîëüêî â òðàäèöèîííîì èñïîëíèòåëüñòâå îáû÷íî ïðè-
ìåíÿåìûå âòîðîé–÷åòâ¸ðòûé, íî è ïåðâûé è ïÿòûé ïàëüöû îáåèõ ðóê.

Ìîäåëü 1950 ãîäà òàêæå èìåëà äåðåâÿííûé öèëèíäðîîáðàçíûé êîðïó ñ
ñ 10 îòâåðñòèÿìè, âñòàâëÿåìûé ýáîíèòîâûé ìóíäøòóê êëàðíåòîâîãî òèïà
ñ ïðèâÿçûâàåìîé òðîñòüþ è ðàñòðóá èç ðîãà æèâîòíîãî. Îäíàêî ñâîèì
âíóòðåííèåì ñâåðëåíèåì ñëîæíîãî ïðîôèëÿ, âêëþ÷àþùèì îäíîâðåìåí-
íî ÷åðòû öèëèíäðà è êîíó ñà, ýòà ìîäåëü ðåçêî îòëè÷àåòñÿ îò ïðåæíèõ
èíñòðóìåíòîâ.

×èñòî ýìïèðè÷åñêèì ïóò¸ì íàéäåííàÿ ôîðìà âíóòðåííåãî ñâåðëå-
íèÿ áèðáèíå, íå âñòðå÷àåìàÿ íå òîëüêî â êîíñòðóêöèÿõ ýòíè÷åñêèõ, íî
è àêàäåìè÷åñêèõ èíñòðóìåíòîâ, â ïðèíöèïå ñîçäà¸ò âîçìîæíîñòü äëÿ
èçâëå÷åíèÿ ïîëóõðîìàòè÷åñêîãî çâóêîðÿäà. Ïðèìåðíî äî ïîëîâèíû
ñòâîëà, èìåþùåãî äî ýòîãî ìåñòà ïî÷òè öèëèíäðè÷åñêèé âíóòðåííèé
ïðîôèëü, èíñòðóìåíò äåéñòâó åò êàê çàêðûòàÿ òðóáêà, è â ýòîé çîíå ÷å-
ðåç îòâåðñòèÿ, ïðèêðûâàåìûå ïàëüöàìè ëåâîé ðóêè, èçâëåêàþòñÿ äèà-
òîíè÷åñêèå çâóêè. Âî âòîðîé ïîëîâèíå ñòâîëà, èìåþùåãî óæå ðåçêî ðàñ-
øèðåííîå êîíó ñîîáðàçíîå âíóòðåííåå ñâåðëåíèå, áèðáèíå íà÷èíàåò
äåéñòâîâàòü ïî àêóñòè÷åñêèì çàêîíàì îòêðûòîé òðóáêè , è â ýòîé çîíå
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÷åðåç îòâåðñòèÿ, ïðèêðûâàåìûå ïàëüöàìè ïðàâîé ðóêè, èçâëåêàþòñÿ
õðîìàòè÷åñêèå çâóêè. Ïðèìåíÿÿ åù¸ è àïïëèêàòóðíûå êîìáèíàöèè â
çîíå äåéñòâèÿ çàêðûòîé òðóáêè, ìîæíî áåç îñîáûõ ó ñèëèé èçâëå÷ü è
ïîëíûé õðîìàòè÷åñêèé çâóêîðÿä äâóõ ñ ïîëîâèíîé îêòàâû.

Åù¸ áîëåå ñëîæíîå âíóòðåííåå ó ñòðîéñòâî áûëî ïðèìåíåíî äëÿ èç-
âëå÷åíèÿ ïîëíîãî õðîìàòè÷åñêîãî çâóêîðÿäà òåíîðîâîé áèðáèíû êîí-
ñòðóêöèè 1953 ãîäà è å¸ äàëüíåéøåé ìîäèôèêàöèè 1960 ãîäà. Âíóòðè
öèëèíäðè÷åñêîãî ñòâîëà èíñòðóìåíòà 1953 ãîäà áûëè ó ñòàíîâëåíû äâå
íåáîëüøèå ìåòàëëè÷åñêèå òðóáêè, èç êîòîðûõ â êîíñòðóêöèè òåíîðî-
âîé áèðáèíå 1960 ãîäà îñòàëàñü ëèøü îäíà. Ñ ïîìîùüþ âíóòðåííåãî ó ñ-
òðîéñòâà ÷àñòü âäóâàåìîãî âîçäóõà íàïðàâëÿëàñü ÷åðåç ýòó òðóáî÷êó, ïî-
âûøàÿ òåì ñàìûì êàæäûé äèàòîíè÷åñêèé çâóê íà ïîëòîíà.

Òàáëèöà 4.
Îñíîâíûå õàðàêòå ðèñòèêè óñîâåðøåíñòâîâàííûõ áèðáèíå

 Ìîäåëü Ìà òåðèàë Ôîðìà
Âíóòðåííåå

Çâóêîðÿäóñòðîéñòâî
Ñîïðàíî Äåðåâî Öèëèíäð, Îòñóòñòâóåò Ïîëóõðîìàòè÷åñêèé,

êîíó ñ ñ âîçìîæíîñòüþ
èçâëå÷åíèÿ õðîìàòè-
÷åñêèõ çâóêîâ

Òåíîð Ìåòàëë Öèëèíäð Âñïîìîãàòåëü- Õðîìàòè÷åñêèé
íàÿ òðóáî÷êà

Êîíòðàáàñ Ìåòàëë Öèëèíäð ×åòûðå ñòâîëà Õðîìàòè÷åñêèé

Òåíîð óæå èçãîòàâëèâàëñÿ íå èç äåðåâà, à èç ìåòàëëà, è áûë ïîêðà-
øåí êðàñêîé, íàïîìèíàþùåé äåðåâî. Â íàñòîÿùåå âðåìÿ, íàðÿäó ñ ìå-
òàëëè÷åñêèìè, óïîòðåáëÿþòñÿ è äåðåâÿííûå òåíîðîâûå áèðáèíå.

Êîíòðàáàñ ìîäåëè 1956 ãîäà èìååò óæå ÷åòûðå âíóòðåííèõ ñòâîëà
òðåóãîëüíîé ôîðìû. Âäóâàåìûé âîçäóõ âî âñå ñòâîëà ïîî÷åðåäíî íàïðàâ-
ëÿåòñÿ ñ ïîìîùüþ ñïåöèàëüíîãî êëàïàíà, óïðàâëÿåìîãî ïåðâûì ïàëü-
öåì ëåâîé ðóêè. Çâóêîðÿä êîíòðàáàñîâîé áèðáèíå – õðîìàòè÷åñêèé,
ïîñêîëüêó äëÿ èçâëå÷åíèÿ êàæäîãî õðîìàòè÷åñêîãî çâóêà ïðåäíàçíà÷à-
åòñÿ ñîîòâåòñòâóþùåå çâóêîâîå îòâåðñòèå.

Ñîâåðøåííî î÷åâèäíî, ÷òî ïðèíöèï à óòåíòè÷íîñòè, êîòîðûé áûë
ïîëîæåí â îñíîâó ó ñîâåðøåíñòâîâàíèÿ êàíêëåñ, ñòàë îñíîâîïîëàãàþ-
ùèì è äëÿ ìîäèôèêàöèè áèðáèíå. Îäíàêî íà ïóòè ó ñîâåðøåíñòâîâàíèÿ
ýòèõ èíñòðóìåíòîâ ìàñòåðà ñòîëêíóëèñü ñ îñòðîé ïðîáëåìîé ðàñøèðå-
íèÿ çâóêîðÿäà è âìåñòå ñ ýòèì ñîõðàíåíèÿ âíåøíîñòè íàðîäíîãî èíñò-
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ðóìåíòà. È, åñëè â ñëó÷àå ìîäèôèêàöèè ñòðóííîãî èíñòðóìåíòà êàíê-
ëåñ ýòà ïðîáëåìà áûëà ðåøåíà äîâîëüíî ó ñïåøíî, ïðàêòè÷åñêè áåç êà-
êèõ-ëèáî çàìåòíûõ ïîòåðü à óòåíòè÷íîãî ïðèâû÷íîãî âèäà è çâó÷àíèÿ,
òî äåëî ñ óñîâåðøåíñòâîâàíèåì áèðáèíå îêàçàëîñü çíà÷èòåëüíî ñëîæíåå.

Â ñèëó àêóñòè÷åñêèõ îñîáåííîñòåé äóõîâîìó ÿçû÷êîâîìó ìóçûêàëü-
íîìó èíñòðóìåíòó òèïà çàêðûòîé òðóáêè äëÿ ðàñøèðåíèÿ çâóêîðÿäà è
äîñòèæåíèÿ õðîìàòè÷åñêèõ çâóêîâ íåîáõîäèì êëàïàííûé ìåõàíèçì –
ýòî ïîêàçûâàåò è ìèðîâàÿ ïðàêòèêà ó ñîâåðøåíñòâîâàíèÿ ïîäîáíûõ àêà-
äåìè÷åñêèõ èíñòðóìåíòîâ. Íî â òàêîì ñëó÷àå òåðÿþòñÿ îñîáåííîñòè ïåð-
âîçäàííîé âíåøíîñòè íàðîäíîãî èíñòðóìåíòà, ÷òî áûëî î÷åâèäíî â êîí-
ñòðóêöèÿõ ëàòûøñêèõ è êàðåëüñêèõ íàöèîíàëüíûõ èíñòðóìåíòîâ òèïà
áèðáèíå 50-õ ãîäîâ XX ñòîëåòèÿ, ãäå ïîäîáíûé ìåõàíèçì, õîòÿ è î÷åíü
îñòîðîæíî, óæå ïðèìåíÿëñÿ. ×òî êàñàåòñÿ ðåêîíñòðóêöèè è ó ñîâåðøåí-
ñòâîâàíèÿ áèðáèíå, òî ñîâåðøåííî î÷åâèäíî, ÷òî ïðè ñîõðàíåíèè âíå-
øíîñòè íàðîäíîãî èíñòðóìåíòà ïðèøëîñü èäòè ïóò¸ì ó ñòóïîê åãî çâó-
êîâûì êà÷åñòâàì, ïðèáåãàÿ ê ïðèìåíåíèþ àïïëèêàòóðíûõ êîìáèíàöèé
è ðàçíûõ âíóòðåííèõ ïðèñïîñîáëåíèé.

Òàêæå î÷åâèäíî, ÷òî â îòëè÷èå îò ñîâðåìåííûõ ó ñîâåðøåíñòâîâàí-
íûõ êàíêëåñ, êîòîðûå èçãîòàâëèâàþòñÿ ïî åäèíîìó ïðèíöèïó êîíñòðóê-
öèè è ñîñòàâëÿþò ñåìåéñòâî ýòèõ èíñòðóìåíòîâ, ñîâðåìåííûå áèðáèíå
â ñòðîãîì ñìûñëå íå ÿâëÿþòñÿ ïîäîáíûì ñåìåéñòâîì. Èõ ñâÿçûâàþò
ëèøü îáùåå íàçâàíèå è âíåøíîñòü, íàïîìèíàþùàÿ íàðîäíûå áèðáèíå,
íî êàæäûé èíñòðóìåíò èçãîòàâëèâàåòñÿ êàê îòäåëüíûé ñâîåîáðàçíûé
òèï, èìåþùèé ñâîþ ñîáñòâåííóþ êîíñòðóêöèþ. Ïî ñóòè äåëà – ýòî êîí-
ãëîìåðàò ðàçëè÷íûõ èíñòðóìåíòîâ.

Íåñìîòðÿ íà ýòî, âñå ó ñîâåðøåíñòâîâàííûå èíñòðóìåíòû òèïà áèð-
áèíå èìåþò øèðîêîå óïîòðåáëåíèå, îíè èñïîëüçóþòñÿ â ðàçíûõ àíñàì-
áëÿõ è îðêåñòðàõ íàðîäíûõ èíñòðóìåíòîâ, íà íèõ âåä¸òñÿ îáó÷åíèå â
ìóçûêàëüíûõ øêîëàõ, ó÷èëèùàõ è âûñøèõ ó÷åáíûõ çàâåäåíèÿõ, à îñíîâ-
íîé – ñîïðàíîâûé – òèï áèðáèíå ÿâëÿåòñÿ ïðèçíàííûì ñîëüíûì èíñò-
ðóìåíòîì. Ýòî ïîäòâåðæäàåò , ÷òî ïîòðåáíîñòü ó ñîâåðøåíñòâîâàííûõ
ýòíè÷åñêèõ èíñòðóìåíòîâ â ëèòîâñêîé ìóçûêàëüíîé æèçíè âåëèêà, è îíà
íåðàçðûâíî ñâÿçàíà ñ äàëüíåéøèì ïðîöåññîì ðàçâèòèÿ íàöèîíàëüíîé
êóëüòóðû.
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* * *

Îòíîñèòåëüíî õàðàêòåðèñòèêè ó ñîâåðøåíñòâîâàííîãî â 1950 ãîäó
ëóìçäÿëèñ, ìîæíî ëèøü îòìåòèòü, ÷òî â ñèëó ôóíêöèîíèðîâàíèÿ äàííîãî
èíñòðóìåíòà ïî àêó ñòè÷åñêèì çàêîíàì îòêðûòîé òðóáêè  ñêîëüêî-íè-
áóäü çàìåòíûõ îñëîæíåíèé ïî ïóòè åãî ñòàíîâëåíèÿ êîíöåðòíûì èíñòðó-
ìåíòîì íå íàáëþäàëîñü. Ó ñîâåðøåíñòâîâàííàÿ ìîäåëü ïîëíîñòüþ ñî-
õðàíèëà âñå îñíîâíûå êà÷åñòâà ýòíîãðàôè÷åñêèõ ïðîòîòèïîâ ëóìçäÿëèñ.
Òî æå ñàìîå ìîæíî ñêàçàòü è î ðàçíîâèäíîñòÿõ êîìïëåêòà ñêóäó÷ÿé.

Ñðàâíèòü êîíñòðóêöèè ìîäèôèöèðîâàííûõ ñêðàáàëàé è êÿëìàñ, à
òàêæå òàáàëàé ñ íàðîäíûìè ïðîîáðàçàìè íå èìååò ñìûñëà, ïîñêîëüêó â
äàííîì ñëó÷àå ïåðåä íàìè íå ìîäèôèêàöèè äðåâíèõ îáðàçöîâ, à íîâûå
èñêóññòâåííî ñîçäàííûå èíñòðóìåíòû.

Âûâîäû

Ïðîöåññ ðåêîíñòðóêöèè è ó ñîâåðøåíñòâîâàíèÿ ëèòîâñêèõ ýòíè÷åñ-
êèõ ìóçûêàëüíûõ èíñòðóìåíòîâ, à òàêæå ðàñøèðåíèÿ èõ èñïîëíèòåëüñ-
êèõ âîçìîæíîñòåé â XX âåêå áûë ïðîäèêòîâàí òðåáîâàíèÿìè âðåìåíè è
ïðèâ¸ë ê ñîçäàíèþ íå òîëüêî ìîäèôèöèðîâàííûõ, íî è ñîâåðøåííî
íîâûõ îáðàçîâ äàííûõ èíñòðóìåíòîâ.

Â îñíîâå ïðîöåññà ó ñîâåðøåíñòâîâàíèÿ áûë ïîëîæåí ïðèíöèï ñî-
õðàíåíèÿ à óòåíòè÷íîñòè è ïåðâîçäàííîñòè íàðîäíûõ èíñòðóìåíòîâ.

Ñòðóííûé ùèïêîâîé èíñòðóìåíò êàíêëåñ íà âñåõ ýòàïàõ åãî ó ñî-
âåðøåíñòâîâàíèÿ è ñîçäàíèÿ íîâûõ êîíöåðòíûõ ìîäåëåé ïî÷òè ïîëíî-
ñòüþ ñîõðàíèë îñíîâíûå ñâîéñòâà ýòíîãðàôè÷åñêèõ ïðîîáðàçîâ.

Âñå îñíîâíûå ñâîéñòâà ýòíîãðàôè÷åñêèõ ïðîîáðàçîâ ñîõðàíèëà è
ìîäåëü ó ñîâåðøåíñòâîâàííîãî ëóìçäÿëèñ, ôóíêöèîíèðóþùÿÿ ïî àêó ñ-
òè÷åñêèì çàêîíàì îòêðûòîé òðóáêè .

Äëÿ ñîçäàíèÿ ñîâðåìåííûõ ìîäåëåé äóõîâûõ ÿçû÷êîâûõ èíñòðóìåí-
òîâ áèðáèíå, â ñèëó îñîáåííîñòåé èõ àêó ñòè÷åñêîãî ôóíêöèîíèðîâàíèÿ
ïî çàêîíàì çàêðûòîé òðóáêè, ïîòðåáîâàëîñü ïðèáåãíóòü ê äîïîëíèòåëü-
íûì êîíñòðóêòèâíûì ñðåäñòâàì, âëèÿþùèì íà êà÷åñòâî çâó÷àíèÿ.

Îöåíèâàÿ ïðîöåññ ó ñîâåðøåíñòâîâàíèÿ ýòíè÷åñêèõ ìóçûêàëüíûõ
èíñòðóìåíòîâ è ñîçäàíèÿ èõ íîâûõ ìîäåëåé â öåëîì, ìîæíî çàìåòèòü,
÷òî, íåñìîòðÿ íà ðàçíûå êîíñòðóêòèâíûå èçìåíåíèÿ, èíîãäà íàíîñÿ-
ùèå óùåðá êà÷åñòâó çâó÷àíèÿ, îñíîâíûå ñâîéñòâà íîâûõ ìîäåëåé âñ¸-
òàêè îñòàëèñü áëèçêèìè ê ýòíè÷åñêèì ìóçûêàëüíûì èíñòðóìåíòàì.
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Problems of Reconstruction and Using Ethnic
Musical Instruments in Lithuania. I: Process of Modification

Romualdas Apanavièius

Summary

Process of reconstruction of the ethnic musical instruments in Lithuania
has begun in the end of the 19th century and it has been connected to the
national liberation movement of the Lithuanians. It was the first attempt to
use the ethnic musical instruments as the tools of public performing.

According to the new purpose the constructions of these instruments
were developed using the elements of European musical instruments. Also it
has been done strongly preserving the national traditions of the authentic
outside of these instruments and the features of sound and mode of playing.

The first modification of the string instrument kanklës was made in
1928, and later models were constructed in 1932, 1933 and 1954. These
instruments were of the shape of traditional kanklës from Suvalkija region
of southeastern Lithuania and the number of its strings developed from 12
to 15, 22 and 29. Latest modification of 1964 was based not on the typical
example of kanklës which used to be played by one of the leaders of
Lithuanian national liberation movement of the 19 th century doctor Vincas
Kudirka. The shape of the frame of kanklës has the features of other European
musical instruments, especially the harp. Kanklës of all the models were the
diatonic instruments but starting from the year 1933, when the mechanism
of changing separately the tuning of each string was applied, there appeared
the possibility to play chromatic sounds as well.

The family of the kanklës consisting of the bass and double-bass
simultaneously was constructed.

The development of the wind instrument birbynë (reed pipe) into regular
musical instrument since 1940 has been traced. The appearance of the first
diatonic instruments goes back to the year 1940 and that of the soprano
type to 1950, tenor one in 1953 (latest model in 1960), the double-bass
instrument was made in 1956. These instruments preserved authentic outside
of folk instruments but have a very complicated form of its sound channel
which has possibility to play not only diatonic but as well chromatic sounds.
These three types of birbynë formally are the family of these instruments,
but unlike the kanklës family, where all instruments are uniform in the point
of view of its constructions, each instrument of birbynë family is uniform
and differs mainly from each other.
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The wind instrument lumzdelis (flute) developed into regular chromatic
instrument in 1950.

The conclusion can be made that the process of developing Lithuanian
ethnic musical instruments into regular concert instruments has been
connected to the requirements of the national culture and all types of these
instruments more or less preserved main features of the authentic ethnic
instruments.

Key words: ethnic musical instruments, reconstruction, performing,
Lithuania.
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Kanklës of the Region of Aukðtaitija:
The Past and the Present

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

Educational Sciences, Faculty of Education

On the basis of museum exhibits, ethnic instrumental expeditions and
written sources, the author of the article analyses the modified version of
the Sudovian-type kanklës (Lithuanian national zither, or a kind of harp) as
a distinctive phenomenon of ethnic culture having spread in the region of
Aukðtaitija (the Lithuanian Highland region) since the first half of the 20 th

century.

Introduction

Facts provide evidence that after the need for Lithuanian nationality
and continuity of traditions gained force and became active in the second
half of the 19th century through the first half of the 20 th century, the Sudovian-
type kanklës was chosen as a symbol of Lithuanian identity. The instrument
was started to modify and disseminate in the furthest corners of Lithuania,
even in the region of Dzûkija (Dainava) where kanklës music could not be
found since the earliest ages. The instrument used to be played either solo or
in ensembles, for oneÿs own joy and in public places. This type of the kanklës
gained special popularity in Aukðtaitija. As the instrument had an intense
and dark timbre, a wide sound range, variegated and abundant decorative
elements and a much larger body, it soon became an object of fancy among
the intelligentsia as well as in different organisations, like Young Lithuanians,
the Catholic Spring Association, etc. In the opinion of Algirdas Vyþintas,
this was the way the late-period Aukðtaitian kanklës developed (Vyþintas
2002: 8). On the contrary to numerous researchers and investigators (Romu-
aldas Apanavièius, Marija Baltrënienë, Vida Tarnauskaitë-Palubinskienë,
Nida Visockaitë-Lungienë, Egidijus Virbaðius, etc.), he does not acknowledge
that the aforementioned instrument is a modified model of the Sudovian-
type kanklës.

Investigations related to the kanklës have been presented in research
works by Zenonas Slaviûnas, Jadvyga Èiurlionytë, Jonas Ðvedas, Pranas
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Stepulis, Vladas Bartusevièius, Marija Baltrënienë, Romualdas Apanavièius,
Vytautas Alenskas, Alfonsas Motuzas, Arvydas Karaðka, Rûta Þarskienë,
the author of the present article and other works.

Sporadic information on the Aukðtaitian kanklës and players of this
instrument can be found in the co-authored monograph Senosios kanklës ir
kankliavimas (The Old Kanklës and Kanklës Performance) (Apanavièius,
Alenskas, Palubinskienë, et al. 1994).

The work Tradicinis kankliavimas (Traditional Kanklës Performance)
by the author of the present article (Tarnauskaitë-Palubinskienë 2001)
contains investigation of different ways of playing the kanklës, provides
knowledge on the old kanklës players and the performance repertoire. In
the monograph Kanklës lietuviø etninëje kultûroje (The Kanklës in Lithuanian
Ethnic Culture) (Tarnauskaitë-Palubinskienë 2009), the author presents the
results of detailed research on the heritage related to the instrument itself,
kanklës players, playing the 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 during the second
half of the 19th century through the first half of the 20 th century. Nevertheless,
the spread and entrenchment of the modified Sudovian-type kanklës in the
region of Aukðatitija in the 20 th century is not analysed separately in the said
works.

Information on the birth and activities of the modified Sudovian-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, Tradicinis kankliavimas ðiuolaikinës kultûros
plotmëje 2008) and articles (Motuzienë 2002).

The aforementioned works mostly describe concert activities by kanklës
players of Utena district as well as the tradition of organising the annual
Skambantys kankleliai (Resounding Kanklës) summer camp in the settlement
of Uþpaliai, yet none of them contains an analysis of the modified Sudovian-
type kanklës, ways of playing and the repertoire as distinctive cultural
phenomena.

On the basis of the works published, data obtained during ethnic instru-
mental expeditions and information received from teachers, the author of
the present article is making an attempt to overview the development of the
modified Sudovian-type kanklës and the situation of the instrument in present-
day Aukðtaitija.

T h e  o b j e c t  o f  t h e  r e s e a r ch is the kanklës of the Aukðtaitian
region in the past and in the present.
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T h e  g o a l  ( o b j e c t i v e )  o f  t h e  r e s e a r ch is to overview the usage
of modified Sudovian-type kanklës in the region of Aukðtaitija.

T h e  c o n c l u s i o ns of the investigation carried out by invoking the
comparative and descriptive methods indicate that when the tradition of
men playing the kanklës was disappearing in the 20th century, one third of
kanklës players consisted of women playing Sudovian-type instruments. The
kanklës was modified by efforts of the skilled craftsmen, Stanislovas Rudis
and, later, Juozas Laðas, and disseminated all over Lithuania, mostly in the
region of Aukðtaitija.

In e s s e n c e, playing the Sudovian-type kanklës differs quite little from
traditional Sudovian kanklës performance, as the instrument, with a few
modifications, was taken over from Sudovians.

Key words: kanklës, museums, exhibits, kanklës music.

The kanklës and kanklës players in the past

Museums

Besides the traditional kanklës, modified instruments having peculiarities
of all the three instrument types also used to be played in Lithuania. The
modified Sudovian-type kanklës is spread all over the territory of Lithuania
and has mostly entrenched itself in the region of Aukðtaitija (districts of
Panevëþys, Pasvalys, Radviliðkis, Pakruojis, Utena, Anykðèiai, Kupiðkis,
Rokiðkis, etc.).

Kanklës of this type may be found in the Open Air Museum of Lithuania
(hereafter referred to as LBM) (three exhibits), the National Museum of
Lithuania (IEM EM, two exhibits), Panevëþys Museum of Regional Studies
(PKM, two exhibits), the Museum of Rokiðkis Region (RKM, one exhibit),
the Lithuanian Academy of Music and Theatre (VK, one exhibit), Ðiauliai
Auðra Museum (ÐAM EB, one exhibit), and the Samogitian museum Alka
(TKM) having one exhibit.

According to the traditional classification of kanklës presented by
Romualdas Apanavièius in 1986 (Apanavièius 1986), the modified Sudovian-
type kanklës is attributed to the third type of the instrument (III

1
a). Modified

instruments have glued bodies. The majority of exhibits belonging to this
type are flat-bottomed. The maximum side length is 1000 mm (LBM 342) –
930 mm (RKM 4651). Nevertheless, comparatively small examples of the
kanklës also exist, e.g., 620 mm (IEM EM 157). The height of bodies equals
to 360–380 mm (LBM 342, RKM 3030), but lower examples of the
instruments can be found, as well, e.g., 260 mm (IEM EM 157). The wider
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end most often has an obliquity of 135ºx35º (IEM EM 157) and is finished
with a large or small horn or, in some cases, with a head of a dog (RKM
4651) or dragon (ÐAM EB 3801). Meanwhile, the narrow end is rounded
(RKM 4651) or has an unusual odd shape (IEM EM 157).

The most typical number of single strings is 13–32, the number of double
strings being 17–24. Instruments are usually decorated with resonance holes
notched in the shape of an oval (IEM EM 157, RKM 3030, LBM 342) or
five-to-seven pointed star – a cinquefoil, hexafoil, or heptafoil (LBM 33013,
RKM 4651) as well as different drilled ornaments (LBM 33013). Kanklës
are mostly painted in black, and, in some cases, brown, yellowish or yellow.

A collection of eleven modified Sudovian-type instruments has been
gathered by the craftsman Egidijus Virbaðius.

Expedition data

15 examples of modified kanklës were recorded in North-Eastern
Aukðtaitija during the third ethnic instrumental expedition in 1989. The
respondents drew four examples of the kanklës from memory.

Valerija Jokubënaitë-Ikamienë1 residing in Birþai district played a 10-
string Sudovian-type kanklës2 inherited from her father, Mr Jokubënas (19th

century). The teacher Bronë Ðernienë3 had seen girls playing yellowish colour
kanklës with double strings at a feast of young farmers organised in the
town of Birþai in 1937. The respondent Jonas Vëjinis4 remembered that in
his living surroundings men used to play maple wood Sudovian-type kanklës
having 12 or more strings.

Other participants of the research from the aforementioned district
(Petras Deglis5 and Marcelë Garjonienë6) played modified third-type instru-
ments having 16 strings; meanwhile, Mr Tamënas7 played a 12-stringed
kanklës and had crafted for himself another instrument – a modified third-
type kanklës with 24 strings.

1 Valerija Jokubënaitë-Ikamienë, born in 1888, Gervelënai village, Papilys rural
district, Birþai county; died in 1961, Eiskudþiai village, Birþai district.

2 It is not clear whether the instrument was modified.
3 Bronë Ðernienë, born in 1931, Birþai.
4 Jonas Vëjinis, rural district of Parovëja, Birþai district; date of birth unknown.
5 Petras Deglis, born in 1931, Nemunëlio Radviliðkis, Birþai county and rural

district.
6 Marcelë Garjonienë, Birþai; date of birth unknown.
7 Tamënas, Pandëlys rural district, Birþai county; date of birth unknown.
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Jonas Dilys8 from Kupiðkis district played a kanklës made in 1936 by
Juozas Laðas. He also remembered that identical instruments used to be
played by Petras Vinkðnelis9 and Elena Vinkðnelytë-Þvirblienë10 as well as
Onutë Mikuckienë11, Ms Grylavikienë12, Ms Svedauskaitë13 and other mu-
sicians of the neighbourhood. Adomas Petrauskas14 living in Kupiðkis district
holds a 20-string kanklës in the museum he has established. The instrument
was left by a visitor (Petrauskas does not remember his name). According to
the construction and ornamentation, the instrument must have been crafted
by Juozas Laðas.

Respondents from Rokiðkis district, Paulina Gikytë-Tumienë15 and Julija
Baltuðkaitë-Starkuvienë16 also play instruments that are works by J. Laðas.

During the 1989 ethnic instrumental expedition in Northern Aukðtaitija,
the largest number of facts and observations (10) related to playing the
kanklës were recorded in Panevëþys district, followed by the districts of
Utena (5), Pasvalys (3) and Anykðèiai (2). No spots of playing the kanklës
were observed in the districts of Zarasai, Ignalina and Ðvenèionys. Therefore,
it is complicated to distinguish what form of the kanklës used to be played
there.

Jonas Ðeðkas17 residing in Pasvalys district had a modified third-type
kanklës but could not remember who had crafted the instrument. Jonas
Daumantas18 had made a modified kanklës in 1935 after having a look at

8 Jonas Dilys, born in 1907, Sliepiðkis village, Svëdasai rural district, Rokiðkis
county; died in 1989, Ðaukliðkiai village, Kupiðkis district.

9 Petras Vinkðnelis, died approx. 1976; lived in Svëdasai town, Anykðèiai district;
date of birth unknown.

10 P. Vinkðnelis’ daughter, Savièiûnai village, rural district of Svëdasai, Anykðèiai
district; date of birth unknown.

11 Onutë Mikuckienë, Svëdasai town, Anykðèiai district; date of birth unknown.
12 Grylavikienë, place and date of birth unknown.
13 Svedauskaitë – a teacher, Subaèius Railway Station, Kupiðkis district; date of

birth unknown.
14 Adomas Petrauskas, born in 1914, Kupiðkis district.
15 Paulina Gikytë-Tumienë, born in 1920, Svëdasai, Rokiðkis county; lived in

Kalviai village, Rokiðkis district.
16 Julija Baltuðkaitë-Starkuvienë, born in 1925, Juodonys village, Kamajai rural

district, Rokiðkis county; lived in in Kalviai village, Rokiðkis district.
17 Jonas Ðeðkas, born in 1913, Pumpënai town, presently Pasvalys district.
18 Jonas Daumantas, 1899–?, Krikliniai village, Pumpënai rural district, presently

Pasvalys district.
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books. The same type of instrument used to be played by his daughter Janina
Daumantaitë-Juzënienë19.

The majority of modified Sudovian-type instruments that spread in
Lithuania during the first half of the 20 th century were crafted by S t a n i s-
l o v a s  R u d i s20 from Krekenava and J u o z a s  L a ð a s21 from the settlement
of Svëdasai. Kanklës of the same type also used to be made by the Utena
craftsman, J o n a s  L i u i m a22.

Kanklës players living in the neighbourhood of Panevëþys, Utena or
Anykðèiai play instruments made by the craftsmen Rudis and Laðas. Their
instruments have spread not only in the districts of Panevëþys (settlement of
Krekenava), Anykðèiai (settlement of Svëdasai), Utena (Settlement of Uþpa-
liai), but also in other Lithuanian territories like the vicinities of Pakruojis
(settlement of Rozalimas), Radviliðkis (Oþaièiai, Pociûnëliai, etc.), Tauragë,
Raseiniai (Ariogala) and Trakai (Onuðkis). Even Lithuanian players living
in the USA (e.g. P. Bliûmas, etc.) use instruments crafted by Rudis. According
to the witnessing given by the respondent Ona Slavinskaitë-Rudienë23, the
craftsman Stanislovas Rudis got interested in the kanklës around 1920 en-
couraged by Vytautas Kadþys24, a Pan flute and kanklës player. The latter
had oftentimes seen a twelve-string Sudovian kanklës at the musician Pranas
Puskunigis’25 home in Skriaudþiai, district of Prienai, learned to play the
instrument himself and offered Rudis (as a woodworker and furniture maker)
to go and see the instrument. The craftsman brought drawings, a description
of the repertoire and the way of playing, which were later elaborated. At

19 Janina Daumantaitë-Juzënienë, born in 1938, Moliûnai village, Pumpënai rural
district, presently Pasvalys district.

20 Stanislovas Rudis (Rudys), born in 1880, Muèiûnai village, Krekenava rural
district, Panevëþys county; died in 1949, Krekenava.

21 Juozas Laðas, born in 1912, Savièiûnai manor, Svëdasai rural district, Rokiðkis
county; died in 2005, Savièiûnai village, Svëdasai administrative area, Anykðèiai
district.

22 Jonas Liuima, ?, Utena. No more data has been gathered about this craftsman.
23 Ona Slavinskaitë-Rudienë, Stanislovas Rudis’ wife, 1910, Pavermenys manor,

Truskava parish, Ramygala rural district, Panevëþys county; in 1930–1993 lived in
Krekenava, Panevëþys district.

24 Vytautas Kadþys, leader at the Young Lithuanians organisation; shot in 1941.
25 Pranas Puskunigis-Vaitiekus, also known as Kriauèiukas, Dainius, and Kan-

klininkas; born in 1860, Kaitiliai village, Sintautai rural district, Ðakiai county; died
in 1946, Skriaudþiai town, Marijampolë county.
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first he used to craft twelve-string instruments, and later, motivated by the
fosterer of kanklës culture, Justinas Strimaitis26, he started producing instruments
having 16, 18 and 20 strings that were glued from separate components.

To make instrument bodies, he would use cherry, wahoo, ash and maple
wood, and fir wood to make the upper (top) panel where he would notch a
resonance hole. To attach strings, classical zither tuning pegs were used.
Jointly with his wife Ona he created interesting and picturesque ornaments
as well as monograms consisting of customers’ initials, dates of production
and his own name. Stanislovas Rudis crafted about 2000 instruments in
total.

Figure 1. A kanklës crafted by Stanislovas Rudis in 1934. Courtesy of
the personal musical instrument collection of Egidijus Virbaðius.

Photo by Vida Palubinskienë, 2003

Ona and Stanislovas Rudis also taught inhabitants of other places to
play the kanklës. In 1930, they had organised an ensemble of 20 kanklës
performers from Krekenava.

Musicians used to play and sing for their own pleasure but also quite
often had concerts in the surroundings of Panevëþys, Radviliðkis and Uk-
mergë. Disciples of Ona and Stanislovas Rudis (being a really great lot) have
spread not only in the surroundings of Krekenava, but also in other places:
Panevëþys, Rozalimas, Utena, Anykðèiai, Radviliðkis, Ariogala, Gëluva, Telðiai
and even the United States of America. Their tradition of male performance
on the kanklës has been followed by their son, Kæstutis Rudis27, as well as
grandsons, Mindaugas, Þygimantas and Vytenis.

Ona and Stanislovas Rudis who worked honestly throughout their
lifetime and presented the warmth of their heart to other people are presently
resting at the small cemetery of Krekenava.

26 Justinas Strimaitis, born in 1895, Rygiðkiai village, Griðkabûdis rural district,
Ðakiai county; died in 1960, Kaunas.

27 Kæstutis Rudis (Rudys), born in 1926, Krekenava, Panvëþys county; lived in
Panevëþys.
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Figure 2. The Krekenava kanklës ensemble directed
by Ona and Stanislovas Rudis. Photograph taken in 1930

in Krekenava (Panevëþys county).
Courtesy of the personal archive of Ona Slavinskaitë-Rudienë

In 1934, Juozas Laðas28 started producing instruments on the basis of
exact measurements of the kanklës model crafted by Stanislovas Rudis. He
would later experiment to a great extent, alter the ornaments and the form. The
top panel was decorated with stylised tulip motifs or images of oak leaves and
the Gediminas Tower. On the contrary to Stanislovas Rudis, he would carve a
hexafoil star in the resonance panel. The ornamentation of the kanklës em-
ployed by the kanklës makers Stanislovas Rudis and Juozas Laðas might be
considered somewhat too intense, yet the craftsmen were sure they would give
a greater impression of the Lithuanian national spirit to the kanklës (Vyþintas
2002: 9). In the case of instruments crafted by Laðas, elm, maple or ash wood
was used for bottom and side panels, and fir wood – for top panels. The num-
ber of strings equals to 17–24. The best sound is characteristic of 17-string
instruments (having 16 double strings and one single string called a bassetto).

They have a deep, tender and intense sound with a long-lasting echo.
According tho the instrument maker, Egidijus Virbaðius, this is a feature of
a good instrument (Virbaðius 2002: 37). Despite Justinas Strimaitis’ induce-
ments for Juozas Laðas (as well as for Stanislovas Rudis) to make impro-

28 Juozas Laðas observed measurements of the kanklës model by Stanislovas Rudis
at Svëdasai parson and priest Jonas Kraniauskas’ home.
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vements of the kanklës, add one string after another and expand the sound
range and add key (tonality) changers, the craftsman remained faithful to
the model created by his predecessor, Stanislovas Rudis and on his own. He
made over 900 instruments during his lifetime.

Figure 3. A kanklës crafted by Juozas Laðas in 1974. Courtesy of
the personal musical instrument collection of Egidijus Virbaðius.

Photo by Vida Palubinskienë, 2003

Juozas Laðas was awarded a First-Degree Medal of the Order of the
Lithuanian Grand Duke Gediminas for his merit for Lithuanian culture.

Another spot of the modified Sudovian-type kanklës and kanklës perfor-
mance was in Svëdasai (Anykðèiai district). The organist Petras Vinkðnelis
lived in Svëdasai from 1909. In 1936, he assembled a small kanklës orchestra
having twelve members, for which Laðas used to make instruments and played
in the orchestra himself. Followers of Vinkðnelis have been pursuing the
tradition of kanklës performance in Aukðtaitija until now.

During the second ethnic instrumental expedition (1988) and the third
expedition (1989) in North-Western Aukðtaitija (the regions of Radviliðkis
and Pakruojis) 10 facts and observations related to the kanklës and kanklës
performance were recorded.

In Pakruojis district, one drawing of a kanklës was presented. Only
instruments made by the craftsman Laðas and one atypical example of the
kanklës were recorded. The respondent S. Varanavièius29 told the expedition
members that he had used to produce second-type modified inverted kanklës;
meanwhile, S. Kazlauskas30 – inverted kanklës of the third type. Two sisters
living in Radviliðkis district would also play Sudovian-type kanklës made by
Stanislovas Rudis: Valerija Talmontaitë-Stasevièienë31 played an instrument

29 S. Varanavièius, born in Rozalimas, Pakruojis district; lived in Daugëlaièiai
administrative area, Radviliðkis district; date of birth unknown.

30 S. Kazlauskas, born in 1919, Laipuðkiai village, Pakruojis rural district, Ðiauliai
county; lived in Ðeduva, Radviliðkis district.

31 Valerija Talmontaitë-Stasevièienë, born in 1926, Pempiai village, Krekenava
rural district, Panevëþys county; lived in Oþaièiai village, Radviliðkis district.
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with 16 double strings, and Jadvyga Talmontaitë-Galinauskienë32 – an instru-
ment having 20 double strings.

The sisters Ona Roþanskaitë33 and Morta Roþanskaitë-Miknevièienë34

from Pakruojis district play third-type kanklës that are works by Laðas. They
mentioned during the expedition that their brother, K. Roþanskas35 also
played an instrument of the same type. An identical instrument was also played
by Milda Miknevièiûtë 36. The respondents also remembered the kanklës
ensemble of Svëdasai (Anykðèiai district) (approximately 1938) and the
organist Vinkðnelis who directed the group. The ensemble musicians would
also play Sudovian-type instruments made by Laðas.

Antanas Kasperavièius37 living in Rozalimas plays a modified 18-string
kanklës made on his own. The side panels are made of fir wood, and the top
and bottom panels – of plywood. The instrument has two single bass strings,
the remaining ones being double guitar strings. The top panel has 4 holes for
the sound to exit (EE 3, EIA 1989). Tuning pegs are installed on the left side
on the top.

Another resident of Pakruojis district, Aleksas Ralys38, told that he
had also seen more kanklës of different types in his vicinity, but could not
describe them.

Data from the second half of the 20th century

The journalist and kanklës performer E g i d i j a  M a k u ð k a i t ë - L e k a-
v i è i enë39 mentioned the kanklës performer group of the village of Savièiûnai
(Anykðèiai district) and its surroundings (Netikiðkiai in Anykðèiai district,

32 Jadvyga Talmontaitë-Galinauskienë, born in 1931, Pempiai village, Krekenava
rural district, Panevëþys county; has lived in Pociûnëliai village, Radviliðkis district
since 1959.

33 Ona Roþanskaitë, born in 1920, Rozalimas, presently Pakruojis district.
34 Morta Roþanskaitë-Miknevièienë, born in 1918, Rozalimas, presently Pakruojis

district.
35 K. Roþanskas, Vilnius, Markuèiai; date of birth unknown.
36 Milda Miknevièiûtë, 1943–1979, Rozalimas, Pakruojis district.
37 Antanas Kasperavièius, born in 1919, Klovainiai village, Pakruojis rural district,

Panevëþys county; lived in Rozalimas, Pakruojis district.
38 Aleksas Ralys, born in 1908, Valpainiai village, Kraþiai rural district, Raseiniai

county; lived in Dvariðkiai village, Lygumai administrative area, Pakruojis district.
39 Egidija Makuðkaitë-Lekavièienë, born in 1960, Vygëliai village, Utena district;

lives in Vilnius.
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Juodonys, Vygëliai and Kyðûnai in Utena district, Kalviai, Narbûèiai, Kamajai
and Duokiðkis in Rokiðkis district) having existed in her young years
(Lekavièienë 2002: 20–26). The entire group used to play instruments made
by Juozas Laðas. The musicians were representatives of a vast number of
different professions including farmers, school teachers, priests, organists
and even journalists.

Kanklës performance was also supported by the parson of Duokiðkis,
Lionginas Neniðkis40 – an enlightened person, as if he were the second coming
of Strazdelis (Lekavièienë 2002: 21). He could perform on the kanklës,
was a perfect accordion and mouthorgan player. Neniðkis liked and appre-
ciated kanklës music to a great extent. Therefore, he would support the
Juodonys kanklës quartet in every way possible (Tarnauskaitë-Palubinskienë
2009: 281).

In his manuscript of Kanklininkø atsiminimai  (Memories of Kanklës
Performers), Justinas Strimaitis wrote about kanklës players of Utena (Stri-
maitis 2007). In 1931–1940, the librarian H e n r i k a s  R a ð t i k i s had
established a kanklës ensemble in Utena. Mr Raðtikis would not only direct
the ensemble, but also make kanklës himself. He presented one instrument
to his brother, the general Stasys Raðtikis who later took it to Germany.

The examples presented above illustrate that the first half of the 20th

century was the period when spread and modification of the Sudovian-type
kanklës started in the ethnographic region of Aukðtaitija. Instrument bodies
and the number of strings increased noticeably; there were also slight changes
in ornamentation, despite of instrument shapes being more or less retained.
Approximately in the mid-20 th century, kanklës of this type gained extreme
popularity. The popularity of the aforementioned kanklës has been con-
tinuing, with short breaks, up to now.

Performance on the kanklës

There exists knowledge related to performance on modified Sudovian-
type kanklës obtained during ethnic instrumental expeditions of 1988–1989,
1991–1992, 1995 and 2002. The expedition data reflect that playing the
Sudovian-type kanklës differs little from traditional Sudovian kanklës
performance, as, with a few modifications, it was taken over from Sudovians.
Ways of playing are reconstructed on the basis of data obtained during the
said expeditions.

40 Lionginas Neniðkis, 1915–1989, Duokiðkis town, Rokiðkis district.
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 Modified Sudovian-type kanklës having 10, 12 and 20–24 single strings
or 16 and 17–24 double strings are highly versatile instruments due to their
wide sound range. They are played everywhere: at homes, at entertainment
events, following voluntary help in work, at weddings, public events, churches,
etc. The kanklës was played for one’s own pleasure or for other people, solo
and in ensembles. This type of the kanklës allows performing songs, dance
music, accompaniment of songs and sacred hymns. Musicians get ordinary
consonances of thirds and major triads (as in the case of the Western Aukð-
taitian, Samogitian and traditional Sudovian kanklës), and the ways of
performance are comparatively uncomplicated.

Tuning of the kanklës

Musicians playing the modified Sudovian-type kanklës tune the instru-
ment in the tonalities of C major, D major, E major, F major, G major and
A major. The tuning system is identical to the Sudovian, Western Aukðtaitian
and Samogitian systems, but the key of the kanklës has been lowered from
A major or G major down to C major. The lower string tension force cha-
racteristic of lower tonalities has less impact on the instrument itself, and it
serves longer. In addition, looser strings when vibrated give a bigger range
of overtones, and the timbre of the sound is, in comparison, more intense.

Figure 4. The following respondents played the kanklës during expeditions:
Stanislovas Kruèas (EIA 2, Gëluva, district of Raseiniai, 1988);

Ona Slavinskaitë-Rudienë (Krekenava, 1989); Regina Deðrytë-Daniûnienë
and Konstancija Virþonytë-Marcinkevièienë (EIA 3, Panevëþys, 1989).

The sound systems were deciphered by Vida Palubinskienë in 1990.
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Kanklës belonging to this type usually have double strings rather than
single ones. They are tuned to produce one sound. Double strings give
intensity to the sound of the kanklës.

This type of the kanklës is tuned the same way as the traditional Sudovian
instrument, yet, due to a larger number of strings, a sound range embracing
two octaves is available. Some examples of the kanklës have two bassetto
strings. They can both be tuned with the same sound, one perfect octave
(P8) or perfect fifth (P5) apart.

The presented examples of tuning the kanklës illustrate that players
performing on the Sudovian-type kanklës count the strings in different ways.
According to some of them, the first (lowest) string also called a bassetto41

and the second string are inseparable and counted as one. They are both
treated as the first string. It is fully understandable, as they are both tuned at
an interval of an octave and give the same sound, just expanded by an octave
(Stanislovas Kruèas) or a fifth (Ona Slavinskaitë-Rudienë, Elena Vanda
Nebilevièiûtë-Vaitekûnienë). The further strings of the kanklës are already
counted in an ordinary way, i.e., successively. Other musicians say that the
first string is the lowest and is counted as the first one (this interpretation is
used among musicians from the regions of Western Aukðtaitija and Samo-
gitia). This way of tuning is also practised by Stanislovas Kruèas. Yet some
of the kanklës players (e.g., Regina Deðrytë-Daniûnienë, Konstancija Virþo-
nytë-Marcinkevièienë, Jadvyga Kriðèiûnaitë) tune the bassetto string with
the following one at an interval of a twelfth (an octave plus a fifth). In this
case, the first  string already produces two sounds instead of one, yet they do
not contradict the harmony of the natural gamut, according to which hitting
or plucking the string that gives the keynote (it is the bassetto in this case)
results in an overtone sequence (harmonic series) of an octave, twelfth, double
octave, etc. (Bièiûnas 1988: 22).

As can be seen, musicians playing the modified Sudovian-type kanklës,
as well as traditional Sudovian kanklës players, perceive the principles of
sound formation intuitively and tune their instruments on this basis. In reality,
the sound of the kanklës boosted by the bassetto produces the impression of
being more accomplished, and not only the said but also the higher overtones
of this lowest string belong together with the entire sound range of the kanklës
(Tarnauskaitë-Palubinskienë 2009: 177).

Tuning pegs used for modified Sudovian-type kanklës are made of iron. They
preserve tension of the strings well, and harmony is retained well for a long time.

41 A bassetto is the lowest-sounding string that has wrapping around it.
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Proper hold of the kanklës and performance

Musicians usually play the kanklës in a sitting position. The kanklës is
either held on the knees or on a table with the narrow side directed towards
the musician. In order to have a better sound of the kanklës, musicians
sometimes place a tuning key intended for turning the pegs (pins), a hardcover
book or another harder object under the wider side.

Kanklës performers hold their hands above the instrument, as well as
musicians from other regions. The left hand is used to cover strings unne-
cessary for the accord, and the right hand is used to pluck the strings with a
plectrum beside the resonance hole, in the direction away from the musician.
To embellish the music, the first, second and third fingers of the left hand
are used. There are two ways of performance: the plectrum way and the
mixed one. If the plectrum way is chosen, left hand fingers are only used to
cover strings. Meanwhile, musical accords are produced with the plectrum
held in the right hand. This way is mostly applied to play song melodies and
tunes of dances having a slower character. The mixed way is applied to play
more agile compositions. Strings are hit then interchangeably with a plectrum
and left hand fingers.

The tradition of kanklës performance started changing in the first half
of the 20th century, and nowadays musicians performing on the kanklës are
mostly women. Their fingernails cannot replace the plectrum. Therefore,
wooden or plastic plectra have come into use (Tarnauskaitë-Palubinskienë
2009: 177–178). To play the kanklës, even matches or guitar mediators are
used (Stanislovas Kruèas). A plectrum made from a branch of a birch is the
most durable and suitable for kanklës performance. The branch is cut out at
the sprouting spot – it is more durable in this place and more comfortable to
grasp with fingers. The plectrum is 45–50 mm long. To hit strings with the
sharp end, it is carved thinner at one end. Old kanklës performers say that,
in order to soften the end of the plectrum, they would chew it (EE 3, EIA
1989), the same way as Sudovians.

Musicians playing the modified Sudovian-type kanklës use the same finger
positions as Sudovians, Western Aukðtaitians, and Samogitians (III–IV; III–
II; V–IV; V–II), and semiquarters (sixteenth notes) are produced with left
hand fingers. They pluck strings not only in the direction away for themselves,
but also towards themselves. Thus their performance does not, practically,
differ from that of Sudovians, Western Aukðtaitians or Samogitians.

We sometimes get to observe that performers playing Sudovian-type
instruments with more than 12 strings hit the bassetto string in the direction
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towards themselves, next to common ways of Sudovian performance. This
way was practised by Regina Deðrytë-Daniûnienë, Konstancija Virþonytë-
Marcinkevièienë, Ona Slavinskaitë-Rudienë, Jadvyga Kriðèiûnaitë, Elena
Vanda Nebilevièiûtë-Vaitekûnienë, Morta Roþanskaitë-Minkevièienë, Genë
Zazirskytë-Treinienë, Jonas Dilys and Stanislovas Kruèas (who comes from
Krekenava).

The kanklës played by Ona Slavinskaitë-Rudienë and Elena Vanda Nebi-
levièiûtë-Vaitekûnienë are tuned using the D major tonality, the main string
being the fourth instead of the fifth.

When asked whether or not she shifts all of the left hand fingers upwards
Ona Slavinskaitë-Rudienë responded, I am afraid I wouldn’t find the way
back42.

By the way, Pranas Stepulis wrote that the Sudovian musician Pranas
Puskunigis also had used the same way of playing: When he needed to shift
fingers onto the highest strings, he would reach them without removing the
fourth finger from the E1string  (Stepulis 2003: 23). Nevertheless, according
to Stepulis, one might only try to guess which string the fifth finger should
be held on in this case, in order to play the necessary accords (Tarnauskaitë-
Palubinskienë 2009: 180). This way of string coverage typical of Puskunigis
has also been retained by the performer Kruèas.

The headperson of the Utena kanklës ensemble, Henrikas Raðtikis43

taught his musicians to play in the way of instrument fingering (numbering,
or tabulature) used by Puskunigis and other Sudovian kanklës players to
facilitate playing. He would write digits on a paper tape in a way that, when
put under strings, every digit on the right hand side of the kanklës could
match a respective string.

According to Strimaitis, when keeping to the eleven-string system and
respective numbering, such “notes” make it easier to find, which string should
be hit in turn in order to produce melody tones, and the value (duration) of
the tones becomes then easier to perceive, especially when the melody belongs
to a known song. The value had to be shown to the player either by using
hand gestures or by tapping a finger on the table, as such notation shows
neither note values nor octaves to which notes belong (Strimaitis 2007: 31).

42 Vida Palubinskienë’s conversations with Ona Rudienë (EE 3, EIA; Krekenava,
Panevëþys district, 31.07.1989. –13.08.1989.).

43 Henrikas Raðtikis, born in Utena; died in 1980, Chicago, USA; date of birth
unknown.
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Strimaitis enhanced the digital system with certain symbols indicating the
octave and the note value. Yet this system was rejected due to being compli-
cated. Pranas Puskunigis’ son, Leonas Puskunigis44 improved the digital system
of marking the following way: a dot put next to a digit meant a short sound;
meanwhile, a dash would mean a long one (Tarnauskaitë-Palubinskienë 2009:
181).

Starting with the first half of the 20 th century and finishing with the
present period, the major part of the repertoire performed in Aukðtaitija on
modified Sudovian-type kanklës has consisted of Lithuanian and common
folk dances, songs, hymns and romances. A number of improvisations and
pieces of people’s own creation have also been recorded.

Kanklës players belonging to this region play tunes of their land evenly
and do not put efforts to get a more variegated dynamics. One could say
they do not use any dynamics at all. Instead, they play the entire melody
quite loudly yet expressively. Their performance of dances is noisy stressing
the rhythm prominently. Songs are played in a more tender way, as if sung
rather than played.

Kanklës and kanklës players at present

The tradition of playing the modified Sudovian-type kanklës is still alive
in the region of Aukðtaitija today (Visockaitë-Lungienë 2000: 16). Old players
and young people are its continuers. After hearing regret from the craftsman
of Svëdasai, Juozas Laðas that he had made so many instruments and could
not hear them played anywhere45, the teacher Asta Kirvelytë-Motuzienë46

from Uþpaliai (Utena district) established the school learner kanklës ensemble
Pasagëlë47 (Lil’ Horseshoe) in 1991 that plays only modified kanklës produced
by the craftsman Laðas. Since 1999, the headperson of the ensemble has been
organising the Skambantys kankleliai  (Resounding Kanklës) summer camp
in the settlement of Uþpaliai for Lithuanian performers. Not only do young
performers make music together at the camp.

44 Leonas Puskunigis, 1910–1994, Skriaudþiai town, Marijampolë county.
45 The kanklës ensemble directed by Petras Vinkðnelis existed in the first half of

the 20th century.
46 Asta Kirvelytë-Motuzienë, born in 1961, Uþpaliai town, Utena district.
47 Since 2008, Loreta Liaugaudë has been the headperson of the kanklës ensemble

Pasagëlë.
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Figure 5. The Pasagëlë (Lil’ Horseshoe) kanklës ensemble (Uþpaliai,
Utena district), 2008. Courtesy of the personal archive of Asta Motuzienë

They also do active relaxation, travel and meet interesting people. One
of the camp initiators, Prof. Algirdas Vyþintas has written in the press, when
you see such a tradition of “Resounding Kanklës” and other events, you
calm down and feel secure about the future and your identity, and about the
continuity of ethnical culture under the conditions of our times. And you
feel that the kanklës – that subtle relic of the family and breed – is to survive
by way of being passed from the ancestors into the hands of the youth
(Vyþintas 2001).

In 1992, the Uþpaliai Pasagëlë kanklës ensemble arranged its first concert
tour to the international children’s folklore festival Daigelis (Lil’ Sprout )
held in Rumðiðkës. In 1998, it was invited to participate at the national Song
Festival (held in Vilnius) jointly with kanklës performers from Skriaudþiai
and Panevëþys. Since then, they have been permanent participants of the
Song Festival.

The 2007 Lithuanian Song Festival Bûties ratu (In the Circle of Life ) as
well as the concert Skambëkite, kanklës (Resound, o Kanklës) belonging to
the 2009 Lithuanian Millennium Song Festival Amþiø sutartinë (Glee of
Ages) involved quite a large group of performers playing traditional kanklës.
It was a joint ensemble of members of the Uþpaliai kanklës summer camp,
Skambantys kankleliai ” 48 (Resounding Kanklës) having over 100 participants
from the region of Aukðtaitija (Palubinskienë 2010: 119).

48 The headperson of the Uþpaliai kanklës summer school Skambantys kankleliai
is Asta Motuzienë.
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In comparison with the early 20th century when performers playing
modified kanklës only used to make music for their own and their relatives’
pleasure, the ever-expanding tradition of kanklës performance belonging to
the later period was characterised by constantly increasing frequency of
playing the instrument in larger gatherings, various national festivities and
public concerts. During the sovietisation period, modified kanklës were only
retained in the hands of a small number of individual folk musicians. In the
recent decade of Lithuanian independence, a prominent renaissance in modi-
fied kanklës music has become noticeable again. We can state that modified
kanklës are still used by individual old performers, yet children are also
being gradually involved in playing (Tarnauskaitë-Palubinskienë 2009: 304).
The instrument is paving its way to the society and enhancing the Lithuanian
culture. The old modified Sudovian-type kanklës is being brought to the
society and the family by children among whom a new tradition is being
developed.

Conclusions

1. When the tradition of men playing the kanklës started disappearing in
the 20th century, one third of kanklës players consisted of women playing
Sudovian-type instruments. The kanklës was modified by efforts of the
skilled craftsmen, Stanislovas Rudis and, later, Juozas Laðas, and disse-
minated all over Lithuania, mostly in the region of Aukðtaitija.

2. In essence, playing the Sudovian-type kanklës differs quite little from
traditional Sudovian kanklës performance, as the instrument, with a
few modifications, was taken over from Sudovians.

3. The repertoire consists of Lithuanian and common folk dances, songs,
hymns and romances. A number of improvisations and pieces of people’s
own creation have also been recorded.

4. Aukðtaitian musicians have been and still are representatives of a vast
number of different professions. They are usually uncommon people
who, in comparison with those of their surroundings, are educated more,
sincere, friendly, good-tempered, having an artistic soul, a wider outlook
and interests. They are usually poor persons who have tended to express
their joys and troubles through sounds of kanklës. Among them, there
have been extremely capable folk artists of note.

5. In the modern period, the tradition of performance on the modified
Sudovian-type kanklës is being continued in the region of Aukðtaitija
by the old and by young kanklës players.
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Augðtaitijas kankïu pagâtne un tagadne

Vida Palubinskiene

Kopsavilkums

Lîdzâs tradicionâlajâm kanklçm Lietuvâ tautas muzicçðanâ nozîmîgu
lomu guvuðas arî t. s. pârveidotâs jeb modificçtâs kankles, proti, Suvalkijas
kankïu tips. Tâs sâkuðas strauji izplatîties 19. gadsimta otrajâ pusç / 20.
gadsimta pirmajâ pusç, iekarojot popularitâti visâ Lietuvas teritorijâ – pat
Dzûkijâ, kur iepriekðçjos gadsimtos kankles nav atrastas. Suvalkijas modi-
ficçtâs kankles izdevies uziet ekspedîcijâs valsts ziemeïos (Panevçþas, Pasvales,
Utenas, Anîkðèu, Kupiðíu, Rokiðíu rajonos) un Augðtaitijas ziemeïrietumos
(Radviliðíu, Pakrojas rajonos).

Tradicionâlajâ kultûrâ izmanto Suvalkijas tipa kankles ar lîmçtu kor-
pusu, daþreiz arî ar neparastâk sastiprinâtu dubultkorpusu. Instrumenta
apakðdaïa parasti ir plakana. Platâkâ gala beigâs ir liels vai mazs radziòð,
bet tievgalis ir noapaïots. Stîgu ietvari parasti veidoti no metâla un piestip-
rinâti augðdaïâ, lai gan reizçm vçrojami arî citi risinâjumi. Tievgalî stîgas ir
piestiprinâtas pie metâla stienîða, kas ievietots balstos. Tipisks vienkârðo
stîgu skaits ir 14–16, savukârt dubultstîgas parasti ir 16. Korpusu galvenokârt
rotâ rezonanses griezumi ovâla vai zieda formâ (5–7 ziedlapas), tautisku
motîvu audumu raksti, ozollapu, lielkòaza Ìedimina pils, tulpju atveidi vai
daþâdi ornamentâli izurbti caurumiòi. Kankïu apakðdaïâ ir trîs balsta kâjas.
Instruments parasti krâsots tumðos, koði brûnos vai dzeltenos toòos un nereti
izceïas ar brîniðíîgiem rotâjumiem.

Lielâko daïu modificçto (Suvalkijas tipa) instrumentu radîjuði Augðtai-
tijas meistari Staòislavs Rudis (Rudis), Jozs Laðs (Laðas) un Jons Ïuima
(Liuima ). Ðî tipa kankles ir populâras arî mûsdienâs.

Izpçtot arhîvu un rakstu liecîbas, kâ arî etnomûzikas ekspedîciju ma-
teriâlus, varam secinât, ka Augðtaitijas kanklçtâju repertuârâ liela loma bija
laicîgâm un baznîcas dziesmâm, dejâm un improvizâcijâm. Jau pirms 19./
20. gadsimta mijas izzuda tradicionâlais priekðstats par kanklçm kâ vîrieðu
instrumentu. Starp pçtnieku apzinâtajiem Suvalkijas tipa modificçto kankïu
spçlçtâjiem Augðtaitijas reìionâ 20. gadsimta pirmajâ pusç apmçram treðdaïa
bija sievietes.

Atslçgvârdi: modificçto (Suvalkijas) kankïu tips, kankïu mûzika,
kanklçtâji, ornamentâcija, vecie meistari.
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Other sources

Archival materials:
— Ethnic instrumental expedition (etnoinstrumentinë ekspedicija)
— Institute of Ethnic Music ( Etnomuzikos institutas)
— National Museum of Lithuania ( Lietuvos nacionalinis muziejus)
— Open Air Museum of Lithuania: Sector of Folk Instruments (Lietuvos liaudies

buities muziejaus: Liaudies instrumentø sektorius)
— Panevëþys Museum of Regional Studies (Panevëþio kraðtotyros muziejus)
— Museum of Rokiðkis Region (Rokiðkio kraðtotyros muziejus)
— Ðiauliai museum Auðra: Department of Ethnography (Ðiauliø Auðros muziejus:

Etnografijos skyrius)
— Samogitian museum Alka (Þemaièiø muziejus Alka)
— Lithuanian Academy of Music and Theatre (Lietuvos muzikos ir teatro akademija)

Abbreviations

EE Ethnic instrumental expedition
EIA Archive of the Institute of Ethnic Music
IEM EM National Museum of Lithuania
LBM Sector of Folk Instruments, Open Air Museum of Lithuania
PKM Panevëþys Museum of Regional Studies
RKM Museum of Rokiðkis Region
ÐAM Ðiauliai museum Auðra; ÐAM EB – Department of Ethnography
TKM Samogitian museum Alka
VK Archive of the Lithuanian Academy of Music and Theatre
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Bagpipe in Lithuania

Dr. art.  Rûta Þarskienë
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Abstract

The bagpipe is a musical instrument that was especially prevalent in
European countries in the late Middle Ages and during the Renaissance.
Despite its disappearance between the end of the 18th and beginning of the
20th centuries, it has nevertheless left an indelible legacy in the folk cultures
of this region. Since the 16th century, and perhaps even earlier, the bagpipe
lorded over the musical world of Lithuania as well, yet up until now, it has
unduly been ignored by researchers. The aim of this article is to analyze the
influence of the bagpipe and its music on Lithuanian ethnic culture. According
to historical-comparative and typological methods, the article provides an
overview of written and sound-recorded historical sources, compares similar
phenomena with neighboring peoples, and describes the uses of this instru-
ment in village customs as well as its association with traveling musicians
and bear-trainers. Additionally, the article analyzes the repertoires, specifi-
cities of the performance styles, and raises questions about the dissemination
of the bagpipe in Lithuania.

The research upon which the article is based shows that in Lithuania
the bagpipe was one of the primary, and at times the only instrument played
at weddings, christenings and at other important rituals and village festivals
until the advent of the violin and other string or bellowed instruments. While
the bagpipe had spread throughout the entire territory of Lithuania, by the
end of the 19th and beginning of the 20th centuries it survived only along the
eastern border of the country. The specific performance stylistic of this
instrument, especially the complimentary drone has left vivid traces (as it
has formed its own musical style) upon instrumental as well as vocal
Lithuanian folk music.

Key words: bagpipe, dûda (pipe), Labanoro dûda (Labanoras pipe),
kulinë su ûku (bag with a drone), kulinë dûda, piper, Lithuanian folk/ethnic
music, folk/ethnic culture.
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Introduction

The bagpipe may be considered as one of the most popular musical instru-
ments in the history of Europe, Asia and North Africa. It was widespread in
India, Iran, the Arab countries of Southeast Asia, Tunisia, all of Europe, the
Caucasus, and it was played in the peripheries of East Europe by peoples
living along the Volga (the Mari, Mordovians, Chuvashiens). Already in the
early Middle Ages bagpipes spread quickly through Southern, Western and
Central Europe, and somewhat later reached Northern and Eastern Europe.
In the early Middle Ages it was probably most often used as a folk instrument
and as a military instrument. From the 13th century it became the instrument
of traveling troubadours and minnesingers (Jurkðtas 1976). In the 15th century
it was widely played in manor houses and free towns. A velvet lined musette
was even played in the French court of Louis XIV. In the 17th century, French
aristocracy was enamored with a village (bucolic) style and the bagpipe was
elevated to the status of professional instruments. Improved bagpipes with
separate bellows that did not require being blown by mouth were played by
ensembles and orchestras. Many virtuosos of the instrument were recognized
in Europe (Pasaulio muzikos instrumentai 1999: 55). For example, in Hun-
gary at that time no wedding, christening or other celebration of either nobles
or commoners would be complete without bagpipe music. Hungarian Gypsies,
who were invited to provide music for town and manor weddings, winter
festivals and other celebrations, incorporated the bagpipe into their orchestras
(Manga 1988: 39–41). In the 18th century the popularity of this instrument
started to quickly wane. By the 19th century, in many European countries it
was considered only as a lowly folk instrument. As a military instrument the
bagpipe was used the longest time in Scotland and Ireland, and to the present
day its distinctive sound symbolizes the national aspirations of these countries.

Researchers and ethnomusicologists from various lands have studied
the bagpipe. Monographs, studies and many articles analyze how the bagpipe
penetrated into various cultures (Allmo 1990, Donaldson 2000, Przerembski
2006, 2007, etc.). However, there has been little written about the bagpipe
in Lithuania. The first was Juozas Þiogas who wrote a short description in
1911. In Soviet times publications by Jurgis Dovydaitis (1966), Vytautas
Jurkðtas (1976), Marija Baltrënienë (1980), Pranë Dundulienë (1987), and
Rimantas Sliuþinskas (1990, 1991) described the construction, historical
sources as well as spread of the bagpipe, etc. However, for presumed lack of
data, more serious academic studies have not been done. This article will take
the first steps into a more complex and complete understanding of this instru-
ment’s vitality in Lithuania without going into detail about its construction.
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Historical sources

It is difficult to say when the bagpipe was first mentioned in Lithuania1.
One of the earliest citations about the bagpipe in Lithuania and Russia is
Olaus Magnus’ History of Northern Nations published in 1555 (Przerembski
2006: 213). In 1590 Jonas Bretkûnas describes dudaragine (eine grosse Sack-
pfeiffe ‘a big bagpipe’) and murenka (eine kleine Sackpfeiffe ‘a little bagpipe’)
among other instruments of East Prussia in his Lithuanian translation of the
Bible (Bretkunas 1590, Bartusevièius 1973). Matthew Praetorius, in his
writings about 17 th century Lithuanians in Prussian lands, has included an
illustration that depicts musicians and men dancing the Heiduka, a flautist
and drummer on the left side, and a bagpiper on the right (Pretorijus 2006:
636). Ludwik Adam Jucewicz in 1846 wrote that during the holidays in
Ðvenèionys, Aðmena and in the entire Grodno region, the Ruska duda
(Russian pipe) was played in taverns and it sounded like the bellowing of a
happily inebriated bear (Jucewicz 1846: 200–201). Antanas Juðka wrote
about the wedding festivities of the 19th century Veliuona region. He mentions
bagpipes, fiddles and sometimes other instruments such as kanklës (zither
type instrument), goat horns, flutes and drums. Obviously, the folklorist
gave only a general description, lacking details such as what music was
played by which instrument, however, the bagpipe and fiddle were mentioned
in all parts of the wedding that involved music (Juðka 1955). Bagpipes were
also played in northeastern Lithuania. According to Meèislovas Davainis-
Silvestraitis, older residents of the Puðalotas parish in 1888 remembered
that lumberjacks would play kulinës dûdos (bagpipes) as they rafted logs on
the Lëvuo river down to Pasvalys (Þiogas 1911). So it appears that in the
second half of the 19th century throughout the larger part of Lithuania, people
only talked about the bagpipes, whereas in the first half of the 19th century
it was still often played at weddings, christenings and village dances.

Eastern Lithuania bagpipe at the end of the 19th and
beginning of the 20th century

In 1911, priest, archeologist and ethnographer, Juozas Þiogas gave a
detailed description of a bagpipe’s construction in his article entitled Apie
“kulinæ su ûku”  (About a “Bag with a Drone” ) that included a photograph.

1 Rimantas Sliuþinskas presents data from Antanas Fokas that the bagpipe is
mentioned in 1565 in the rules of Vilnius Council (Sliuþinskas 1990: 8).
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He noted that the bagpipe was still widely used in some areas in the Vilnius
province, as well as in the district of Eþerënai in the Kaunas province, and
that in the parish of Daugëliðkis, a bagpipe is played in every farmstead. In
Ðylënai2, between Vydþiai and Rimðë, one can find the oldest instruments as
well as new, locally produced bagpipes (Þiogas 1911). However, even in
this region bagpipes were rapidly disappearing by the end of the 19th and the
beginning of the 20th century, and their popularity quickly declined. The
composer Mikas Petrauskas wrote that the Labanoro kulinë (bagpipe from
Labanoras place) was very popular and played at the Labanoras church
festival devoted to the Virgin Mary in early September. At the same time, he
regrets that there are no more instruments nor festivities in Labanoras
(Petrauskas 1909: 20–22). An unknown author in 1928 writing about the
Labanoras bagpipes stated that he saw Antanas Sirgûnas, a cook at the
Vidiðkis manor who was originally from Rimðënai village, playing the bagpipe

beautifully, sometimes as an accompa-
niment to songs. The author writes that
the local term for a bagpipe was simply
dûda (pipe), and it was called thus in
the parishes of Daugëliðkis, Palûðë,
Linkmenys, Labanoras and other areas
where it was played at weddings, dances
and other social gatherings (K.S.1928).

Figure 1. Musician playing bagpipe
(dûda). Kaunas Gubernia, Zarasai
district. Photo by Juozas Þiogas,
~1909.
From: Senoji Lietuva. Paroda nacionalinia-
me muziejuje 2009 09 17 – 2009 11 30.
Vilnius–Sankt Petersburg: Sapnø sala,
2009, 221

Information about bagpipes in eastern Lithuania in the early 20th century
is also gleaned from the wax cylinders made by researcher of the Baltic and

2 It seems that the author wrote down the name of the village incorrectly. It could
have been Ðiûlënai village located in the parish of Vydþiai, (presently – Rimðë rural
district, Ignalina region).
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Slavic cultures Eduard Wolter in 1908 that are now kept in the Berlin Phono-
gramm-Archiv. From the accompanying list we learn that Juozas Voldemaras3

played the bagpipe accompanied by his neighbor and relative fiddler Feliksas
Krasauskas from Dysna village, Tvereèius parish. Unfortunately, in the Berlin
Phonogramm-Archiv to which Wolter entrusted the care of his recordings,
no other information survived. According to his family information, recorded
in 2011, Juozas Voldemaras was the village blacksmith who grew up in a
family of four brothers. But where he got the bagpipe, how he learned to
play it, and exactly where and when did he play – we can only guess. Perhaps
his ancestors played the bagpipe and he continued the family tradition? We
know that Voldemaras’ oldest son Pranas was also a blacksmith and he
played the fiddle, but it is unknown if he played the bagpipes. The other named
musician, fiddler Feliksas Krasauskas, was called the village ‘veterinarian’,
who treated animals and people alike. His sons inherited his aptitude for
music: Zenonas, the eldest, played the mandolin and the younger Mykolas –
the diatonic button accordion (LTRF cd 499). These and other examples
indicate that offspring no longer wanted to play their parents’ instruments;
they considered them boring and traded them in for more modern instru-
ments. Hence with the death of Juozas Voldemaras, it is likely that in Dysna
village bagpipes were no longer heard.

Jurgis Dovydaitis, who gathered information about bagpipes during
his fieldwork expeditions, wrote in a 1966 article that the Labanoro dûda
(Labanoras pipe, i.e. pipe from Labanoras) had disappeared from Lithuania
some 30–40 years ago. He, like other earlier authors, very accurately described
the construction of the instrument and affirmed that the Labanoro dûda sur-
vived the longest in the areas around Labanoras, Linkmenys, Ðvenèionys and
Ignalina (Dovydaitis 1966). He also noted that during an expedition to the
Palûðë district in the village of Ginuèiai, he met the bagpiper, Antanas Þygas
(for further information see the section: Repertoire and Its Influence on Ethnic
Music). Bagpipe popularity in this region is confirmed by information re-
corded by me during 2010 fieldwork from a resident of the Adutiðkis environs,
Stanislovas Paukðta (b. 1936). He recounted that his father had a bagpipe,
bought in Mielagënai, and that he played polkas, waltzes and other tunes4.

3 He was father of Augustinas Voldemaras – the first prime ministre of the
independent Republic of Lithuania in 1918.

4 Data from the 2010 fieldwork expedition to Ðvenèionys region, organized by
the Institute of Lithuanian Literature and Folklore. The materials are kept in the
Lithuanian Folklore Archives.



55

R. Þarskienë. Bagpipe in Lithuania

Figure 2. Bagpiper Juozas Voldemaras with his family.
Vilnius Gubernia, Ðvenèionys district, Dysna village.

Photo by K. Ostrowski, ~1908–1909. Library of the Lithuanian
Academy of Sciences, Augustinas Voldemaras fund (F172-43)

Bagpipes in village traditions

All writers about bagpipes indicate that it was not only used for fun
activities but also that it was the primary instrument played at family rituals,
especially weddings. According to Dovydaitis, bagpipes were played at dances,
accompanied songs, and by Easter merrymakers called ‘lalauninkai ’ who
played them in door-to-door visitations when gathering decorated eggs (Dovy-
daitis1966). Most reminiscences about bagpipe playing involved weddings.
Often these memories were from early childhood, emotional, full of indelible
impressions reaching back to the end of the 19th and beginning of 20th cen-
turies. For example, Zigmas Þemaitis (b. 1884 in Tvereèius) recalls his aunt’s
wedding in his home when he was a child. There were so many young people
gathered in the room, that the bagpiper had to play standing on a bench.
Þemaitis explained: [..] he played beautifully while people danced to it, and
under his arm was a bag that when squeezed produced a continuous ‘buuu-
uuuuu’ sound through another pipe. That left a deep impression on me and
I still can hear that bûkas [drone – R. Þ.] sound in my ear (LTRF mg 4127/
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23/). Also from the same Tvereèius region, from Kalviðkës village, Marcelë
Þurauskienë (b. 1891), said: [..] when a bagpipe plays, it’s very beautiful,
like a lament (LTR 7199/78/).

A totally different sentiment is expressed in accounts that date to the
beginning of the 20th century. They indicate that the bagpipes were losing
their prestige and young people cruelly ridiculed the musicians who played
them. Anupras Paukðtë (b. 1890) from the Kirdeikiai village, Linkmenys
parish, remembers a beggar with bagpipe wandering into the village and
being asked to play at a wedding. When the regular musician, a fiddler, was
on a break, the old man played his pipe and the youth danced the polka, but
when they tired of his playing, they told him to stop playing and threw him
out of the celebration (LTR 3719/171/).

That the bagpipe was a primary instrument at weddings and perhaps in
work-related customs is evidenced by examples from both neighboring and
faraway countries. For example, in Belarus both the groom’s and the bride’s
parties had their own bagpipers. When the groups met, the bride would give
the groom’s piper a decorative towel and the groom would give money to
the bride’s piper. The sounds of the bagpipe or bagpipe and fiddle would
lead the couple to their bridal bed in the granary and in the morning would
wake them and lead them to the breakfast table. In lyrics of wedding songs
about an orphan bride, the bagpipe substitutes for the Mother advising the
girl how to act in particular situations ( Íàçèíà 1979: 119). According to
Oleg Gerasimov, even the smallest celebrations of Mari people had to have
bagpipe music. Drums and bagpipes would accompany the mountain Mari
groom party from home to church. They believed that the sound would
protect the bride from harm. The Mari shuvyr (øÿâûð ‘bladder’) was played
at funerals and at commemorations for the dead (similar data is found in
Belarus). When a bagpiper died, his pipes were buried with him so he could
entertain his dear ones in the afterlife. Mari also used bagpipe during work
related ceremonies. Almost until mid 20th century a bagpiper would play the
harvest overseeing melody as he circled the rye field, uttering incantations
so that the grain would grow well, that hail would not harm it, and that the
harvest would be bountiful. Such bagpipe playing was very important. If the
landowner did not know how to play, he would have to invite a specialist to
do so (Ãåðàñèìîâ 1996: 140–168).
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Bagpipes – an instrument of traveling musicians

Although rather little was written about the bagpipe in Lithuania, the
few sources that exist often described the instrument as a beggar’s ‘work
tool’. Kazimierz Moszyñski in a 1941 article mentions beggars in the villages
of the Kriukai surroundings walking about singing hymns accompanied by
bagpipe (Moszyñski 1941: 59)5. Jurgis Dovydaitis also mentions a beggar,
commonly known as ‘Saikauskas with pipe’, who walked about in the Ðven-
èionys region in the 1910s, singing religious hymns accompanied by his bag-
pipe (Dovydaitis 1966: 178). In the Dictionary of the Lithuanian Language
we find an entry written down in the Dusetos area: I remember when in the
Berniûnai village a beggar had a kulinë dûda [bagpipe] (LKÞe). Dovydaitis’
informants from the Kirdeikiai village also remembered beggars with
‘Labanoras pipes’. In the storey told by Anupras Paukðtë, a beggar with
bagpipe wandering into a village and being called an ‘old man with a goose’.
Interestingly, in the fall of 2011 a Vilnius resident who hailed from the parish
of Kaèergiðkë (Ignalina region) mentioned a beggar with the ‘Labanoras
pipes’. He remembered his grandmother’s stories from her youth (during
the second decade of the 20th century) of a beggar that came to the village
with ‘Labanoras pipe’ and played at her home while she and other children
danced. The informant believes that the beggar played for alms (LTRF cd
637/1/).

Today it is hard to gauge why the bagpipe in the latter 19th century and
early 20th century became a beggars’s instrument. It is likely that this degra-
dation to the world of beggars followed its banishment from the villagers’
daily life to one with the lowest social status – that of beggars’. This con-
temptuous attitude towards beggars and their instruments is revealed in a
derogatory remark recorded by Dovydaitis: [..] if someone plays poorly, he
is told, ‘Hey, you play like a Labanoras pipe’ (LTR 3719/170/). The Dusetos
region inhabitants snubbed an unwanted person by saying Get out, you bag-
pipe! (Eik tu, dûda kul ìne!, LKÞe). On the other hand, these musical beggars
could be seen as continuing the traveling musician tradition. It is quite likely
that these two professions were closely aligned. In Ukraine (Little Russia)
this instrument was mostly played by blind musicians who were forced to
beg (Ðóäíåâà 1975: 9). In Russia bagpipes were usually played by skomorokhi
(traveling musicians), muzykanty Poteshnoj palaty (musicians playing in

5 This fact is a footnote to Moszyñski’s article as a comment by the editors of the
journal.
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Entertainment halls) and bear trainers (Âåðòêîâ, Áëàãîäàòîâ, ßçîâèöêàÿ
1975: 28). These musicians traveled throughout Russia, neighboring lands
and, undoubtedly, the lands of the Grand Duchy of Lithuania. Different kinds
of wandering musicians also traveled with bagpipes throughout Western
Europe reaching up to the borders of Scandinavia. Zbigniew Jerzy Przerembski
notes that bagpipers meandered through territory of the Commonwealth
playing alone or joining the professional bear trainers, actors or itinerant
harvesting groups (Przerembski 2006: 579). The clear relationship between
bagpipes and bears is found in ample illustrations from the second half of
the 15th to the 18th centuries in Sweden, Germany, Belgium, Poland and
elsewhere (Allmo 1990: 297, 396–397; Przerembski 2006: 477–483). In
Swedish folklore there is a legendary bagpiper who is called ‘the bear hunter’
(Allmo 1990: 601). In a similar vein a Lithuanian proverb states: When the
bear dies, throw away the pipes (LMD 675/21/). Of course, not only foreign
talents would visit Lithuania. Eventually there appeared homegrown wan-
dering musicians and bear shows became very popular. We know that in
Smurgainys town (previously part of the Vilnius province, now western
Belarus) there was a school for bear training in the 17th century. Each spring,
trainers with their bears (or monkeys) would fan out to fairs all over Europe,
enroute demonstrating their repertoires in Lithuania. It seems that the
Smurgainys Bear Academy was forced to close around 1870 (Vaitkevièius
2009: 124–125). Undoubtedly the Smurgainys bear acts were accompanied
by various musical instruments, including the bagpipe. Alongside the bear
training, they also hosted workshops where bagpipes were assembled, sold,
and taught to be played. It is possible that in Labanoras and its surrounding
area there were similar workshops with renowned bagpipe makers and
players. Here, during festivals and fairs there were momentous gatherings
of bagpipe masters that drew visitors from distant regions. (Perhaps the
persecution of Smurgainys bear trainers and bagpipers by the Tsar led them
to seek refuge in the deep forests of Labanoras, where some of them settled.)

Repertoire and its influence on ethnic music

Not much information exists about the traditional Lithuanian bagpipe
repertoire. The primary source is the 1908 recordings of nine works onto
wax cylinders done by Eduard Wolter6. Visiting Dysna village in the Tvereèius

6 All of these pieces are kept in the Berlin Phonogramm-Archive (cylinders Li Wo
15, 16, 17, 23, 25, 27, 30, 31, 34). Copies of Eduard Wolter’s recorded cylinders
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parish, he recorded six melodies by bagpiper Juozas Voldemaras and three
song and dance melodies performed together with a fiddle played by Feliksas
Krasauskas. Voldemaras played Nuvë brolalis ðieno ðienauti (Brother Went
Out to Cut the Hay ), Að pyniau vainikelá subatos vakarelá (I Wove a Wreath
on Saturday Night), Kaip að ejau per þaliø gireùá (As I Walked Through the
Green Woods), Brolali brolali, negerai darai  (Brother, brother, You do
Wrong), and two melodies without titles. Together with the fiddle were
played two songs: Kukavo geguùë (The Cuckoo Called), Sakale paukðteli,
dai aukðtai skraidzioji (Falcon, Little Bird, You are Flying High in the Sky)
and an old times polka. Almost all these pieces (their recordings and trans-
criptions) are published in The Phonograms of Lithuanian Ethnographic
Music 1908–1942 (Nakienë, Þarskienë 2007), and Eduard Wolter’s Cylinders
Recorded in Lithuania (1908–1909), Preserved in the Berlin Phonogramm-
Archives (Nakienë, Þarskienë, Ziegler 2011).

Bagpipe pieces always start with a short preface to tune the drones and
then proceeds or drives into the main melody. The pieces are characterized
by an unusually loose rhythm irreconcilable to the framework of familiar
timing techniques and an often repeated main melody with multiple variations
and improvisations. In the recordings can be heard a very low tone of the
drone that accompanies the main melody. The pieces are quirky, marked by
complex melodic motion, free rhythm, and multiple flourishes (grace notes).

Because the pitch depends on air flow through the chanter and the quality
of the recording, the listener may perceive an unstable harmony – an impres-
sion that the harmony varies. The structure and rhythm of the melody is
somewhat more evident in performances of the fiddle and bagpipe together.
It’s as though the voice of the fiddle frames the floating sound and rhythm
of the bagpipe, even though both instruments play the same melody in unison.
With the bagpipe variations this unison easily slips into heterophony (see
example 2).

were given to the Lithuanian Science Society. Part of the collection that survived to
our days is kept in the Folklore Archives of the Institute of Lithuanian Literature
and Folklore.
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Example 1. Melody of the song, performed by Juozas Voldemaras
(bagpipe), recorded by Eduard Wolter in 1908.

Cylinder Li Wo 17 is held in the Berlin Phonogramm-Archiv.
Transcription by Rûta Þarskienë, 2010



61

R. Þarskienë. Bagpipe in Lithuania

Example 2. Falcon, Little Bird, You are Flying High in the Sky .
Performed by Juozas Voldemaras (bagpipe) and Feliksas Krasauskas

(violin), recorded by Eduard Wolter in 16.09.1908.
Cylinder Li Wo 27 is held in the Berlin Phonogramm-Archiv.

Transcription by Rûta Þarskienë, 2010

Musician Antanas Þygas from Palûðë area in 1964 was asked by Jurgis
Dovydaitis to play some bagpipe pieces on a bagpipe provided by the
collector. In Dovydaitis’ notes three song titles are listed: Ir atskrido pova
(A Peacock Flew Over), Po Varðavos dvarø (Through a Warsaw Manor),
and Oi, rû rû rû rû, nerandu durø  (O, ru ru ru ru –  I Can’t Find the Door )
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(LTR 3719/188–190). Reviewing the recordings, it became apparent that
the musician also tried to play a Labanoras polka and a four-step waltz.
However, not having played the bagpipes for 30 years (he had switched to
the fiddle) it was very difficult for him to play these bagpipe melodies even
after several tries. Musicologist Vaclovas Juodpusis, who was on that same
fieldwork expedition in Ignalina region tried to reconstruct the tunes after
transcribing the melodies of some of the better piping attempts. The melody
for the song Ir atskrido pova  was placed in this expedition’s monograph
Ignalinos kraðtas (The Region of Ignalina) (Juodpusis 1966: 194).

We see that pipers liked to play song melodies: haymaking, rye har-
vesting, and especially wedding and humorous songs. We also know that
Lithuanians loved to play dance music: polka, gift-giving polka, quadrilles,
waltzes and others.

In Belarus bagpipers played dance melodies almost exclusively. Accor-
ding to Inna Nazina, the words ‘bagpipe’ and ‘dance’ are inseparable in folk
speech. However, melodies of many different song genres were also played
on the bagpipes, among them – lyric family songs, rye-harvest songs, and
popular humorous four-line couplets that were first sung and then echoed
by the bagpipe. Researchers note that when playing song melodies bagpipers
interpret them in their own way – before the primary sound they often play
grace notes that would then join the fifth or octave lower drone (Íàçèíà
1979: 113–114). In the same way Juozas Voldemaras played his melodies,
with ample flourishes (grace notes). In Latvia and Estonia bagpipes were
used for dance music, wedding rituals involving processions, horseback riding,
carrying of the dowry, presentation of gifts, the bride’s first dance and so
on. For some dances, the piper would also join in the dancing. For example,
in the ceremonial dance (Estonian ‘voortants’, Latvian ‘ apaïdancis’) the piper
walks at the head of the queue. The preface in Latvian bagpipe music had a
special term: ‘uzsaukums’. In Estonia special ‘tuning pieces’ with a text,
were used to tune the bagpipe (Muktupâvels 2002: 43–44; Tõnurist 1976:
50). Igor Tõnurist agrees with Ingrid Rüütel that the bagpipe, together with
popular dances, spread in Estonia from Sweden and its intricate rhythms
and merry melodies affected the development of a new style of singing that
dates to the 18th century. These are dance songs with a special characteristic–
an ever modulating melody (Tõnurist 1976: 52). Interestingly, in Hungary
over hundreds of years, a separate folksong group developed that was called
‘bagpipe melodies’ or ‘bagpipe songs’ (Manga 1988: 39). The influence of a
bagpipe style can still be heard in the repertoires of Russian accordion players
from the Pskov, Tver and Smolensk regions, and this element is most evident
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in the intricate ornamentation of the melody and the droning bass note or
chord (Morgenstern 2009). Such a specific stylistic is also practiced by accor-
dionists in eastern Lithuania, especially amongst the acclaimed masters of
the Petersburg diatonic-button accordions (Juozas Belejûnas from Ðvenèionys
region, Algimantas Mieliauskas from Molëtai and others).

That bagpipes had an undeniable influence on songs, especially in the
development of multi-part singing was pointed out already in the 1970s by
Belarus researchers. In 2010–2011 ethnomusicologists Austë Nakienë and
Rûta Þarskienë, while transcribing the melodies of the edition Eduard Wol-
ter’s Cylinders Recorded in Lithuania (1908–1909), Preserved in the Berlin
Phonogramm-Archives, noted the possible (and now considered actual!)
influence of bagpipe music on folk songs and folk instrumental music. Austë
Nakienë noticed a drone-like polyphony in songs of the Dzûkija region (Per-
loja, Merkinë, Gudakiemis), eastern Aukðtaitija (Dysna, Adutiðkis) and
Suvalkija region (Ðilavotas). She posits that the drone tone in songs of Dzûkija
and eastern Aukðtaitija could have come about because of the bagpipe in-
fluence. To support her hypothesis, Nakienë cites earlier studies of multi-
part music by Mârtiòð Boiko, Rima Visackienë, Vaclovas Juodpusis, Daiva
Raèiûnaitë-Vyèinienë (Nakienë 2011: 180–189). Latvian song researcher
Mârtiòð Boiko called the bourdon music, dominant in the southeast Latvia,–
a bagpipe type of drone and explains that the women who sang them were
commonly called ‘vilcçjas’ (drawers) or ‘dûcçjas’ (murmurs) (Boiko 2008:
188–189). Daiva Raèiûnaitë-Vyèinienë recorded and studied the tradition
of singing a bass harmony in the village of Nibragalis (Mieþiðkiai circuit,
Panevëþys district). She surmises that the lowest bass part, known as the
fourth voice, called ‘tranavimas’ (droning), could have at one time been the
‘ûþtinë’ (humming) – perhaps an ongoing drone (Raèiûnaitë-Vyèinienë 2010:
18). The claim that this type of singing is closely related to the instrumental
music tradition of which the bagpipe had long been a part is further sub-
stantiated by the fact that people of Gervëèiai region to this day call the
playing of any kind of instrument (fiddle, accordion, flute) simply ûþimas
that means continuous noise-making, droning. Therefore, the author of this
article considers that the bagpipe influenced the development of a certain
type of song melodies and a unique style of performance involving a drone
which was popular probably in the 18th and 19th centuries (the specific cha-
racteristic of bagpipe music – its intricacy and being somewhat out of tune –
can also be heard in some monodic singing in eastern Aukðtaitija). Later, as
the once popular bagpipe started to disappear from village life, so also waned
this type of singing and with it so did the quirky melodies and the bass
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harmonies which then gave way to harmonies (accompaniment) in thirds
and fifths.

The bagpipe greatly influenced ethnic instrumental music among various
European communities. As mentioned the 1908 cylinder recordings included
pieces with both a bagpipe and fiddle. This pairing is considered to be the
most archaic ensemble instrumentation for bagpipes. According to János
Manga, in 16 th century Hungary the very popular bagpipe started being
featured alongside other instruments, but first of all with the fiddle (Manga
1988: 40). This pairing of fiddle and bagpipe is cited in nearly all writings
about bagpipe music of various nations. Thus, undoubtedly, the pipes had
the greatest influence particularly on fiddle music. Igor Tõnurist writes of
the bagpipe–fiddle duet where the pipe plays only the two drones, and the
fiddle plays the melody. According to him, the desire to have the sound of a
bagpipe drone led to the formation of fiddle ensembles where one musician
plays the melody and another plays the drone bass (Tõnurist 1976: 52). The
author of this article considers that in fiddle playing, the use of a ‘drone’
string, and even the introduction of the double-bass to string ensembles
expressed the desire to recreate the sonority of the bagpipe. In Valdis Muktu-
pâvels’ opinion, the violin slowly edged out older dance music instruments
in the Baltic countries when it began to spread in the late 17th century. Fiddle
music became extremely popular in the 19th century according to newspapers
of that time. For example, an article from Latvieðu Avîzes (1865) notes that
fiddle music was used for dances whereas before it used to be bagpipes
(Muktupâvels 2002: 45). That the fiddle was the primary culprit in the decline
of the bagpipe is seen in Sweden. The Dalarna region had a famous bagpipe
playing tradition in the 19 th century that included duets with the violin. By
the second half of the 20th century this region was noted only for its fiddling
(Ling, Ramsten, Ternhag 1980: 203–204).

A few thoughts about bagpipes and their dissemination

Was the bagpipe as popular in Lithuania as in neighboring countries?
Was it played in all the regions? For answers we have to go to the already
mentioned article in the Lithuanian press 1941 by Kazimierz Moszyñski. He
says he never heard of bagpipe playing in the Þemaitija (Samogitia) region.
The lack of bagpipes in Þemaitija when they were ever present in Estonia
and widespread in Latvia, northern Belarus, Lithuania’s Aukðtaitija (High-
land), Mazovia (Poland), and elsewhere, is an interesting fact that needs
further explanation (Moszyñski 1941: 59). Having brought up this question,
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the Polish ethnographer almost answers it himself. Of course the bagpipe
had spread into Þemaitija, but it probably disappeared quicker than in other
regions of Lithuania. Incidentally, if not for written sources we would have
no information on bagpipe use in Lithuania Minor.

Writing in 1904, priest and folklorist Adolfas Sabaliauskas, who hailed
from the Birþai region, said he never saw a bagpipe but people’s accounts
described its earlier use (Sabaliauskas 1904: 37). The spread of the bagpipes
can be determined not only from written texts but also from the names of
the instrument itself: ‘Labanoro dûda (Labanoras pipe), ‘Vilniaus dûda’
(Vilnius pipe), ‘Alvito dûda ’ (Alvitas pipe) – indicate that the bagpipe was
known not only in Labanoras, but also in Vilnius and Alvitas (Vilkaviðkis
district). The terms ‘dûda’ (pipe), ‘dûdavimas’ (pipe playing), ‘dûdoriu ’s
(piper) are often encountered in folklore: in humorous songs and couplets,
songs for children, in didactic, wedding and feasting songs, in songs of other
genres, in dances and games, in proverbs and sayings, etc. Although the
terms ‘dûda’, ‘dûdavimas’ and ‘dûdorius’ are more often cited in folklore
from eastern Aukðtatija, they are also mentioned in other regions of Lithuania,
and some even in Þemaitija (Samogitia).

That these words were deeply engrained in the popular psyche is
evidenced by the way they were used to describe the playing of other
instruments; for instance, ‘dûduoti ’ (to pipe) referred to the playing of any
type (usually newly-arrived) instrument such as the fiddle7, harmonica,
accordion8, or even an organ or piano. All sorts of musical instruments were
called ‘dûda’ (pipe), and musicians, even the organist was called a ‘dûdorius’
(piper) (Dundulienë 1987). In southern and central Þemaitija the traditional
and classical wind instruments, brass and woodwinds (trumpet, tuba, althorn,
tenor, baritone, clarinet et al.) were named ‘dûdos’ (pipes) and their ensem-
bles– ‘dûdø orkestrai’ (pipe orchestras) (see Batavièius 1995).

So why did the bagpipe disappear much earlier in Þemaitija than in
other regions of Lithuania? As mentioned, the violin spread into the Baltic
area, and into Lithuania, around the second half of the 17th century. According

7 Cylinder Li Wo 23 includes a comment by both musicians: Dûdava skripkon
Feliksas Krasauskas (The fiddle was piped by Feliksas Krasauskas) and Ë dûdan
dûdava Voldemaras Juzas (The bagpipe was piped by Juozas Voldemaras).

8 One of the most renown Petersburg accordion masters of the 20th century, Juozas
Belejûnas, who lived in the village of Antanai (Ðvenèionys district) in recounting his
biography often repeated: I used to pipe [i.e. to play by Petersburg accordion] in the
village kuokynës [dance evenings], in earlier times I used to pipe better and so on
(Striuþas 2003: 618, 619).
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to Gaila Kirdienë, there were more fiddlers in Þemaitija than in any other
region and over the last 150 years this region was distinguished for the most
prolific fiddling traditions (Kirdienë 2000: 16). Let us remember that in this
area, maybe prior to the violin, dances were accompanied by kanklës music,
and from the latter half of the 19 th century the brass and accordion type
instruments displaced the bagpipe from its former function in weddings and
celebrations and erased even the memories of the bagpipe.

Conclusion

In summation it would be most desirable to return the bagpipe to its
lost position in Lithuanian music-making and ethno-culture. Until now it
has been believed that before Lithuania was overrun with violins, dulcimers
and later accordion-type instruments, village ceremonies and celebrations
were enlivened only by autochthonous ethnic musical instruments as well as
singing rounds, games, dance sutartinës, etc. Such an attitude that even this
author once held is contradicted by current research. It became clear that in
the 16th century (and maybe much earlier) the bagpipe was popular and
widely used. This is confirmed by the first list of musical instruments by
Jonas Bretkûnas in the 16th century. There we find two bagpipe types: the
large dudaragine and the small murenka. Brought to Lithuania by wandering
musicians who passed through towns and manors, the bagpipe became one
of the most important, if not the only folk musical instrument. It was played
at festivals, weddings, baptisms and other important rituals. It was difficult
to imagine any social gathering without its distinctive sound. For several
hundred years the bagpipes lorded over country fairs, parish festivals, taverns
and village celebrations greatly influencing the development of both
instrumental and vocal music. Polyphonic singing, and more precisely the
bourdon style that uses up to two bass sounds, was taken from the sounds
of the bagpipe. Its intricate flourishes could have influenced the fanciful
melodies of harvest songs and other genres of songs in eastern and southern
Lithuania. The violin gradually permeated the folk culture and joining in
with the bagpipe, adopted the piper’s melodic style and eventually displaced
the bagpipe from the musical traditions from both town and village. The
bagpipe disappeared the earliest from Þemaitija (Samogitia) and Lithuania
Minor (perhaps the 18th century); elsewhere it was played until the mid 19th

century. Just as in the majority of Central European countries, where the
bagpipe once enjoyed extreme popularity but eventually became an instru-
ment favored only by the conservative shepherds from severe upland regions,
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so too in the beginning of the 20th century the bagpipe continued to be played
only in remote villages scattered in the woodlands of eastern Lithuania.
From a fashionable and popular musical instrument it slipped down to
become a vestige, a beggar’s instrument.

P o s t  s c r i p t u m. Still it would be nice to end this study on a brighter
note: the unduely forgotten bagpipe is experiencing a rebirth not only in
Latvia, Estonia, and Belarus, but also in Lithuania. In Western Europe (Italy,
Spain, Brettany, Scotland, Ireland, etc.) its revival occurred much earlier,
and it has even become a national symbol for some. In Lithuania for the last
ten years the bagpipes were played by folk ensembles and included into jazz
projects (Tylos Labonoro and others). In the Vilkija region, since 2008 there
has been a yearly gathering of bagpipers at the Antanas and Jonas Juðka
Museum. It is organized by an avid promoter and revivalist of this instrument,
Gvidas Kovëra (see his internet webpage for the bagpipe www.dudmaisis.lt).

Dûdas Lietuvâ
Rûta Þarskiene

Kopsavilkums

Salîdzinot radniecîgas parâdîbas daþâdâs valstîs un analizçjot tautas
muzikantu repertuâru un atskaòojuma stila îpatnîbas, autore tiecas atklât
dûdu lomu tradicionâlajâ lietuvieðu kultûrâ. Ðo instrumentu Lietuvâ ieviesa
ceïojoði ârvalstu spçlmaòi, un ar laiku tas kïuva par vispopulârâko, daþviet
pat par vienîgo tautas mûzikas instrumentu. Vairâkus gadsimtus dominçjuðas
tirgus laukumos un iebraucamajâs vietâs, zemnieku svçtkos un citos rituâlos,
dûdas (kulinë dûda, Labanoro dûda utt .) ievçrojami iespaidoja gan tautas
instrumentâlâs, gan vokâlâs mûzikas attîstîbu. Dûdu ietekmi atspoguïo,
piemçram, iezîmîga polifonijas izpausme – dziedâðana burdona pavadîbâ,
kas balstîts uz vienas vai divu basa skaòu izturçjumu vai atkârtojumu. Vijole,
kas pakâpeniski ienâca tradicionâlajâ kultûrâ un sâkotnçji tika izmantota
lîdztekus dûdâm, pârmantoja dûdu melodiju stilistiskâs pazîmes un pçc tam
aizvietoja dûdas mazpilsçtu un ciemu mûzikas dzîvç. Vairumâ Viduseiropas
valstu dûdas bija savulaik ïoti populâras, taèu vçlâk kïuva par instrumentu,
kuram uzticîgi palika tikai konservatîvie gani nomaïos kalnainos reìionos.
Zinâmâ mçrâ lîdzîgu attîstîbas tendenci vçrojam Lietuvâ, kur 20. gadsimta
sâkumâ dûdas spçlçja vairs tikai attâlos, Austrumlietuvas meþos izkaisîtos
ciemos. 19./20. gadsimta mijâ dûdinieki bija lielâkoties ceïojoði lauku ubagi.

Atslçgvârdi: dûdas, Austrumlietuva, tautas mûzikas instruments, vijole.
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Äîêòîð ýòíîëîãèè  Ëèíà Ïåòðîøå íå
Äîöåíò Êëàéïåäñêîãî óíèâåðñèòåòà

Ââåäåíèå

Ïåðâûå ñâåäåíèÿ î ïðàçäíîâàíèè Ìàñëåíèöû íà òåððèòîðèè áàë-
òîâ ñîäåðæàòñÿ â èñòîðè÷åñêèõ ïèñüìåííûõ èñòî÷íèêàõ XV âåêà. Âî âðåìÿ
ñâàäüáû è Ìàñëåíèöû çäåñü ïðîèñõîäÿò äüÿâîëüñêèå òàíöû, à óâàæàåìûå
ëþäè ïîçâîëÿþò æåíùèíàì ïåðåîäåâàòüñÿ â ìóæñêóþ îäåæäó , ìàëü÷èøåñ-
êèå ïàëüòî è òîìó ïîäîáíîå, – ÷òî Ã îñïîäîì Áîãîì çàïðåùåíî – òàê î ñòà-
ðèííûõ îáû÷àÿõ ïðó ññîâ â 1428 ãîäó ïèñàë â ñâî¸ì íàñòàâëåíèè ðóêîâî-
äèòåëü ôèëèàëà ìîíàñòûðÿ Îðäåíà êàðòóçèàíöåâ â Ìàðèåíêðîíå ó
Ðþãåíâàëüäå Ãåéíðèõ Áåðèíãåð (Heinricho Beringerio pamokymas 1428
[..] 1996: 491– 492). Ïî ìíåíèþ ó÷¸íûõ Íîðáåðòàñà Âåëþñà ( Vëlius), Àëü-
ãèðäàñà Ìàòóëÿâè÷þñà (Matulevièius), ñâåäåíèÿ Áåðèíãåðà äîñòîâåðíû,
ïîñêîëüêó îí íàáëþäàë è õîðîøî çíàë òîãäàøíþþ æèçíü êàê ïðó ññîâ,
òàê è ðóêîâîäèòåëåé è ñâÿùåííèêîâ Îðäåíà ( BRMÐ I 1996: 489). Ôðàã-
ìåíòàðíûå äåòàëè âûøåóêàçàííîãî îïèñàíèÿ ïîçâîëÿþò óòâåðæäàòü, ÷òî
ñóùåñòâåííûå ýëåìåíòû ïåðåîäåâàíèÿ è âåñåëüÿ âî âðåìÿ Ìàñëåíèöû
ñîõðàíèëèñü äî íàøèõ äíåé.

Òðàäèöèè è îáû÷àè ïðàçäíó åìîé â Ëèòâå Ìàñëåíèöû èññëåäîâàíû
äîâîëüíî õîðîøî ( Klimka 2009; Rekaðius 1991; Skrodenis 2009; Vaice-
kauskas 2005, 2009). Ìóçûêàëüíîå âûðàæåíèå ýòîãî ïðàçäíîâàíèÿ, ñî-
ñòîÿùåå èç âîêàëüíûõ, èíñòðóìåíòàëüíûõ âûñòóïëåíèé èëè èõ ñî÷å-
òaíèÿ, à èíîãäà èç ñî÷åòàíèÿ âîêàëüíîãî è ñëîâåñíîãî ôîëüêëîðà, ñ íà-
ó÷íîé òî÷êè çðåíèÿ ïî÷òè íå èññëåäîâàíî.

Â ñáîðíèêàõ ëèòîâñêîãî êàëåíäàðíîãî ôîëüêëîðà êàëåíäàðíûå
ïåñíè, ñðåäè íèõ è ìàñëåíè÷íûå, áîëüøåé ÷àñòüþ ðåïðåçåíòèðóþò òðà-
äèöèþ À óêøòàéòèè è Äçóêèè (ñåâåðî-âîñòî÷íàÿ è þæíàÿ ÷àñòè Ëèòâû).
Òðàäèöèè ïðàçäíîâàíèÿ Ìàñëåíèöû â ýòèõ ðåãèîíàõ îòëè÷àþòñÿ îò òðà-
äèöèé Æÿìàéòèè. Ñâîåîáðàçíûé, îðèãèíàëüíûé, èãðèâûé ìóçûêàëü-
íûé ìàñëåíè÷íûé ôîëüêëîð Æÿìàéòèè – ïåñíè ïåðñîíàæåé êàðíàâàëà
(íèùèõ , åâðååâ, öûãàí) – äî íàñòîÿùåãî âðåìåíè îïóáëèêîâàí òîëüêî
ôðàãìåíòàðíî ( Èiuþ èiuþela 1998; Kalendorinës dainos 1998; Metø ratas
2008; Lingu palingu balti suoleliai  2009; ÞKT 2010).
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Èñïîëíÿåìûå íà ïðàçäíîâàíèè Ìàñëåíèöû â Æÿìàéòèè ïåñíè â
êàòàëîãå Ïåñåííèêà ëèòîâñêèõ íàðîäíûõ ïåñåí Èíñòèòóòà ëèòîâñêîé
ëèòåðàòóðû è ôîëüêëîðà (Lietuviø literatûros ir tautosakos institutas) âêëþ-
÷åíû íå â ðàçäåë Êàëåíäàðíûõ, à â ðàçäåëû Äèäàêòè÷åñêèõ, Þìîðèñòè-
÷åñêèõ ïåñåí, Èãð, õîðîâîäîâ, òàíöåâ . Ôîëüêëîðèñòû Ëèòâû âñ¸ åù¸ äèñ-
êóòèðóþò î ïðîáëåìàõ êëàññèôèêàöèè ýòîãî æàíðà. Ýòî ÿâëÿåòñÿ îäíîé
èç ïðè÷èí, îáó ñëîâèâøèõ îòñóòñòâèå äîëæíîãî íà ó÷íîãî ïîäõîäà ê íåìó .

Î á ú å ê ò î ì  è ñ ñ ë å ä î â à í è ÿ  äàííîé ñòàòüè ÿâëÿþòñÿ çàôèêñè-
ðîâàííûå â 1992–2008 ãîäàõ íà òåððèòîðèè äèàëåêòîâ ñåâåðíûõ è þæ-
íûõ æÿìàéòîâ (ñì. ñõåìó 1) 35 ìåëîäèé ìàñëåíè÷íûõ ïåñåí: 22 ìåëîäèè
ïåñåí íèùèõ , 10 åâðåéñêèõ è 3 öûãàíñêèõ. Ìàòåðèàë ïðèíàäëåæèò ôîíî-
òåêå è ðóêîïèñíîìó îòäåëó ôîëüêëîðíîãî àðõèâà ëàáîðàòîðèè ôîëüêëîðà
Êàôåäðû ÿçûêîçíàíèÿ è ýòíîëîãèè áàëòîâ Ôàêóëü òåòà ãóìàíèòàðíûõ
íà óê Êëàéïåäñêîãî óíèâåðñèòåòà.

Ñõåìà 1. Ìåñòíîñòè ôèêñèðîâàíèÿ ìàñëå íè÷íîãî ôîëüêëîðà
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Ö å ë ü  è ñ ñ ë å ä î â à í è ÿ – èçó÷èòü îñîáåííîñòè ìàñëåíè÷íûõ ïå-
ñåí æÿìàéòîâ; îïðåäåëèòü è îõàðàêòåðèçîâàòü ñòèëèñòèêó, ëàä, ìåòðî-
ðèòìèêó, äèàïàçîí, âûÿâèòü ñîîòíîøåíèå ìàñëåíè÷íûõ ïåñåí è äðóãèõ
ïåñåííûõ æàíðîâ æÿìàéòîâ; ïðîàíàëèçèðîâàòü ïðîáëåìàòèêó æàíðà è
îáðÿäîâûõ äåéñòâèé, ñâÿçàííûõ ñ ìóçûêàëüíûì ôîëüêëîðîì Ìàñëåíèöû .
Â èññëåäîâàíèè èñïîëüçîâàíû ñëåäóþùèå ìåòîäû: àíàëèòè÷åñêèé, êîì-
ïàðàòèâíûé, òèïîëîãè÷åñêèé è ñèñòåìàòè÷åñêèé.

Êëþ÷åâûå ñëîâà: Ìàñëåíèöà, íàðîäíûå ïåñíè, ìåëîäèêà, Æÿìàéòèÿ,
æàíð, îáðÿä 1.

Ïðîáëåìà ó ñòàíîâëåíèÿ æàíðà ìàñëåíè÷íûõ ïåñå í

Òåêñòû ìàñëåíè÷íûõ ïåñåí ñîãëàñíî èõ ôóíêöèÿì è äåéñòâóþùèì
ïåðñîíàæàì êëàññèôèöèðîâàíû ïî íåñêîëüêèì ãðóïïàì:
— ïåñíè, ïîìîãàþùèå îáåñïå÷èòü îáèëüíûé óðîæàé (ïåñíè êàòàíèÿ

è êà÷àíèÿ íà êà÷åëÿõ);
— ñâàäåáíîé òåìàòèêè;
— âîåííîé òåìàòèêè;
— ïåñíè è òàíöû ìàñêàðàäíûõ ïåðñîíàæåé ( íèùèõ , åâðååâ, öûãàí, âåí-

ãðîâ, ñìåðòè , Êîíîïëÿíîãî , êîçëà).
Ïî äàííûì êàòàëîãà ëèòîâñêèõ íàðîäíûõ ïåñåí ( LLDK I  1972: 284–

288), áîëüøèíñòâî ìàñëåíè÷íûõ ïåñåí çàôèêñèðîâàíû íà òåððèòîðèè
âîñòî÷íîé Ëèòâû, íà ëèòîâñêî-áåëîðó ññêîì ïîãðàíè÷üå. Ýòíîãðàôè÷åñ-
êèå è ïåñåííûå àðõèâíûå ìàòåðèàëû ñâèäåòåëüñòâóþò, ÷òî èìååòñÿ äî-
âîëüíî ìíîãî÷èñëåííûé ðÿä ðàçíîîáðàçíûõ ïåñåí, èñïîëíÿâøèõñÿ íà
ìàñëåíè÷íîì ïðàçäíèêå â Æÿìàéòèè.

Êàê óêàçàíî âî ââåäåíèè, ïåñíè íèùèõ , åâðååâ, öûãàí, ïåâøèåñÿ íà
Ìàñëåíèöó , ôîëüêëîðèñòû ñ÷èòàþò äèäàêòè÷åñêèìè èëè þìîðèñòè÷åñ-
êèìè, íî â ïðàêòèêå è â íåêîòîðûõ ñáîðíèêàõ êàëåíäàðíûõ ïåñåí îíè
âñ¸-òàêè èäåíòèôèöèðóþòñÿ êàê ìàñëåíè÷íûå. Ñîäåðæàíèå òåêñòîâ ýòèõ
ïåñåí ÷àñòè÷íî ñîîòâåòñòâóåò äåôèíèöèè äèäàêòè÷åñêèõ èëè þìîðèñ-
òè÷åñêèõ ïåñåí. Ñ òî÷êè çðåíèÿ ïîýòèêè è ìåëîäèêè – ýòî ñëîé äîâîëü-
íî ïîçäíåãî ôîëüêëîðà, èñïûòàâøèé âîçäåéñòâèå ëèòåðàòóðû è åâðî-
ïåéñêîé ñâåòñêîé è öåðêîâíîé ìóçûêè. Ïî ìíåíèþ Þðãè Ñàäà óñêåíå,
èçó÷àâøåé äèäàêòè÷åñêèå ïåñíè, äåðåâåíñêèå ïðîöåññèè âî âðåìÿ êà-
ëåíäàðíûõ ïðàçäíèêîâ, øåñòâèÿ ïåðñîíàæåé è âûñêàçûâàåìûå èìè ñïå-
öèàëüíûå ïîæåëàíèÿ, ïîçäðàâëåíèÿ ñâÿçàíû ñ êóëü òóðíûìè òðàäèöèÿìè

1 Ïîäãîòîâëåíèå ïóáëèêàöèè ôèíàíñèðó åò Ñîâåò íàóêè Ëèòâû (Äîãîâîð
¹ LIT 5-3).



74

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – V

ãîðîæàí è äâîðÿí, ïðåäñòàâëåíèÿìè öåðêîâíîãî òåàòðà, ó ñòðàèâàåìû-
ìè â XVI–XVIII âåêàõ ìîíàõàìè-èåçóèòàìè ( Sadauskienë 2006: 60–62).
Ïðàçäíîâàíèÿ Ìàñëåíèöû, âî âðåìÿ êîòîðûõ ó ñòðàèâàëèñü âïå÷àòëÿþ-
ùèå ìàñêàðàäû (ïðàâäà, ñ äðóãèìè ïåðñîíàæàìè – ìàâðîì, òóð÷àíêîé,
âåíåöèàíêîé, êîð÷ìàð¸ì è ïð.) ñ òàíöàìè è ïðåäñòàâëåíèÿìè âî äâîðå
âåëèêèõ êíÿçåé Ëèòâû â Íèæíåì çàìêå Âèëüíþñà, óïîìèíàþòñÿ â ïåð-
âîé ïîëîâèíå XVII âåêà è ïîçæå ( Trilupaitienë 2010: 43–44).

Ó÷¸íûå – ôîëüêëîðèñòû è ýòíîëîãè – îòíîñÿò êàðíàâàëüíîå øåñòâèå
àíòðîïîìîðôè÷åñêèõ ïåðñîíàæåé ê áîëåå äðåâíèì âðåìåíàì ìèôè÷åñ-
êîãî ìûøëåíèÿ. Ïåðåîäåâàíèå ñ÷èòàåòñÿ äðàìàòèçèðîâàííûì âîñïðî-
èçâåäåíèåì ìèôè÷åñêèõ îáðàçîâ, à â ìàñêå êîíöåíòðèðóþòñÿ õàðàêòåð-
íûå ÷åðòû ìèôè÷åñêîãî ïåðñîíàæà. Ìàñêà òðàêòó åòñÿ êàê èçîáðàæåíèå
ïðåäêà èëè îáðàç ïîêðîâèòåëÿ çåìëåäåëèÿ ( Klimka 2009: 61; Rekaðius 1991:
12–13; Skrodenis 2009: 38). Íàèáîëåå âåðîÿòíî, ÷òî ïðîèñõîäèëî êóëü-
òóðíîå âçàèìîäåéñòâèå äåðåâåíñêèõ (èìåþùèõ áàëòèéñêóþ îñíîâó) è
ãîðîäñêèõ (èìåþùèõ çàïàäíî-åâðîïåéñêóþ îñíîâó) òðàäèöèé.

Çàôèêñèðîâàííûå íà òåððèòîðèè Æÿìàéòèè â êîíöå ÕÕ – íà÷àëå
ÕÕI âåêà ìàñëåíè÷íûå ïåñíè óêàçûâàþò íà íåñêîëüêî âàæíûõ ôàêòîâ:
îòíîñèòåëüíîå îáèëèå æàíðà è íåêîòîðûõ òèïîâ ïåñåí, à òàêæå ðàñïðî-
ñòðàíåíèå èõ íà îïðåäåë¸ííîé òåððèòîðèè. Ïî ñóùåñòâó , ýòî ñîâïàäàeò
ñ ðåçóëüòàòàìè èññëåäîâàíèé Àðóíàñà Âàéöåêàóñêàñà î ïåðñîíàæàõ çèì-
íèõ êàðíàâàëîâ è òåððèòîðèè ðàñïðîñòðàíåíèÿ ìàñîê ( Vaicekauskas 2005:
101–102), ÷òî ñâèäåòåëüñòâóåò î ïðÿìîé ñâÿçè ïåñåí íèùèõ , åâðååâ, öûãàí
ñ ìàñëåíè÷íûìè îáû÷àÿìè. Ýòî äîâîëüíî çíà÷èìûé àðãóìåíò , ïîçâî-
ëÿþùèé îòíåñòè ýòè ïåñíè ê êàëåíäàðíîìó ôîëüêëîðó . Ïðè ýòîì íåîá-
õîäèìî îòìåòèòü, ÷òî â êàðòîòåêå êàòàëîãà Ïåñåííèêà ëèòîâñêèõ íàðîäíûõ
ïåñåí Èíñòèòóòà ëèòîâñêîé ëèòåðàòóðû è ôîëüêëîðà èìååòñÿ äîâîëüíî
çíà÷èòåëüíîå ÷èñëî âàðèàíòîâ èçó÷àåìûõ ïåñåí; ïóáëèêàöèè èõ ìîæíî
íàéòè è â ñáîðíèêàõ ïåñåí, è â ýòíîãðàôè÷åñêèõ ìàòåðèàëàõ ÕIX âåêà, è
â ïðîèçâåäåíèÿõ êëàññèêîâ ëèòîâñêîé ëèòåðàòóðû. Îòñþäà ïåñíè ìîãëè
ðàñïðîñòðàíÿòüñÿ ïî âñåé Ëèòâå.

 Âåñüìà âîçìîæíî, ÷òî äëÿ óêîðåíåíèÿ (èëè èñ÷åçíîâåíèÿ) ñïåöè-
ôè÷åñêîãî ðåïåðòóàðà ìàñëåíè÷íûõ ïåñåí áîëüøîå çíà÷åíèå èìåëà ðàç-
âèòàÿ âî âòîðîé ïîëîâèíå ÕÕ âåêà äåÿòåëüíîñòü êóëü òóðíûõ çàâåäåíèé,
êîòîðàÿ ïîäíÿëà ñâîåãî ðîäà íîâóþ âîëíó . Îá ýòîì ãîâîðÿò è èññëåäîâà -

2 Ñòàñèñ Ñêðîäåíèñ ïèøåò , ÷òî ðåãèîíàëüíûå òðàäèöèè ïðàçäíîâàíèÿ Ìàñ-
ëåíèö û âî âðåìÿ ñîâåòñêîé âëàñòè áûëè ñèëüíî íàðóøåíû. Ó íèôèöèðîâàííûå
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òåëè ìàñëåíè÷íûõ òðàäèöé 2 (Skrodenis 2009: 45), è íåêîòîðûå ðåñïîí-
äåíòû, âñïîìèíàþùèå, ÷òî íåêîòîðûå ïåðñîíàæè Ìàñëåíèöû èëè äàæå
âåñü ïðàçäíèê ñ êàðíàâàëüíûì øåñòâèåì âîçíèê èìåííî â òî âðåìÿ.

Äðóãèì ñåðü¸çíûì ôàêòîðîì, ïîçâîëÿþùèì îòíåñòè óêàçàííûå
ïåñíè ê êàëåíäàðíîìó æàíðó , ÿâëÿåòñÿ ñèíêðåòèçì ýòíîãðàôè÷åñêèõ
ðàññêàçîâ è ïåñåí. Âñå èçó÷àåìûå ïåñíè ðåñïîíäåíòû íàïåëè, ðàññêà-
çûâàÿ îá îáû÷àÿõ Ìàñëåíèöû, ò . å. â äàííîì êîíòåêñòå íèêàêèõ àññîöè-
àöèé ñ ïåñíÿìè äðóãèõ æàíðîâ (íàïðèìåð, ñâàäåáíûìè, âîåííûìè è ïð.)
ïî÷òè íå âîçíèêàëî, çà èñêëþ÷åíèåì çàñòîëüíûõ ïåñåí. Ýòî íèêîèì
îáðàçîì íå îçíà÷àåò , ÷òî íà ïðàçäíèêå Ìàñëåíèöû ïåëèñü òîëüêî ïåñíè
íèùèõ , åâðååâ è öûãàí. Â ïðàçäíè÷íîé ñó åòå çâó÷àëà ñàìàÿ ðàçíîîáðàç-
íàÿ ìóçûêà – ýòî ïîäòâåðäèëè è ðåñïîíäåíòû. Íî â ñèòóàöèè èäåíòè-
ôèöèðîâàíèÿ ðåïåðòóàðà îáðÿäû è ñâÿçàííûé ñ íèìè ôîëüêëîð ëþäè
èíòóèòèâíî âîñïðèíèìàëè íà ñåìàíòè÷åñêîì óðîâíå.

Øóì îâîå ñîïðîâîæäå íèå è ìóçûêà íà êàðíàâàëüíîì øåñòâèè

Ìàñëåíèöà â Ëèòâå, êàê è â áîëüøèíñòâå êàòîëè÷åñêèõ ñòðàí ìèðà,
îòìå÷àåòñÿ çà 46 äíåé äî Ïàñõè, âî âòîðíèê ïåðåä íà÷àëîì Âåëèêîãî
Ïîñòà. Ïðåäïîëàãàåòñÿ, ÷òî â ïðåæíèå äîõðèñòèàíñêèå âðåìåíà ýòîò
ïðàçäíèê äëèëñÿ îêîëî íåäåëè. Â íàøå âðåìÿ Ìàñëåíèöà ïðàçäíó åòñÿ
âî âòîðíèê èëè, åñëè ïðàçäíèê îðãàíèçó åòñÿ â áîëüøèõ ãîðîäàõ, â ìóçåå
íàöèîíàëüíîãî áûòà Ëèòâû â Ðóìøèøêåñ, – â âîñêðåñåíüå ïåðåä íà÷à-
ëîì Âåëèêîãî Ïîñòà.

Ñèìâîëè÷åñêèé ñìûñë Ìàñëåíèöû ñâÿçàí ñî ñìåíîé âðåì¸í ãîäà,
ïåðåõîäîì îò çèìû ê âåñíå, à òåì ñàìûì è ñ èçãíàíèåì äåìîíîâ çèìû, ñ
ïðîáóæäåíèåì çåìëè. Âñå âûïîëíÿåìûå îáðÿäîâûå äåéñòâèÿ íà Ìàñëå-
íèöå íàïðàâëåíû íà îáåñïå÷åíèå ïëîäîðîäèÿ çåìëè è ëþäåé â íàñòóïà-
þùåì ãîäó .

Íà îñíîâå äàííûõ ýòíîãðàôè÷åñêîãî ìàòåðèàëà ó ñòàíîâëåíû îñíîâ-
íûå ýëåìåíòû îáðÿäîâ Ìàñëåíèöû: èçîáèëüíàÿ åäà, óãîùåíèå; êàòàíèå
íà ëîøàäÿõ â ïîëå, ãîíêè ëîøàäåé; ïåðåâîçêà ïî äåðåâíå èäîëà ( Morë,

ñöåíàðèè ïðàçäíèêà ïî óêàçàíèþ èíñòèòóöèé êóëü òóðû ïðèìåíÿëèñü è â Æÿ-
ìàéòèè, è â Äçóêèè. È, åñëè æÿìàéòàì ýòî áûëî ïîíÿòíî, òî äçóêàì – ÷óæäî è
íåïîíÿòíî. Ïðè ýòîì èñ÷åçíîâåíèþ òðàäèöèîííûõ ìàñîê æÿìàéòîâ ñïîñîáñòâî-
âàëà è àòåèñòè÷åñêàÿ ïðîïàãàíäà íåêîòîðûõ ìåñòíûõ ðóêîâîäèòåëåé, êîòîðûå â
ìàñêàõ óñìàòðèâàëè êàêîå-òî âëèÿíèå êàòîëè÷åñêîé öåðêâè, à â äåéñòâèÿõ ïåð-
ñîíàæåé – õóëèãàíñòâî (Skrodenis 2009: 45).
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Kotrë, Gavënas) è óáèåíèå åãî; êàðíàâàëüíîå øåñòâèå è òåàòðàëüíûå
ïðåäñòàâëåíèÿ, âî âðåìÿ êîòîðûõ ó÷àñòíèêè ïåðåîäåâàëèñü æèâîòíû-
ìè, ÷óæèìè ëþäüìè (êàê ïðàâèëî, ÷óæåñòðàíöàìè), äåìîíàìè; èçîáðà-
æåíèå áîðüáû äåìîíoâ çèìû ( Laðininis) è âåñíû ( Kanapinis); èíñöåíè-
çàöèÿ ïîõîðîí; èíñöåíèçàöèÿ ñâàäüáû; îáëèâàíèå âîäîé; ãàäàíèÿ
(Dundulienë 1991: 243). Âñå íàçâàííûå îáðÿäîâûå ýëåìåíòû â ðåãèîíàõ
Ëèòâû ðàñïðîñòðàíåíû íåðàâíîìåðíî, à èõ ïðàêòèêà ñ òå÷åíèåì âðåìå-
íè íå ñîõðàíèëà íåïðåðûâíîñòü.

Ñóäÿ ïî ýòíîãðàôè÷åñêèì ìàòåðèàëàì ÕÕ–ÕÕI âåêîâ è èíôîðìà-
öèè î ïðàçäíîâàíèè Ìàñëåíèöû â ëèòîâñêîé ïåðèîäèêå ïåðâîé ïîëî-
âèíû ÕÕ âåêà, ìàñëåíè÷íûì îáðÿäàì â Æÿìàéòèè ïðèñóùè âñå âûøå-
íàçâàííûå ýëåìåíòû, íî ãëàâíûé è ñàìûé ÿðêèé èç íèõ – êàðíàâàëüíîå
øåñòâèå è òåàòðàëüíûå ïðåäñòàâëåíèÿ ìàñëåíè÷íûõ ïåðñîíàæåé. Æÿ-
ìàéòû íàçûâàëè ãðóïïû ðÿæåíûõ ïåðñîíàæåé åâðåÿìè èëè íèùèìè , íå-
ñìîòðÿ íà òî, ÷òî â íèõ ìîãëè ó÷àñòâîâàòü è ðàçíûå çîîìîðôè÷åñêèå è
äåìîíîìîðôè÷åñêèå ìàñêè: êîç¸ë, ëîøàäü, æóðàâëü, äüÿâîë, âåäüìà è ïð.

Äëÿ êàðíàâàëüíîãî øåñòâèÿ ïî÷òè âñåãäà â ñàíè çàïðÿãàëè ëîøà-
äåé. ×òîáû ïîìåñòèëîñü áîëüøå ëþäåé, ê ñàíÿì ïðèäåëûâàëè ñïåöè-
àëüíóþ êîíñòðóêöèþ – ëåñòíèöó . Ê Ìàñëåíèöå óêðàøàëè è ëîøàäåé:
çàïëåòàëè ëîøàäèíóþ ãðèâó, âïëåòàÿ â íå¸ ëåíòû, íà øåþ ïîäâåøèâàëè
êîëîêîëü÷èêè. Ýòè øåñòâèÿ èìåëè è îáðÿäîâîå çíà÷åíèå. Ëþäè âåðèëè,
÷òî ó òîãî, êòî â Ìàñëåíèöó ðÿäèëñÿ åâðååì, â ýòîì ãîäó ñ ëîøàäüìè áó-
äåò âñ¸ â ïîðÿäêå (Balys 1937: 36).

Èçó÷àåìûå ìàòåðèàëû ñâèäåòåëüñòâóþò, ÷òî Ìàñëåíèöó â Æÿìàé-
òèè ïðàçäíîâàëè î÷åíü øóìíî: ìàñêàðàä âñåãäà ñîïðîâîæäàëè ïåñíè è
ìóçûêà, à â Æÿìàéòèè ÷àñòî èãðàëè è îðêåñòðû äóõîâûõ èíñòðóìåíòîâ
ðàçíîãî ñîñòàâà. Îáû÷íî ãðóïïà åâðååâ ñîçäà¸ò áîëüøîé øóì, ïîäíèìàÿ
âñþ äåðåâíþ íà íîãè: ñîáàêè ëàþò , äåòè êðè÷àò. Ìóçûêàíòû îðêåñòðà
äóþò â ñòðàøíåéøèå òðóáû, áàðàáàíùèêè áüþò â çàñëîíêè, æåñòÿíûå
ñêîâîðîäêè, êàñòðþëè, à ñêðèïà÷è, ïðèêðåïèâ ê äóáèíå ïðîâîëî÷íûå
ñòðóíû, ñêàëêîé èõ ïèëÿò . Ïåâöû êðè÷àò ñòðàøíûìè ãîëîñàìè. Ïî ìíå-
íèþ ôîëüêëîðèñòà Éîíàñà Áàëèñà, øóì â äàâíèå âðåìåíà èìåë êîíê-
ðåòíîå îáðÿäîâîå çíà÷åíèå – òàê ëþäè ñòàðàëèñü ðàçîãíàòü çëûõ äóõîâ.
Ïî òîé æå ñàìîé ïðè÷èíå øóì ïîäíèìàëè è âî âðåìÿ äðóãèõ ïðàçäíè-
êîâ – íà Èâàíîâ äåíü, ñâàäüáó è ò . ï. Øóì íà Ìàñëåíèöå áûë ïðèçâàí
îæèâèòü çåìëþ ( Balys 1937: 76–77).
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Òåìà òè÷åñêèå ãðóïïû ïåñåí íèùèõ,  åâðååâ, öûãàí

Õîòÿ îáðÿä ïåðåîäåâàíèÿ ñ÷èòàåòñÿ àðõàè÷íûì, ïåñíè ìàñêàðàäíûõ
ïåðñîíàæåé, êàê ïîêàçûâàåò ñòèëèñòèêà òåêñòîâ è ìåëîäèé, èìåþò áî-
ëåå ïîçäíåå ïðîèñõîæäåíèå. Â äðåâíèå âðåìåíà àíòðîïîìîðôè÷åñêèå
ìàñêè èçîáðàæàëè ïðåäêîâ, êîòîðûå ñ òå÷åíèåì âðåìåíè ñòàëè ïåðñî-
íàæàìè-÷óæåñòðàíöàìè: åâðåÿìè, öûãàíàìè, âåíãðàìè, íåìöàìè. Îíè
áûëè áîëåå ïîíÿòíû, íåæåëè íåêîíêðåòèçèðîâàííûå ïðåäêè ( Dundulienë
1991: 247). Ýòè ïåðñîíàæè ïî ïðè÷èíå ñõîäñòâà îáðÿäîâûõ äåéñòâèé,
îäåæäû, âíåøíåãî îáëèêà, âîîáðàæàåìîé ñâÿçè ñ ïîòó ñòîðîííèì ìè-
ðîì ïðåäêîâ ÿâëÿþòñÿ ñåìàíòè÷åñêè áëèçêèìè.

Äî Ïåðâîé ìèðîâîé âîéíû è åâðåé, è öûãàí, è íèùèé  âíåøíå âûãëÿ-
äåëè èäåíòè÷íî, à âûïîëíÿåìûå èìè äåéñòâèÿ áûëè íàïðàâëåíû ïðî-
òèâ íåçàìóæíèõ äåâóøåê. È òîëüêî â ïåðâîé ïîëîâèíå ÕÕ âåêà ñòàë èç-
ìåíÿòüñÿ âíåøíèé âèä è âûïîëíÿåìûå äåéñòâèÿ êàæäîãî èç íèõ, ïðè-
áëèçèâøèñü ê ðåàëüíîé æèçíè ( Vaicekauskas 2005: 46–47, 136–137). Ïî-
âåäåíèå è îáëèê ïåðñîíàæåé âñ¸ áîëüøå ñîîòâåòñòâó åò íàçâàíèÿì ïåð-
ñîíàæåé. Ïî ìíåíèþ Ëàéìû Àíãëèöêåíå, èçó÷àâøåé îáðàç ÷óæåñòðàí-
öåâ â ëèòîâñêîì ôîëüêëîðå, èõ ìàñêè èìåþò îòíîñèòåëüíî ïîçäíåå ïðî-
èñõîæäåíèå (Anglickienë 2006: 38).

Äåéñòâèÿ è îáëèê íèùåãî  â êîíòåêñòå îáðÿäîâ Ìàñëåíèöû èçìåíÿ-
ëèñü ìåíüøå è ñîîòâåòñòâîâàëè ïîâåäåíèþ íèùåãî â áûòîâîì îêðóæå-
íèè (V aicekauskas 2009: 96).

Ïåñíè íèùèõ.  Ðåïåðòóàð ïåñåí íèùèõ  ñîñòàâëÿåò áîëüøóþ ÷àñòü âñåõ
çàôèêñèðîâàííûõ íà òåððèòîðèè Æÿìàéòèè ïåñåí, èñïîëíÿâøèõñÿ íà
ïðàçäíèêå Ìàñëåíèöû. Âñå ýòè ïåñíè â êàðòîòåêå Èíñòèòóòà ëèòîâñêîé
ëèòåðàòóðû è ôîëüêëîðà ïðè÷èñëåíû ê æàíðó þìîðèñòè÷åñêî-äèäàêòè-
÷åñêèõ ïåñåí î ïðîôåññèè íèùèõ . ×àùå âñåãî âñòðå÷àþòñÿ âàðèàíòû òåêñòà
Að uþgimiau prasèiokëlis (ß ðîäèëñÿ ïðîñòàêîì ), â XIX–XXI âåêàõ îíè çà-
ôèêñèðîâàíû ïî âñåé Ëèòâå. Ìîòèâû òåêñòîâ ÿâëÿþòñÿ îáùèìè äëÿ âñåé
ãðóïïû ïåñåí íèùèõ , èíîãäà îíè ïåðåõîäÿò èç îäíîãî ïåñåííîãî òèïà â
äðóãîé, ïîýòîìó êëàññèôèêàöèÿ ïåñåí äîâîëüíî ïðîáëåìàòè÷íà 3.

Èçó÷àâøèé ìàñêàðàäíûõ ïåðñîíàæåé Ìàñëåíèöû Àðóíàñ Âàéöåêà-
óñêàñ óêàçûâàåò, ÷òî ïåðñîíàæ íèùåãî  ÷àùå âñòðå÷àåòñÿ â çàïàäíîé Ëèòâå
(Vaicekauskas 2009: 96). Â ýòîì ñëó÷àå ñèíêðåòèçì ïåñíè è îáû÷àÿ î÷å-

3 Î ïðîáëåìàòè÷íîñòè êëàññèôèêàöèè ïî ïðè÷èíå êîíòàìèíàöèè è ñòðàí-
ñòâóþùèõ ìîòèâîâ â äèäàêòè÷åñêèõ ïåñíÿõ ïèñàëà Þðãà Ñàäà óñêåíå (Sadauskienë
2006: 17).
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âèäåí. Íî êîãäà ïåñíè íèùèõ  áûëè âêëþ÷åíû â ìàñêàðàä Ìàñëåíèöû,
òî÷íî ñêàçàòü òðóäíî. Ïåðâûå çàïèñè ïåñåí íèùèõ  áûëè çàôèêñèðîâàíû
â ñåðåäèíå XIX âåêà, íî îíè íèêàê íå ñâÿçàíû ñ Ìàñëåíèöåé. Èìååòñÿ â
âèäó ñàìûé ðàñïðîñòðàíåííûé òèï ïåñåí íèùèõ  Að uþgimiau prasèiokëlis
(ß ðîäèëñÿ ïðîñòàêîì , íîòíûå ïðèìåðû 1–3, 5) è àâòîðñêàÿ ïåñíÿ Daugel
buvo tokiø dienø (Ìíîãî áûëî òàêèõ äíåé , íîòíûé ïðèìåð 7).

Â ïîâåñòü Ìîòåþñà  Âàëàí÷þñà Palangos Juzë (Þçå èç Ïàëàíãè ; Valan-
èius 1863) âêëþ÷¸í ñòèõîòâîðíûé òåêñò Ubagø dainë (Ïåñíÿ íèùèõ  èëè
Að uþgimiau prasèiokeliu /  ß ðîäèëñÿ ïðîñòàêîì ). Ñîäåðæàíèå ïîâåñòè äàåò
ïîíÿòü, ÷òî ýòó ïåñíþ ñî÷èíèë è íàïåë ñàì Ïàëàíãîñ Þçå èç-çà íåâû-
íîñèìîãî ïåíèÿ íèùèõ, ïðèøåäøèõ èç áëèçëåæàùèõ îêðåñòíîñòåé íà
ïîìèíàëüíûé îáåä ïî ìàòåðè õîçÿèíà äîìà Øåíòåðèñà. Â êîíòåêñòå
ðàññêàçûâàåìîé èñòîðèè èñïîëíåíèå Ïåñíè íèùèõ , êîíå÷íî, íèêàê íå
ñâÿçàíî ñ ïðàçäíèêîì Ìàñëåíèöû. Â íàøå âðåìÿ áåç ýòîé ïåñíè ìàñêà-
ðàä íà Ìàñëåíèöó íåâîçìîæíî è âîîáðàçèòü.

Äðóãîé ïðèìåð ó ñòàíîâëåííîãî àâòîðñêîãî òâîð÷åñòâà – ýòî ïåñíÿ
Daugel buvo tokiø dienø (Ìíîãî áûëî òàêèõ äíåé ). Àâòîðîì ñòèõîòâîðå-
íèÿ Balus Klowajniu ubagu (Áàë íèùèõ Êëîâàéíÿé) ÿâëÿåòñÿ ïîýò, ñâÿùåí-
íèê, ïåðåâîä÷èê Êàðîëèñ Áðóíî Ðèìàâè÷þñ ( Rimavièius) èç Âàéãóâû
(Êåëüìñêèé ðàéîí). Ò åêñò áûë ðåäàêòèðîâàí, èçìåíåíî íàçâàíèå íà Áàë
íèùèõ  Ëàóðèíàñîì Èâèíñêèñîì ( Ivinskis), êîòîðûé îïóáëèêîâàë ñòèõîò-
âîðåíèå â êàëåíäàðå (Kalendorius, arba Metskajtlus ukizkasis4 1857; Petke-
vièiûtë 1988: 183–184). Îáðàç æèçíè ýòîãî ñîöèàëüíîãî ñëîÿ Ðèìàâè÷þ-
ñó áûë õîðîøî çíàêîì èç îïûòà ìîíàñòûðÿ êàðìåëèòîâ â Êîëàéíÿèé
(Êåëüìñêèé ðàéîí), ãäå áðàòüÿ-ìîíàõè äåëèëèñü õëåáîì ñ êðåïîñòíûìè
êðåñòüÿíàìè, íèùèìè, ïóòíèêàìè èëè ïàëîìíèêàìè.

Ñåãîäíÿ òðóäíî óâåðåííî ñêàçàòü, êàê øèðîêî ýòà ïåñíÿ çâó÷àëà íà
ïðàçäíèêå Màñëåíèöû. Áîëåå âåðîÿòíî òî, ÷òî îïèñûâàåìûå â ñòèõîò-
âîðåíèè ðåàëèè áàëà íèùèõ  ñîâïàëè ñ ñîñòàâíûì çàñòîëüåì, íàçûâàå-
ìûì áàëàìè åâðååâ, ñâàäüáîé åâðååâ5 (Vaicekauskas 2005: 108), êîòîðûå
ïðîèñõîäèëè âå÷åðîì, ïîñëå ìàñëåíè÷íîãî ãóëÿíèÿ.

Ïîõîæèé ýïèçîä áàëà íèùèõ îïèñàí è â äðóãîì ïðîèçâåäåíèè ëè-
òîâñêîé ëèòåðàòóðû ÕIX âåêà. Â îïóáëèêîâàííîé â 1893 ãîäó ïîâåñòè
Vargdieniai (Ãîðåìûêè ) Àëåêñàíäð Ôðîìàñ-Ã óæóòèñ (Fromas-Guþutis) êðà-

4 Êàëåíäàðü èëè õîçÿéñòâåííûé ÷èñëåííèê ãîäà .
5 Íó à ïîòîì óæå ïðèãëàñèò íà òó ñâàäüáó åâðååâ. Âñåãäà áóäåò ñêàçàíî, ãäå

âå÷åðîì áóäåò ñâàäüáà åâðååâ, íà êàêîì äâîðå. Íó, à ïîñëå âñåãî âåñåëüÿ, âå÷åðîì,
ïîéäåì íà ýòó ñâàäüáó åâðååâ (KUTRF 1029, KUTR 1884).
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ñî÷íî îïèñûâàåò åæåãîäíûé áàë íèùèõ, ñîáðàâøèõñÿ â ëåñó ó Øèëóâû
(Ðiluva) ïîñëå ïðåñòîëüíîãî ïðàçäíèêà ( Fromas-Guþutis 1955: 103–112).
Õàðàêòåðíûå ïåðñîíàæè, äèàëîãè, æàðãîí íèùèõ, ôîëüêëîðíûå òåêñòû
ïîêàçûâàþò íàòóðàëüíûé îáðàç æèçíè ýòîé ñîöèàëüíîé ãðóïïû.

Ãåíåçèñ ïåñåí íèùèõ , ñòàâøèõ êàëåíäàðíûì ôîëüêëîðîì Æÿìàé-
òèè, èìååò ïðÿìóþ ñâÿçü ñ íèùåñòâîì êàê ñîöèàëüíûì ÿâëåíèåì, î êî-
òîðîì óïîìèíàåòñÿ â ïèñüìåííûõ èñòî÷íèêàõ ñðåäíåâåêîâüÿ. Â áîãà-
äåëüíÿõ, êîòîðûå íà÷àëè ó÷ðåæäàòüñÿ ïðè êîñò¸ëàõ Ëèòâû â XVI âåêå,
æèçíü íèùèõ áûëà ðåãëàìåíòèðîâàííà îïðåäåë¸ííûìè ïðàâèëàìè è
òðåáîâàíèÿìè. Ïî ñëîâàì Àëüôîíñàñà Ìîòóçàñà, îäíîé èç ñàìûõ ãëàâ-
íûõ îáÿçàííîñòåé æèòåëåé áîãàäåëüíè ÿâëÿëîñü ïåñíîïåíèå ïåðåä èëè
ïîñëå Ñâÿòîé Ìåññû, à òàêæå äîìà è íà ïîõîðîíàõ. Â Ñèíîäàëüíîì ðàñ-
ïîðÿæåíèè åïèñêîïà Æÿìàéòèè Þðãèñà Ò èøêåâè÷þñà (Tiðkevièius) 1636
ãîäà óêàçûâàåòñÿ, ÷òî ðàçðåøåíèå íà ïðîøåíèå ìèëîñòûíè ó êîñò¸ëà
áóäåò ïðåäîñòàâëåíî òîëüêî òîãäà, êîãäà íèùèå âûó÷àò Êàòåõèçèñ è,
ïðîñÿ ìèëîñòûíþ ó êîñò¸ëà, áóäóò ïåòü êàòîëè÷åñêèå ïåñíîïåíèÿ. Áðîäÿ
ïî îêðåñòíîñòÿì è çàõîäÿ â ó ñàäüáû, íèùèå ïåëè êàêèå-íèáóäü ðåëèãè-
îçíûå ïåñíîïåíèÿ ( Motuzas 2010: 18).

Ïåñíè åâðååâ. Åâðåè â êàðíàâàëüíîì ìàñêàðàäå Æÿìàéòèè áûëè ñðå-
äè ñàìûõ ãëàâíûõ ïåðñîíàæåé – ýòî ïîêàçûâàåò è àðåàë ðàñïðîñòðàíå-
íèÿ ìàñêè ( Vaicekauskas 2005: 130–132), è îòíîñèòåëüíîå îáèëèå ïåñåí
åâðååâ.

Â êàðòîòåêå Èíñòèòóòà ëèòîâñêîé ëèòåðàòóðû è ôîëüêëîðà ïåñíè
åâðååâ ïðè÷èñëåíû ê æàíðó þìîðèñòè÷åñêî-äèäàêòè÷åñêèõ ïåñåí èëè
îòäåëó èãð, õîðîâîäîâ è òàíöåâ. Íåìàëàÿ ÷àñòü ïåñåí íå ñîñòàâëÿåò òèïî-
ëîãè÷åñêèõ ãðóïï, çàôèêñèðîâàíû ëèøü åäèíè÷íûå âàðèàíòû, ïîýòîìó
îíè ïîìåùåíû â îòäåë ðàçíûõ ïåñåí.

Â ìàñëåíè÷íûõ ïåñíÿõ, êàê è âîîáùå â ëèòîâñêîì ôîëüêëîðå, îáðàç
åâðååâ èíîãäà ïîêàçàí â èðîíè÷åñêîì ïëàíå, ïîä÷¸ðêèâàþòñÿ èõ îòëè-
÷èòåëüíûå îñîáåííîñòè. Â òåêñòàõ ïåñåí îïèñûâàåòñÿ âíåøíèé âèä
(äëèííûå áîðîäû, ò¸ìíûé öâåò êîæè, áîëüøîé êðèâîé íîñ), ÿçûê è ìà-
íåðà ðå÷è, êîíôåññèîíàëüíûå îòëè÷èÿ, ñïåöèôè÷åñêèå ïðîôåññèè, êî-
òîðûìè çàíèìàëèñü åâðåè (êîðîáåéíèêè, òîðãîâöû, ðåìåñëåííèêè),
ñîöèàëüíûé, èìóùåñòâåííûé ñòàòó ñ ýòîé íàöèîíàëüíîñòè.

Ïåñíè åâðååâ – ìàæîðíûå, ãîìîôîííîé ñòðóêòóðû, êóïëåòíîé ôîð-
ìû. Ìåëîäèè ñîñòàâëÿþò äîâîëüíî ïðîñòûå ìîòèâû â îáúåìå êâàðòû èëè
êâèíòû. Äèàïàçîíû ðàñøèðåííîãî îáúåìà (ìàëîé ñåïòèìû) îáðàçóþò-
ñÿ â îäíèõ ñëó÷àÿõ èç-çà òîíàöèîííîé ìîäóëÿöèè ( Þîds mëltus mala /
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Åâðåé ìóêó ìåëåò) (ÞKT 2010: 79–78), à â äðóãèõ – èç-çà ñêà÷êîîáðàçíîé
ëèíèè ìåëîäèè, ñâÿçàííîé ñ þìîðèñòè÷åñêèì òåêñòîì ( Kûmpanuosis
atvaþiuos / Êðèâîíîñûé ïðèåäåò ) (ÞKT 2010: 85).

Ìîòîðíîñòü ìåëîäèêè, áûñòðûå òåìïû ñâÿçàíû ñ ìåòðîðèòìè÷åñêîé
ñòðóêòóðîé, ò. å., ñðåäè äàííûõ ìåëîäèé ïîëîâèíà ïåðåìåííîãî è ïîëî-
âèíà – ïðîñòîãî ðàçìåðà 2/4, 3/4. Ñîâñåì íå ïðèñóòñòâóþò ðàçìåðû 6/8,
3/8, êîòîðûå ïðåîáëàäàþò â ìåëîäèêå ïåñåí íèùèõ . Â ïåñíÿõ åâðååâ âñòðå-
÷àþòñÿ ñâîåîáðàçíûå ïðèïåâû èç íåïîíÿòíûõ ñëîâ èëè ñëîâîñî÷åòàíèé,
êîòîðûå íå íàáëþäàþòñÿ â òåêñòàõ ñòàðèííûõ ëèòîâñêèõ ïåñåí.

Ïåñíè öûãàí ñîñòàâëÿþò çàìåòíî ìåíüøóþ ÷àñòü âñåõ ìàñëåíè÷íûõ
ïåñåí, èñïîëíÿâøèõñÿ â Æÿìàéòèè. Êàê ïîêàçûâàþò äàííûå êàðòîòåêè
Èíñòèòóòà ëèòîâñêîé ëèòåðàòóðû è ôîëüêëîðà, îíè ïåëèñü ïî âñåé Ëèò-
âå, èõ âàðèàíòû îòíîñÿòñÿ ê ðàçäåëó þìîðèñòè÷åñêî-äèäàêòè÷åñêèõ ïå-
ñåí, ïîäðàçäåëaì ñîñëîâèé èëè ïðîôåññèé.

Â ïèñüìåííîì âèäå òåêñòû ïåñåí öûãàí ïîÿâèëèñü â îáèõîäå ïðè-
ìåðíî ê ñåðåäèíå XIX âåêà ( Daukantas 1983: 463–465, 554), ñëåäîâàòåëü-
íî, êàê è âûøåîïèñàííûe ïåñíè íèùèõ , îíè ìîãëè ðàñïðîñòðàíÿòüñÿ
ïèñüìåííûì ïóò¸ì. Â íèõ òîæå âîñïåâàåòñÿ îáðàç æèçíè è ïîâåäåíèå
ýòîé íàöèîíàëüíîñòè, êî÷åâíè÷åñêàÿ íàòóðà, òðàäèöèîííûå çàíÿòèÿ
öûãàí (òîðãîâëÿ èëè îáìåí ëîøàäüìè, ãàäàíèå, íèùåíñòâî, âîðîâñòâî),
ñâîéñòâà õàðàêòåðà (âåñ¸ëîñòü, æèâîñòü).

Ïåñíè öûãàí – ñþæåòíûå, êóïëåòíîé ôîðìû, áûñòðîãî òåìïà, ïðî-
ñòîãî ðàçìåðà, ìàæîðíîãî ëàäà. Ñ ìóçûêàëüíîé òî÷êè çðåíèÿ, îíè  èìå-
þò ìíîãî îáùåãî ñ ïåñíÿìè åâðååâ. Ïîõîæå, ÷òî è â ïåñíÿõ åâðååâ, è â
ïåñíÿõ öûãàí âàæíåå áûëè òåêñòû, à ìåëîäèè ñòðàíñòâîâàëè èç îäíîé
ïåñíè â äðóãóþ; èíîãäà èõ ñî÷èíÿëè íåïîñðåäñòâåííî íà ìåñòå êàðíà-
âàëüíîãî øåñòâèÿ.

Îñîáå ííîñòè ìåëîäèêè ìàñëå íè÷íûõ ïåñå í Æÿìàéòèè

Àíàëèçèðóåìûå ìåëîäèè ìàñëåíè÷íûõ ïåñåí Æÿìàéòèè ñ ìóçû-
êàëüíîé òî÷êè çðåíèÿ ÿâëÿþòñÿ ñî÷èíåíèÿìè ïîçäíåãî ôîëüêëîðíîãî
ïåðèîäà. Îíè èìåþò ìåëîäè÷åñêîå ñõîäñòâî ñ þìîðèñòè÷åñêèìè, çà-
ñòîëüíûìè ïåñíÿìè, ÷àñòóøêàìè, ñ ìóçûêîé õîðîâîäîâ. Â ìàñëåíè÷-
íûõ ïåñíÿõ íèùèõ  ñîåäèíåíû ýëåìåíòû ìåëîäèé íàðîäíûõ ïåñåí è öåð-
êîâíûõ ïåñíîïåíèé.

Îñíîâíûå îòëè÷èòåëüíûå ïðèçíàêè ïåñåí æÿìàéòîâ – ãîìîôîííàÿ
ñòèëèñòèêà, ìàæîðíûå ëàäû, õàðàêòåðíûå èíöèïèò û (íà÷àëüíûå îáî -
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ðîòû) è êàäåíöèè – òàêæå õàðàêòåðíû ìàñëåíè÷íûì ïåñíÿì. Íåêîòîðûå
ìåëîäèè ÿâëÿþòñÿ îáùåëèòîâñêèìè , à òî÷íåå ñêàçàòü – èìåþò åâðîïåé-
ñêîå ïðîèñõîæäåíèå. Ìåëîäèè êâàäðàòíîé  ôîðìû ñâÿçàíû ñ èíñòðóìåí-
òàëüíîé ìóçûêîé, èíñòðóìåíòàëüíûìè êàïåëëàìè, êîòîðûå ïðîâîæàëè
ïåðñîíàæåé ìàñëåíè÷íîé ïðîöåñèè, ñ ëþáèìûìè íàðîäîì òàíöàìè:
ïîëüêàìè, êàäðèëÿìè è ïð. Íàïðèìåð, ýòíîìóçûêîëîã À óñòå Íàêåíå
(Nakienë), èññëåäîâàâøàÿ ìåëîäèè ïåñåí î ïðèðîäå, îòìåòèëà, ÷òî ðàç-
íûå þìîðèñòè÷åñêèå ñþæåòíûå òåêñòû ýòèõ ïåñåí èñïîëíÿëèñü ïîä ìå-
ëîäèè ïîëüêè. Ìîæíî ïðåäïîëîæèòü ïîäîáíóþ àíàëîãèþ è â ìåëîäèêå
ìàñëåíè÷íûõ ïåñåí ( Lietuviø liaudies dainynas 2000: 39).

Ñòèëèñòèêà. Îòëè÷èòåëüíîé ÷åðòîé ìóçûêàëüíîãî äèàëåêòà Æÿìàé-
òèè ñ÷èòàåòñÿ ïàðàëëåëüíîå ìíîãîãîëîñèå.  Ìàñëåíè÷íûå ïåñíè æÿìàé-
òîâ â ýòîì îòíîøåíèè íè÷åì íå îòëè÷àþòñÿ: ïî÷òè âñå ìîãóò áûòü òàêî-
âûìè è âî âðåìÿ ïðàçäíèêà ïîþòñÿ ìíîãîãîëîñíî; ñîïðîâîæäàþùèå
ãîëîñà òðàäèöèîííûì îáðàçîì ïîäïåâàþò ìåëîäèè. Â çàïèñÿõ ôîíîòå-
êè ðóêîïèñíîãî îòäåëà ôîëüêëîðíîãî àðõèâà ëàáîðàòîðèè ôîëüêëîðà ïðè
Êàôåäðå ÿçûêîçíàíèÿ è ýòíîëîãèè áàëòîâ Ô àêóëüòåòà ãóìàíèòàðíûõ
íà óê Êëàéïåäñêîãî óíèâåðñèòåòà åñòü îäíà ïåñíÿ, êîòîðàÿ òàêèì îáðà-
çîì è ïî¸òñÿ:

Ïðèìåð 1. ÞKT 2010: 43

Ìåëîäèè íåñêîëüêèõ èçó÷àåìûõ ïåñåí – Að uþgëmiau prasèiuokeliu
(ß ðîäèëñÿ ïðîñòàêîì ), Að obagas labai ðtarkus (ß – íèùèé î÷åíü êðåïêèé )
(ÞKT 2010: 65) – ìîæíî òðàêòîâàòü è êàê ïîäïåâàþùèé âòîðîé ãîëîñ:
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Ïðèìåð 2. ÞKT 2010: 44

Â åñòåñòâåííîé ñðåäå ôîëüêëîðíîãî ïåíèÿ ïåâöû ïî äèàïàçîíó ñâî-
åãî ãîëîñà, ïî ïðèâû÷íîìó ðàñïðåäåëåíèþ ãîëîñîâ â ïîñòîÿííûõ ãðóï-
ïàõ ïîþùèõ êîëëåêòèâîâ äåëÿòñÿ íà âåäóùèõ ìåëîäèþ è ñîïðîâîæäàþ-
ùèõ. Ïîýòîìó òàêîå èñïîëíåíèå ïåñíè, êàê â ïðèìåðå 2, ó÷èòûâàÿ, ÷òî
ýòî ïàðòèÿ ñîïðîâîæäàþùåãî ãîëîñà, âïîëíå âîçìîæíî: âåðîÿòíî, ïå-
âèöà â ñâî¸ì êîëëåêòèâå îáû÷íî ïåëà ñîïðîâîæäàþùóþ ïàðòèþ.

Ìåëîäèè íåêîòîðûõ ïåñåí ðàçâèòû ìåíüøå, ïîðîþ ïåðåõîäÿò â ðå-
÷èòàòèâ. Íàïðèìåð, â ïåñíå Að uþaugau ubagielis (ß âûðîñ, êàê íèùèé)
ñîåäèíÿþòñÿ ïåñíÿ íèùèõ  è ïàðîäèÿ íà æàíð ñëîâåñíîãî ôîëüêëîðà áëà-
ãîñëîâåíèÿ. Ïåðâûé, âòîðîé è ÷åòâåðòûé êóïëåòû ïîþòñÿ îáû÷íûì òåê-
ñòîì ïåñíè, à òðåòèé êóïëåò èñïîëíÿåòñÿ êàê ðå÷èòàòèâ òåêñòà ïàðîäèè
áëàãîñëîâåíèÿ: Amen, amen uþ tas dûðelës, / Kur puo ðiaudus londa, / Vînuoms
nugaruoms, oudëguoms kap îluoms. / Mënski Papalënski, / Vardun tekðt,
èia par ton tekðt, / Èia merguos paps, èia dounas kepals, / Èia nieks, i èia
neblëka (ÞKT 2010: 47).

Ñëèÿíèå æàíðîâ î÷åâèäíî è â ìåëîäèêå: êóïëåòû ïåñíè ïîþòñÿ
âàðüèðóþùèì ïðèìèòèâíûì ìîòèâîì ìàëîé òåðöèè (ïðèìåð 3, ïåðâûå
12 òàêòîâ), à êóïëåò ïàðîäèè íà áëàãîñëîâåíèå èñïîëíÿåòñÿ ðå÷èòàòèâîì
(ïðèìåð 3, ïîñëåäíèé òàêò 13), íî òîæå â ðàìêàõ ìàëîé òåðöèè:
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Ïðèìåð 3. ÞKT 2010: 47

Ìíîãîãîëîñíîå ïåíèå ìàñëåíè÷íûõ ïåñåí ñâÿçàíî ñî ñëåäóþùèì
îáû÷àåì: ïîþùàÿ è èãðàþùàÿ ïðîöåññèÿ ïåðåîäåòûõ ïåðñîíàæåé (íà-
ïðèìåð, íèùèõ , öûãàí, åâðååâ, ðàçíûõ æèâîòíûõ, ïòèö è ïð.) øëà ïî äå-
ðåâíå, ãîðîäêó, ïîñ¸ëêó , çàõîäèëà âî äâîð óñàäüáû, à åñëè õîçÿèí ðàç-
ðåøàë – è â æèëîå ïîìåùåíèå. Ïåíèå ÷àñòî ñîïðîâîæäàëîñü ðàçíûìè
ìóçûêàëüíûìè è íåìóçûêàëüíûìè èíñòðóìåíòàìè: ñêðèïêîé, òðóáîé,
áàðàáàíîì, ãàðìîøêîé, àêêîðäåîíîì è ïð., à òàêæå êàñòðþëÿìè, ñêàë-
êàìè, ÷åðïàêàìè è äðóãèìè áûòîâûìè ïðåäìåòàìè. Íåêîòîðûå èç ìó-
çûêàëüíûõ èíñòðóìåíòîâ – ãàðìîíè÷åñêèå, ÷òî ÷àñòè÷íî ñâÿçàíî è ñ
ðàñïðîñòðàíåíèåì ìíîãîãîëîñèÿ, è ñî ñòðóêòóðîé ìåëîäèè, êîòîðàÿ
óäîáíà äëÿ ìíîãîãîëîñíîãî ïåíèÿ.

Ëàä. Ïî÷òè âåñü èçó÷àåìûé ìóçûêàëüíûé ìàòåðèàë – ìàæîðíûé è
íå ñîäåðæèò ïðèçíàêîâ ìèíîðíîãî èëè ìîäàëüíûõ ëàäîâ.

Â íåêîòîðûõ ïåñíÿõ – Obags un tëlta siediejo (Íèùèé íà ìîñòó
ñèäåë), Mes, obageliai, jumis aplankom (Ìû, íèùèå, âàñ íàâåùàåì ), Þîds
mëltus mala (Åâðåé ìóêó ìåëåò) (ÞKT 2010: 55; 66) – ñëûøèòñÿ ÷åðåäîâà-
íèå òîíàëüíûõ ó ñòîåâ, ïðîèñõîäèò ìîäóëÿöèÿ â äîìèíàíòó ( G1– D1):
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Ïðèìåð 4. ÞKT 2010: 66

Óïîìÿíóòûå ëàäîâûå îñîáåííîñòè ñâÿçàíû ñ âûøåîïèñàííîé ñòè-
ëèñòèêîé ìíîãîãîëîñíîãî èñïîëíåíèÿ, ïåíèåì ïîä àêêîìïàíåìåíò
ìóçûêàëüíûõ èíñòðóìåíòîâ. Íàïðàøèâàåòñÿ ìûñëü, ÷òî ìîäóëÿöèè íà
äîìèíàíòó (íàïðèìåð, êàê â ïåñíå Þîds mëltus mala / Åâðåé ìóêó ìåëåò)
(ÞKT 2010: 79), äîâîëüíî ÷àñòî ïîïàäàþùèåñÿ è â ìåëîäèÿõ ïåñåí æÿ-
ìàéòîâ äðóãèõ æàíðîâ, ìîãóò áûòü ñâÿçàíû ñ òåõíè÷åñêîé âîçìîæíîñ-
òüþ ãàðìîøêè âíåçàïíî ïåðåâåñòè èñïîëíÿåìóþ ìåëîäèþ íà òîíàöèþ
äîìèíàíòû.

Îäíàêî, ìàæîðíîñòü ìåëîäèêè õàðàêòåðíà íå òîëüêî äëÿ ìåëîäèé
ìàñëåíè÷íûõ ïåñåí, íî è äëÿ âñåé òðàäèöèîííîé ìóçûêè æÿìàéòîâ.
Âîîáùå ãîâîðÿ, èíâàçèÿ ìàæîðà â ìóçûêàëüíîì ôîëüêëîðå â êîíöå XIX
âåêà – XX âåêå ðàñïðîñòðàíÿëàñü íà âñå ýòíè÷åñêèå ðåãèîíû Ëèòâû; îíà
ïðîíèêàëà äàæå òóäà, ãäå ðàíüøå ïðåîáëàäàëà ñâîåîáðàçíàÿ ìîíîäè÷åñ-
êàÿ ìåëîäèêà.

Äèàïàçî í  èçó÷àåìûõ ìåëîäèé ðàçíîîáðàçåí: îò ìàëîé òåðöèè äî
áîëüøîé íîíû (ì. 3, ÷. 4, ÷. 5, ì. 6, á. 6, ì. 7, ÷. 8, á. 9), íî, êàê ïðèñóùå
ìåëîäèêå æÿìàéòîâ, ïðåîáëàäàþò äèàïàçîíû ñåêñòû (37,8%, èç íèõ ìà-
ëàÿ ñåêñòà – 5,4%, áîëüøàÿ ñåêñòà – 32,4%), êâèíòû (24,3%), êâàðòû
(16,2%) è ìàëîé ñåïòèìû (10,8%).

Íà÷àëüíûå, çàêëþ÷èòåëüíûå è îïîðíûå òî íû ìåëîäèé . Ýòè ñòðóê-
òóðíûå êà÷åñòâà çíà÷èòåëüíû è êàê ïðèçíàêè êîíêðåòíîãî ïåñåííîãî
æàíðà, è êàê õàðàêòåðíûå ÷åðòû ìóçûêàëüíîãî äèàëåêòà ýòíè÷åñêîãî
ðåãèîíà. Ïðåîáëàäàþùèìè íà÷àëüíûìè òîíàìè ìàñëåíè÷íûõ ïåñåí ÿâ-
ëÿþòñÿ V (35,1%), I (29,7%) è III (21,6%) ñòóïåíè. Ìåëîäèè ïåñåí íèùèõ
÷àñòî íà÷èíàþòñÿ ñ IV ñòóïåíè, íî èñõîäíàÿ èíòîíàöèÿ â ýòèõ ïåñíÿõ
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íåðåäêî ìåíÿåòñÿ. Â îñíîâíîì ïîäîáíîå âñòðå÷àåòñÿ â ìeëoäèÿx ïåñeí
íèùèõ , êîòîðûå íà÷èíàþòñÿ ñ III ñòóïåíè, à âòîðîé è ñëåäóþùèå êóï-
ëåòû – ñ I, IV, V ñòóïåíè. Íàïðèìåð, â ïåñíå Að uþgimiau prasèiuokeliu
(ß ðîäèëñÿ ïðîñòàêîì ) (ÞKT 2010: 50) êóïëåòû 2–4 íà÷èíàþòñÿ ñ IV ñòó-
ïåíè è ïîþòñÿ íà ìåëîäèþ âòîðîãî êóïëåòà (òàêòû 9–16):

Ïðèìåð 5. ÞKT 2010: 50

Áîëüøå ïîëîâèíû (62,1%) ìàñëåíè÷íûõ ïåñåí çàêàí÷èâàþòñÿ III, à
ïî÷òè òðåòü (29,7%) I ñòóïåíüþ. Ýòî õàðàêòåðíî äëÿ ìåëîäèêè ïåñåí
æÿìàéòîâ è â äðóãèõ ïåñåííûõ æàíðàõ. Ñòóïåíè òðåçâó÷èÿ òîíèêè ïðå-
îáëàäàþò íå òîëüêî â èíöèïèòàõ è êàäåíöèÿõ ìåëîäèé. Äâèæåíèå ìåëî-
äèè ïî çâóêàì òðåçâó÷èÿ òîíèêè ëèáî êîðîòêèìè ìîòèâàìè, ëèáî äîñòà-
òî÷íî äëèííûìè ôðàçàìè (íàïðèìåð, V–III–V , I–III–V , I–V–III–V , I–
III–V–III–I–III) íàáëþäàåòñÿ ïî÷òè â ïîëîâèíå âñåõ ìàñëåíè÷íûõ ìå-
ëîäèèé (48,6%). Íàïðèìåð, â ïåñíå Obags sienis besergos (Íèùèé ñòàðèê
áîëåí) (ÞKT 2010: 57–58) ïðè èñïîëíåíèè âñåé ïåðâîé ïîëîâèíû ìåëî-
äèè è å¸ çàâåðøåíèÿ èñïîëüçó åòñÿ òðåçâó÷èå òîíèêè:
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Ïðèìåð 6. ÞKT 2010: 57–58

Ìåòðîðèòìè÷åñêàÿ ñòðóêòóðà. Îáñòîÿòåëüñòâà èñïîëíåíèÿ ìàñëå-
íè÷íûõ ïåñåí (âî âðåìÿ êàðíàâàëà ýòè ïåñíè ïîþòñÿ ïðè îáùåíèè ñ
âñòðå÷íûìè ïî äîðîãå èëè â ó ñàäüáàõ) îáóñëîâèëè èìïðîâèçàöèîííûé
õàðàêòåð òåêñòîâ, à òåì ñàìûì è ìåëîäèêè. Íåñìîòðÿ íà òî, ÷òî ìîäåëü
òåêñòîâ ìàñëåíè÷íûõ ïåñåí (îñîáåííî íèùèõ ) äîâîëüíî ñòàáèëüíà, ïðè
èñïîëíåíèè ïåñíè íà ïðàçäíèêå ñîçäàþòñÿ ðàçíîîáðàçíûå ìåëîäè÷åñêèå
è ðèòìè÷åñêèå âàðèàöèè. Ýòî ñòàíîâèòñÿ î÷åâèäíûì ïðè ñîïîñòàâëå-
íèè âàðèàíòîâ ïåñåí îäíîãî òèïà. Ñïîíòàííîñòü ñèòóàöèè, ìóçûêàëüíàÿ
ïàìÿòü è ñêëîííîñòü ê èìïðîâèçàöèè ïåâöîâ, ñîäåðæàíèå òåêñòîâ ÿâëÿ-
þòñÿ ôàêòîðàìè, ïðåäïîëàãàþùèìè äîâîëüíî ñâîáîäíóþ ìåòðîðèòìè-
÷åñêóþ ñòðóêòóðó ìåëîäèé. Ïðèìåðíî äâå òðåòè ìåëîäèé ìàñëåíè÷íûõ
ïåñåí èìåþò ïåðåìåííûé ðàçìåð (64,8%). Ñðåäè íèõ â îäíîé ìåëîäèè
÷àùå âñåãî âñòðå÷àåòñÿ ñìåíà ðàçìåðîâ – 6/8, 5/8, 7/8, 4/8 (13,5%), à îäíà
ïåñíÿ ïî¸òñÿ èñêëþ÷èòåëüíî ñâîáîäíî: â íåé ìåíÿþòñÿ ðàçìåðû 3/8, 4/
8, 5/8, 6/8, 7/8. Òàêàÿ ìåòðîðèòìè÷åñêàÿ ñòðóêòóðà ÷àùå âñåãî ïðèñóùà
ïåñíÿì íèùèõ , êîòîðûå, â ñîïîñòàâëåíèè ñ äðóãèìè ìàñëåíè÷íûìè ïåñ-
íÿìè ( öûãàí èëè åâðååâ), îêàçûâàþòñÿ áëèæå ê òðàäèöèîííûì ïåñíÿì è
ïåñíîïåíèþ æÿìàéòîâ.
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Ìåëîäèè ðåãóëÿðíîé ìåòðè÷åñêîé ñòðóêòóðû âñòðå÷àþòñÿ ðåæå
(35,2%), ñðåäè íèõ ÷àùå íàáëþäàåòñÿ ðàçìåð 2/4 (18,9%). Ýòî ìîòîð-
íûå, áûñòðîãî òåìïà, èíîãäà òàíöåâàëüíûå ìåëîäèè þìîðèñòè÷åñêèõ
ïåñåí öûãàí è åâðååâ.

Ôîðìà  ìåëîäèé – ðàçíîîáðàçíà, íî ïðåîáëàäàþò ÷åòûðåõ÷àñòíûå
ñòðóêòóðû aabc (29,7%), aabb (13,5%), abcd (10,8%), òðåõ÷àñòíàÿ ñòðóê-
òóðà abc äîâîëüíî ðåäêà (8,1%; ïðèíÿòî ñ÷èòàòü, ÷òî òðåõ÷àñòíûå ìåëî-
äèè ïðèíàäëåæàò ê ðàííåìó ôîëüêëîðíîìó ïåðèîäó).  Èìåþòñÿ è ìåëî-
äèè ñëîæíîé ñòðóêòóðû, íàïðèìåð, abcbdef, aa 1a2baabb è ò. ï. Ìåëîäèè
òàêîé ñòðóêòóðû îáðàçóþòñÿ èç-çà èìïðîâèçàöèîííîãî òåêñòà ïåñíè.

Îòäåëüíûå ïðèìåðû áîëåå ðàçâèòîé ôîðìû ìåëîäèé ñâÿçàíû ñ
àâòîðñêèì òâîð÷åñòâîì è ïðèñóùåé åìó ñòðóêòóðîé – çàïåâîì è ïðèïå-
âîì:

Ïðèìåð 7. ÞKT 2010: 54

Óñòàíîâëåíî, ÷òî òåêñò ïåñíè Daugel bova tuokiû dienû (Ìíîãî áûëî
òàêèõ äíåé; ÞKT 2010: 54) ÿâëÿåòñÿ àâòîðñêèì òâîð÷åñòâîì (ïîäðîáíåå
îá ýòîì ïèñàëîñü âûøå). Êòî è êîãäà ñî÷èíèë ìåëîäèþ ýòîé ïåñíè, ïîêà
óñòàíîâèòü íå óäàëîñü, îäíàêî ïðèçíàêè ìåëîäèè – øèðîêèé äèàïàçîí,
ñêà÷êîîáðàçíàÿ ìåëîäè÷åñêàÿ ëèíèÿ, ôîðìà (çàïåâ è ïðèïåâ), ñïåöè-
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ôè÷åñêèå êàäåíöèè, ñåêâåíöèè – ïîçâîëÿþò ãîâîðèòü íå î íàðîäíîé
ïðèðîäå ìåëîäèè, à îá èíäèâèäóàëüíîé îñíîâå òâîð÷åñòâà.

Îáîáùå íèå

Ôîðìàëüíûå ïðèçíàêè èçó÷àåìûõ ìåëîäèé, ïðåîáëàäàþùèå òåíäåí-
öèè êîíñòðóèðîâàíèÿ ìåëîäè÷åñêîé ëèíèè ïîêàçûâàþò ïîçäíåå ïðîèñ-
õîæäåíèå ìåëîäèêè ìàñëåíè÷íûõ ïåñåí, âîçäåéñòâèå íà íèõ èíäèâèäó-
àëüíîãî òâîð÷åñòâà, ïðîôåññèîíàëüíîé, èíñòðóìåíòàëüíîé, öåðêîâíîé
ìóçûêè, òàíöåâ. Ñ äðóãîé ñòîðîíû, ãëàâíûå ìóçûêàëüíûå ïðèçíàêè –
ìàæîðíîñòü, ãîìîôîííîñòü, ïðåîáëàäàþùèé äèàïàçîí, ìåòðîðèòìè÷åñ-
êàÿ ñâîáîäà – ïðèñóùè è òðàäèöèîííûì ñòàðåéøèì ïåñíÿì æÿìàéòîâ.
Ñëåäîâàòåëüíî, õîòÿ ìåëîäèêà èñïîëíÿåìûõ íà Ìàñëåíèöå â Æÿìàéòèè
ïåñåí ñ÷èòàåòñÿ äîâîëüíî ïîçäíåé, îíà èç-çà ñâîèõ ñòðóêòóðíûõ îñîáåí-
íîñòåé ëåãêî àäàïòèðîâàëàñü â òðàäèöèîííîì ïåíèè æÿìàéòîâ. Íåîáõî-
äèìî îöåíèòü è âëèÿíèå êàðíàâàëüíîãî ãóëÿíèÿ, êîëëåêòèâíîãî ïåíèÿ,
èìïðîâèçàöèîííîñòè, ñþæåòíîñòè òåêñòîâ íà ìåëîäèêó ìàñëåíè÷íûõ
ïåñåí æÿìàéòîâ.

Ñèíêðåòèçì îáðÿäîâ Ìàñëåíèöû è ïåñåí íèùèõ , åâðååâ, öûãàí ÿâëÿ-
åòñÿ ãëàâíûì àðãóìåíòîì, ïîçâîëÿþùèì ñ÷èòàòü ïåñíè ïåðñîíàæåé êàð-
íàâàëüíîãî øåñòâèÿ êàëåíäàðíûì ôîëüêëîðîì Æÿìàéòèè, íåñìîòðÿ íè
íà êàêèå ïðîòèâîðå÷àùèå òåîðåòè÷åñêèå óìîçàêëþ÷åíèÿ. Äðóãîé âîï-
ðîñ ñîñòîèò â òîì, êàêèì ïóò¸ì è êîãäà ýòè ïåñíè ñòàëè íåîòúåìëåìîé
÷àñòüþ ìàñëåíè÷íûõ îáðÿäîâ. Ðàñêðûòèå äàííîé òåìû ÿâëÿåòñÿ öåëüþ
äàëüíåéøèõ èññëåäîâàíèé.

Shrovetide Songs in Western Lithuania (Þemaitija/Samogitia)

Lina Petroðienë

Summary

The traditions of Shrovetide as celebrated in Lithuania have been rather
comprehensively researched. The musical expression of this tradition, made
up of choral, instrumental or mixed, sometimes sung and sometimes spoken
folklore compositions, hasn’t been explained sufficiently from the scholarly
point of view. Publications of Lithuanian calendar musical folklore usually
represent calendar songs, including Shrovetide songs, from the Dzûkija and
Aukðtaitija ethnic regions. The Shrovetide traditions of these regions differ
somewhat from those of the Þemaitija (Samogitia) region. Þemaitijan Shro-
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vetide folklore, including costumed processions (of tramps, Gypsies and Jews),
is both original and playful, but to date research has been fragmentary. The
Shrovetide songs and hymn/songs of Þemaitija are categorized as didactic,
humorous or games and circle dances rather than as calendar in the Catalogue
of Lithuanian folksongs of the Lithuanian Literature and Folklore Institute.
There is clearly a problem in establishing the genre of these songs, which
partially explains the lack of academic research.

The goal of this study is to analyze the features of Þemaitijan Shrovetide
songs. It attempts to determine and describe characteristics of melodic style,
harmony, rhythm and scale, and to explain their relationship with Þemaitijan
folksong melodies of different genres. It also discusses problems of genre
and ritual acts connected with Shrovetide musical folklore.

The article analyzes 35 melodies of songs performed by the Shrovetide
carnival characters, such as tramps, Jews, and Gypsies, in Þemaitija. The
songs were recorded in the area of the northern and southern Þemaitijan
dialects during the period of 1992–2008.

The most prominent feature of the celebration of Shrovetide in Þemaitija
is the processions and performances of costumed participants. Groups of
costumed players are called generically tramps or Jews, but the members of
group can carry different costumes, including zoomorphic and demonic masks
such as goats, horses, cranes, devils and witches. Material in the literature and
archives describes extremely loud celebrations of Shrovetide in Þemaitija in
the past. Singing and music were required accompaniment to the processions.
It is believed that the noise-making formerly had a specific ritual meaning,
that it was an attempt to drive off evil spirits and to awaken the frozen earth.

The material collected demonstrates that the songs of the tramps (63%)
and Jews (28%) have remained in the collective memory of the population
the most, while Gypsy songs were much fewer in Þemaitija (9%). Most of
the songs investigated are of a humorous nature. Specific exceptional features
of the characters are the subject of songs, including their appearance,
activities, way of life, etc., and their distinguishing features are exaggerated.

The songs’ musical features and the dominant melody construction
tendencies demonstrate the modernity of melody; personal creativity; and
the intended dance effect of the professional, instrumental and sometimes
ecclesiastical music for the songs of this genre. On the other hand, the most
significant features – the major key, homophonic structure, scale, metro-
rhythmic freedom – are also characteristic of other traditional Þemaitijan
songs. Although the melody of the songs sung on Shrovetide must be properly
considered rather modern, it easily merges with Þemaitijan song tradition
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because of features of construction. The effect of the carnival procession,
the groups of singers, improvisations, and the scenarios of the lyrics on the
melody need to be considered. It seems the melody wasn’t considered as
important as the content of song texts.

The Catalogue of Lithuanian folksongs shows that Eastern Lithuania
rather than Þemaitija has retained the majority of Shrovetide songs.
Nonetheless, the archives contain an abundance of costume-play Shrovetide
songs, the majority of which were recorded in Western Lithuania, i.e., from
Þemaitija. Folklorists categorize the tramp, Gypsy and Jewish songs as
didactic or humorous, although in current practice and in some publications
of calendar songs they are nonetheless considered Shrovetide songs.

Shrovetide songs of Þemaitija sung and collected at the end of the 20th

and beginning of the 21st century display the relative abundance of this type
of song and this genre, and their distribution over a well-defined range. This
concept that they are actually calendar songs coincides with the findings of
Arûnas Vaicekauskas in his work on costumed processions during winter
holidays both in terms of the area of distribution of costumed characters
and the direct relationship between songs of this genre and tradition.

Another matter is that all of the songs studied were performed by informants
in talking about Shrovetide, i.e., within this context the informants made
almost no associations with songs of other genres (such as martial, familial
and other types of songs). Thus, the syncretism of Shrovetide traditions and
songs is the strongest argument in favor of considering these songs Þemaitijan
calendar folklore, without regard to theoretical reasoning which might oppose
this. Another issue is when and how this repertoire became an innate part of
Shrovetide tradition, but that’s a subject for another study.
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Abstract

During the Soviet times it was not possible even to talk about the political
prisoners and other to Siberia deported people and their culture, music-
making. The situation changed in the end of 1980s. Now we know that
many musicians of several ranks, and even their whole families and kinships,
were among approximately 280 thousand Lithuanians deported by the Soviet
Union government to Siberia between 1940–1953. The aim of this article is
to reveal how the fiddle or violin playing traditions were continued in the
forced exile and what role they played in deportee’s lives. According to his-
torical and typological methods, the article provides an overview of published
and archival historical sources. The research shows that fiddlers or violinists
played a great role in preserving and maintaining Lithuanian culture in forced
exile. They usually were leaders of various ensembles, actively organized
traditional feasts and other cultural events. Their music making was of great
relevance to the deportees’ state of mind, and even physical survival.

Key words: Lithuanians, forced exiles to Siberia, Soviet period, the violin,
the fiddle, folk, amateur and professional music-making, music signification.

Introduction

Imprisonment and/or deportation to the Soviet Union’s most remote
places (broadly called Siberia) and other victimizations or even genocide
against guiltless people persecuted by the Soviet Union’s communist autho-
ritarian Stalinist regime is attributed one of the supreme crimes against
humanity (Coursois 2000: 11–17). It touched all countries and nations that
belonged to or fell into the regime: Lithuanians, Latvians, Estonians, Finns,
Byelorussians, Hungarians, Poles, Russians, Ukrainians, Germans, Jews,
Chinese, Japanese, Koreans, etc. Deportees were usually settled in multi-
national and multi-cultural concentration camps or settlements. They learned
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something about each other’s culture. Some of them, especially political
prisoners, even after release were not allowed to return to their native country
to live out their days and usually lived in neighbour country. Therefore investi-
gations into every aspect of the Soviet deportation phenomenon demands
international cooperation, though every nation and even every person under-
went their own experiences.

During the Soviet times it was not possible to talk about the political
prisoners and deportees’ cultural and musical life. Neither were the ex-de-
portees willing to take a risk and openly share their experience. The situation
in Lithuania changed significantly at the end of the 1980s. In these years I
met my first interviewees, folk musicians who had survived one – and some
of them, even two – deportations to Siberia. Since the 1990s a lot of materials
and memorials by the former deportees, among them musicians, have been
published. Many of them wrote about music making and its relevance to
them. Important sources of our investigations are also hand-written or
digitalized, and some published documents from the Genocide and Resistance
Research Centre of Lithuania’s inhabitants: the registers and databases of
all deportees, their incriminatory cases worked up by the Committee for
State Security of Soviet Union (Rus. NKVD, KGB), and especially the letters,
diaries and photographs taken by the deportees on place and date in Siberia.
Some of these materials are kept also in other Lithuanian museums on
deportation and resistance or still in personal archives at home.

Many musicians of several ranks, and even their whole families and
kinships, were among approximately 280 thousand Lithuanians deported
by the Soviet Union government to Siberia between 1940–1953. The biographies
of deported Lithuanian instrumentalists are still rather at the initial steps of
investigation. I have started compiling a list of Lithuanian musicians who
underwent Soviet victimization. At the moment there are two hundred and
forty four Lithuanian instrumentalists on the list (which increases every day)1.
They played stringed instruments (fiddle or violin, a Lithuanian zither kanklës,
hammered dulcimer, guitar, mandolin, balalaika, and dombra), brass instru-
ments and other aerophones, various accordions, drum, etc. According to a
vigorous Lithuanian tradition, many of them were multi-instrumentalists.
Almost a third (81) of these musicians – mainly men – played bowed strings:
fiddle, violin, a bass or double-bass. Most of these (60) were folk or amateur
musicians (mainly documented by myself), nine professional violinists, one
a famous future violinist and pedagogue, another – a future violinist and

1 I have documented 59 musicians (out them 39 fiddlers) and 17 other ex-deportees.
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master, one more – a famous future cellist; five teachers, two organists and
two catholic priests.

In this article I focus on fiddle making and fiddling in Siberia. In the
middle of the 20th century this universal instrument was still one of the most
popular Lithuanian traditional musical instruments. Moreover, it is a light
and quite easily transportable instrument, though it needs special conditions.
A simple fiddle can be hollowed out using just a knife.

Fiddle masters and their fiddles

Some musicians took their fiddles from home on this long trip into
uncertainty, others asked for them to be sent from home or made them by
themselves in exile or concentration camps, despite all the hardship they
bore. It also was possible to buy a fiddle for food and cigarettes.

We know of five Lithuanian folk masters who made fiddles in Soviet
exile. One of these fiddles has been preserved. In 1991 it was given to the
Lithuanian National Museum by the Ukrainian folk fiddler Stepan Kuriliak.
It was mastered in 1957 in Dubravlag concentration camp in Mordovia by
Adolfas Genys (1907–1963). He was imprisoned in 1949 (in the same year
his wife was also deported), and in 1963 he was released and returned to
Lithuania. This violin probably was not the first instrument he made as it is
made very masterfully and lovingly, with a pretty wood pattern of the back
plate. According to the journalists who published Kuriliak’s story,  a violin
born in the hands of a master in a Bolshevik concentration camp is a living
memory of the fates of guiltless captives, many of whom were gone or killed
(Íåâîëüíè÷i ñòðóíè 1991: 2–3).

Figures 1–2. Violin and its bow by Adolfas Genys,
mastered in 1957 in Dubrovlag by Arvydas Kirda. Photograph 2011
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Four other folk masters are famous in Lithuania for their instruments
and also fiddling.

Jonas Danilevièius (1921–2007, born in Zarasai) and his parents were
brought to a camp in the Tomsk region, Parabiysk district, in 1941. He
fashioned a fiddle there, as he got into the workshops. Danilevièius’ fellows
in fate appreciated his playing very much. His father, a former organist,
died in Siberia, but in 1946 other Danilevièius family members were released
and allowed to return home because no guilt was found (documented by
Kirdienë in 1996, comp. Kirdienë 2000: 93–94).

Vladas Þeromskis (1906–1995, born in Këdainiai district), who in 1945–
1946 was imprisoned in a camp in Primorsk region at Amur River, fashioned
two fiddles and a guitar there. He wrote that he made the first fiddle at an
especially difficult moment for him and the fiddle helped him to live through
that whole severe period (LKA V 88). According to his daughter Birutë Þe-
romskaitë-Panumienë, the Soviet authorities encouraged fiddle-making with
the slogan We make fiddles before deadlines [Rus. Ñäåëàåì ñêðèïêó ðàíüøå
ñðîêà] (documented by Kirdienë in 2000). When Þeromskis boasted of being
able to make fiddles, he was allowed to work. At first all he had to use was
wood and other suitable materials that he found on the scrapheap. Later he
was allowed to go to the workshops. The guard and officers used to ask him
to play at their parties beyond the camp zone. They liked his Lithuanian
music and danced to it, but he also had to learn some Russian dances. Some-
times he was given food in return for playing. On the way to Lithuania he
sold one fiddle for 80 roubles to buy some food. He brought another fiddle
home, but it didn’t remain (comp. Kirdienë 2000: 90).

In 1947 Povilas Grigalis (1901–1987, born in Raseiniai district) was
imprisoned in Kazakhstan, in one of the Karaganda camps, and made a
fiddle there, as he found a petrified fiddle handle. Later he played a fiddle,
which friends had found for him (documented by Kirdienë in 2010, comp.
Kirdienë 2010: 114).

In 1950s Julius Butkus (born in 1920) carved two out of his six fiddles
in Karaganda from wood brought from the Urals. Instead of a maple, which
does not grow there, he used a birch for a fiddle back. He also told that
cedar, growing inside the Arctic Circle, might serve instead of fur for a fiddle
sound board. He preserved one his fiddles when returned to Lithuania in
1955 and intended to re-master it (EIA; LKA V 27, comp. Kirdienë 2000: 89).
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Lithuanian violinists, fiddlers and their musical activities in Siberia

For a long time it was prohibited for political prisoners and deportees
not only to make any music and celebrate their year and family feasts, but
even to gather together. In spite of that, Lithuanians always streamed to
celebrate their feasts, though knowing that they could be punished the next
day. Continuing traditions, fiddlers played solo or in ensembles and even
orchestras on various occasions: concerts, dance evenings, calendar feasts,
and, after 1953 (the year of Stalin’s death, when the regime got much softer),
at weddings.

Even on the coast of the Laptev Sea in Yakutsk, where hundreds of the
Lithuanian deportees were brought in 1942, completely ill-equipped and ill-
prepared, literally to die from hunger and the sharp frost; there were those
who managed to survive the first winter and who, with great enthusiasm,
continued their cultural and musical traditions. A lot of young people were
willing to play a musical instrument and playing by skilled musicians was
true light in the darkness for the community. Four Lithuanian fiddlers and
one Lithuanian Jewish girl-fiddler2 from this place of exile have been docu-
mented.

The teacher Antanas Vaitkevièius (born in Marijampolë district in 1907),
who was deported together with his family in 1941, stated that mathematics
and his ability to play musical instruments were his secret weapons
(Vaitkevièius 1989: 113). A cornet player (A. Èerneckis), a professional violi-
nist (Algis Staðenis) who, after his return to Lithuania, played at Kaunas
Music Theatre; and a guitarist joined him soon and they enjoyed playing in
some orchestra (Vaitkevièius 1989: 105, comp. Sirutienë 1989: 36). Staðenis
was also very active in organising concerts and theatrical performances. A
former deportee wrote that he made them cry with the fiddle, playing Dear
Lithuania  (a patriotic song; Lith. Lietuva brangi) (Sirutienë 1989: 36). Even
bigots had to acknowledge that Lithuanians in deed and not in name are
people of culture (Bojarskas 1989: 230). One of the most active youth leaders
in Bykov was Ðukaitis. He loved to direct shows, and he played fiddle and
accordion (Merkienë 1989: 295).

Many fiddlers were deported after the Second World War and later.
Some folk musicians told that they were taught by professional Lithuanian

2 Ita Milc, born in 1936, lived in Vilkaviðkis district, Kybartai. In 1941 together
with parents deported to Altay, in 1942 ferried to Bykov. In 1950 she mooved to
Yakutsk city, was released in 1958 and in 1961 returned to Lithuania, lived in
Vilnius.
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or Russian violinists in concentration camps, e.g. Jonas Kriðtaponis, who
was imprisoned in Komi, Vorkuta, in 1947 for ten years, was taught by a
former Kapellmeister of Kaunas Radio, named Kazla (MFA D 19/14, docu-
mented by Gaila and Arvydas Kirdos in 2001).

A musician and litterateur, Antanas Paulavièius (born in the Anykðèiai
district of Lithuania), student of Vilnius University, was deported to Oreshna
in the Krasnoyarsk region in 1948 – a lot of Lithuanian gymnasium pupils
and students were deported at the end of 1940s. He wrote that on the way
to Siberia a folk music band played in their wagon, consisting of a fiddle,
clarinet, accordion, and small drum. In exile Paulavièius organized a depor-
tee’s band which played to accompany dancing. The dancers used to feel
like they were in Lithuania. Later he was invited to work as an artistic director
at a club. He always included Lithuanian songs and dances in the prog-
rammes, but he always had to start with a song praising Stalin. He and his
family avoided hard labour in the taiga, because he was successfully employed
as a school music teacher (Paulavièius 1989: 358, 372).

Many musicians were deported to Irkutsk region, Taishet district
together with over 900 Lithuanian families. From 1951 to 1957 in Suyetiha
one of the bands was lead by fiddlers: a former political prisoner Antanas
Bartkevièius (1918–1971, was born in Ðiauliai district) and Juozas Ðimkus
(was born in 1937 in Tauragë district).

Figure 3. Lithuanian’s music band lead by Leonas Ðimkus
in 1954 in Suyetiha. Photograph TF2166 (25)
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In 1948 around hundred Samogitian families were deported for life  to
Buriat Mongolia, Zaigrayev district and lived in quite a close community
there. Though people were mostly concerned with how to survive, the young-
sters liked dancing traditional Lithuanian dances that the musicians used to
play. One of the older musicians – Petrauskas – played the fiddle. He used to
come from over the mountains, fifteen kilometres away, and played together
with an accordionist, Juozas Kupðys3.

Fiddlers who were deported to multi-national settlements had to learn
also songs and dances of other nations, first of all Russian. One of the most
talented folk fiddlers, Pijus Vaðkevièius (1900–1993, was born and lived in
Vilkaviðkis district, Graþiðkiai rural-district, Grajauskai village), along with
his pregnant wife and six children, was deported to the Tomsk region, where
he lived in Topaliovka village in the Aleksandrov district, from 1951 to
1956. His daughter Marija Danilevièienë-Vaðkevièiûtë (born in 1949) said
that he worked as a smith there and was always asked to play during kolkhoz
(workhouse) holidays. At first he played only Lithuanian songs and dances,
but Russians could not understand them and used to ask him to learn Russian
ones. After the amnesty the chair of the kolkhoz did not allow the family to
go, therefore they had to escape. The fiddle travelled with them (documented
by Kirdienë in 2012).

Families and kinships of Lithuanian fiddlers in Siberia

Teacher Liudas Baltutis (1897–1954, born in Telðiai district, Tryðkiai
village, died in Siberia) was a choir conductor and a multi-instrumentalist,
able to play piano, harmonium, violin, mandoline, button accordion. On
14th June 1941 he had the luck to be deported together with his family (wife
and three children). The men were usually sent separately to the concentration
camps, where most of them perished. The Baltutis family got to Tenga in
Altay. His brother Leonas, who had played a clarinet from his youth, was
also deported. 1942–1947 Liudas Baltutis taught and lead Lithuanian
children’s string band, consisting of mandolins, seven-stringed guitar, bala-
laika, dombra, four stringed folk bass and small drum. They repaired the
instruments themselves from the whole bag of remains found in the sovkhoz
storage. Therefore they called the band rubbish band (Lith. nuolauþø ka-
pelija). A fiddle and a button accordion joined them: another teacher, Bronius

3 Liudvina Vitkutë-Skërienë, born in 1926 in Ðiauliai district, Gruzdþiai rural-
district, Gedvydþiai village, living in Vilnius; documented by Kirdienë in 01.12.2010.
and 22.11.2011.
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Tëvelis (native of Maþeikiai district, Viekðniai village), played an accordion;
and his son Arûnas played a small children’s fiddle taken from Lithuania.

In 1947 the Baltutis family escaped to Lithuania, where father Baltutis
bought his son Romualdas (born in 1930) a fiddle and a small accordion
and taught him to play (the children did not attend school). It was not com-
plicated for Romualdas to learn fiddle, as he already was able to play mandolin.
In 1948, half a year later, the Baltutis family was deported for the second
time – this time, to Kiseliovsk in the Kemerov region. Father formed two
bands there: adults played fiddle, button accordion and guitar and children
mandolin, guitar and balalaika. When Romualdas was in the ninth class at
school, the school director asked him to lead a noise orchestra, consisting of
various stringed instruments, only he alone played the fiddle. They played
Ukrainian and Russian pieces by ear – only Romualdas could read music
(documented by Kirdienë in January 2012, comp. Baltutis 2012: 380–381).

This kind of ensemble (with only one fiddle, but usually also with a
bayan or accordion, of up to twenty five players) is actually the only one that
is not typical of Lithuanian traditions, but of Russian stylized folk orchestra.
One another Lithuanian fiddler, Juozas Liuberskis (1903–1984, was born
in USA, lived Þagarë) has been documented who with his wife Elena and
daughter Aldona lead an orchestra like this, just without any balalaika, in
forced exile in Tulun city, Irkutsk district from 1950 to 1953. It was called
barracks orchestra and only deported Lithuanian children played there.

Figure 4. Juozas and Elena Liuberskiai leading a children orchestra
in Tulun in 1951. Photograph MD 3091
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In 1958 Baltutis’ family returned to Lithuania, Ðiauliai district. Romu-
aldas became a famous editor of the deported pupil’s and student’s memorials
Sibiro Alma Mater  (Siberian Alma Mater, 2005–2012, 5 volumes).

Mykolas Davidavièius (born in Ukmergë district) was a tailor and fiddler
from a folk musician’s family. He was taken to a camp in the Far East,
Magadan region in 1944 on Boxing Day: We went with my brother to play
at a wedding and the Russians invested us. Another brother Ignas (1914–
1996) was deported to Irkutsk region in 1949 (Kirdienë 2010: 116).

The families of famous folk musicians, brothers Antanas (born in 1871)
and Stanislovas (1874–1955) Abromavièius, from Raseiniai district, Ðiluva
rural-district, Guodlaukis village, were deported to the Uzhur district of
Krasnoyarsk in 1951. Of Stanislovas’ nine children, only three daughters
returned to Lithuania, and of Antanas’ whole family, only son Jonas (he
lived in Kelmë) (Palubinskienë 2009: 259–260, 263–264).

The famous folk musi-
cians, brothers Domininkas
and Jonas Lileikiai, together
with their families (six people),
were deported to Irkutsk re-
gion in 1951. They took two
fiddles and a guitar. Together
with Lithuanian folk accor-
dion, bandonion or a modern
accordion players they played
at Easter, Christmas, wed-
dings and other parties (Kir-
dienë 2010: 113–114).

Figure 5. Fellows in Bratsk
district. Domininkas Lileikis
plays fiddle, Antanas Lidys,
born in Ðilalë region – with
the accordion Hess

All kin of the famous folk master Albertas Martinaitis (born in 1953 in
Irkutsk region, Nizhneudinsk district, Ukar village, living in Ðiauliai) bore
the hardships of deportation. His maternal grandfather Kazimieras Eitmantis
(1881–1956, born in Kelmë district, Lioliai rural-district, Þvirbliai village)
played fiddle and his brothers – and later on, the sons – played fiddles or
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other instruments. In 1946 his son – the bass player Stanislovas – was the
first from the kinship to be brought to a concentration camp. In 1948 Kazi-
mieras and his wife were deported to the settlement of Zima in the Krasno-
yarsk region. He took his fiddle. From 1949 to 1956 his son, the fiddler
Petras, was working in a coalmine in Karaganda. In 1949 his daughter Ona
Martinaitienë-Eitmantytë (born in 1924) and her husband (who would become
Albertas’ parents) were deported to the Nizhneudinsk district of the Irkutsk
region. She found her father (her mother was already dead) and took him in.
Whilst the parents worked at the kolkhoz, grandfather looked after the children
and used to play them the fiddle – even when used to tell them fairy tales or
put them to sleep. His fiddle was his greatest possession. He used to say:
Children! Listen to how the fiddle cries and laughs... (Kirdienë 2010: 108–
109). He also played during feasts, but only at home, behind closed windows.
In 1956 Kazimieras was already very ill. He took his fiddle and set out on
the journey home – he at least wanted to die in his homeland, but unfortuna-
tely died on the way. In 1997 Martinaitis carved a tombstone in the shape of
his grandfather and in 2004 made a fiddle to commemorate all his kinship
members, storm-beaten in forced exile (comp. Kirdienë 2010: 107–109).

Fiddlers in bands and orchestras in concentration camps

Lithuanian fiddlers and violinists in camps played in various bands and
orchestras (except brass bands), usually with musicians of various other
nations. In women’s camp bands there were some fiddlers too.

From 1946 to 1949 in the north of the Arctic Circle, in the Komi Re-
public, Uhta worked a musical drama theatre, where all the artists were
prisoners. Theatre and concerts were an important attribute of Stalin’s regime.
Quite a lot of professional artists, and even stars, were imprisoned in the
camps. Every morning they were led by armed guard to the theatre, one and
a half kilometres away from the camp; and they were taken back by midnight
(Vyliûtë 1994: 5–6). In this theatre orchestra played a Lithuanian violinist
Meèislovas Kriauèiûnas, a graduate from Kaunas conservatoire. When this
theatre burned down in 1949, frightened artists formed a song and dance
ensemble as soon as possible, and continued giving concerts. In 1950 the
famous Latvian composer Jânis Lîcîtis (1913–1978) organized a small-bowed
string orchestra and so the artists played and sang in the same hell of Vorkuta
(Vyliûtë 1994: 13). In 1953, the Vorkuta authorities collected professional
artists from the camps to form another theatre. According to musicologist
Jûratë Vyliûtë, About thirty orchestra musicians were collected from among
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the prisoners. Poor string players, how they play with their hands fingers
stiffened from hard work and the cold [..] . With the greatest hope now they
all look to the theatre (Vyliûtë 1994: 13).

Figure 6. Band of Abez camp’s political prisoners
in Komi Republic in 1955. Photograph MD 1402

In the late 1940s an orchestra from the seventh station of the Mordovian
Dubovlag camp was lead by Albinas Ciplijauskas (1910–1983, sentenced to
ten years in a labour camp in 1944). Before that he was the famous violinist
of the Lithuanian State Philharmonic Symphony Orchestra, and along with
violinist Povilas Matiukas, violist Stasys Gabriolavièius, and cellist Mykolas
Saulius, belonged to a famous string quartet. Lithuanian accordionists Jonas
Puidokas and Kazys Leikys played in the camp orchestra, too. Later on
Ciplijauskas was transferred to Kazakhstan, into a Sherubai Nura camp
with an especially strong regime. He took up playing again only in 1954,
when was deported to Kazachinsk village to join his sister and brother Juozas
Vytautas. According to Vyliûtë, Ciplijauskas had to forget his career as a
violinist, as he could not recover the playing skills lost in a concentration
camp. In Kazachinsk he played bayan at the recreation centre, worked as a
music teacher at an ordinary school and a preschool. Ciplijauskas was not
allowed to return to Lithuania and lived with his wife and son in the Velikiye
Luki city in Pskov district of Russia where for many long years he worked as
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violin teacher at a music school. He was repatriated by Lithuanian Prosecutors
only in 1990 (Vyliûtë 2010–2012).

Folk fiddler Boleslovas Ankënas spent ten years in the Ivdel camp of
Sverdlovsk district, for political and (especially bad) criminal prisoners. Like
many other documented musicians he stressed how much he was exhausted:
My body weight dropped from 90 kg to only 40 kg  (Ankënas 2010: 34;
Kirdienë 2010: 114–116). Later he was brought to the Inta camp in Komi
Republic and had to work as a collier in a mine. Nobody with this kind of
job was able to play, as it was too exhausting. Only thanks to his high blood
pressure, Ankënas was allowed to work above ground and therefore he could
play in an orchestra which was led by a former organist and consisted of three
fiddles, five mandolins, clarinet and saxophone (Kirdienë 2010: 120–121).

In 1954–1955 a mixed orchestra played in the Spask camp in Karaganda
district. A talented young man Vytautas Kiela (was born in Marijampolë
district, graduated from a gymnasium and sentenced to ten years in a camp
in 1948, but left in 1955), played there a double-bass and sang bass solo. He
was taught by his fellow of fate, a professional Lithuanian musician called
Vladas Korsakas.

Music-making was the best therapy for the political prisoners, for whom
it was very difficult to endure the stressful wait before being released after
1953.

Figure 7. Orchestra of Spask camp’s political prisoners in 1955.
Photograph TF 574
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* * *

Concluding we can state that according to the traditions, fiddlers and
violinists played a great role in preserving and maintaining Lithuanian culture
in forced exile to Siberia in the middle of the 20th century. They usually were
leaders of various ensembles and orchestras, activelly organized traditional
feasts and other cultural events.

Playing various musical instruments – among them, violins or fiddles –
as well as singing and dancing to instrumental accompaniment, was of great
relevance to the deportees’ and political prisoners’ state of mind, and even
physical survival.

However, many talented Lithuanian musicians and fiddlers are lost to
Siberia. Not only to forced exile to Siberia, but also the prohibition for ex-
deportees to live in their native places, and for political prisoners even in
their native countries, was one of the biggest factors in destroying Lithuanian
traditional music culture and folk fiddling traditions. It had a negative impact
also on Lithuanian professional music culture.

Those musicians, among them fiddlers, who earlier or later (many of
them just after 1991) returned from deportation, participate very actively in
their homeland’s musical and cultural life and leave valuable imprints: their
music is being listened to, recorded and published.

Lietuvieðu vijole un vijoïspçle izsûtîjumâ

Gaila Kirdiene

Kopsavilkums

Padomju laikâ runât par politiskajiem ieslodzîtajiem un citiem uz Sibîriju
deportçtajiem, viòu kultûru un muzikâlajâm aktivitâtçm nebija iespçjams.
Bijuðie izsûtîtie negribçja riskçt un atklâti dalîties savâ pieredzç. Situâcija
mainîjâs 20. gadsimta 80. gados. Tieði ðajâ laikâ raksta autore satika pirmos
tautas muzikantus, kas bija piedzîvojuði vienu vai divas deportâcijas uz
Sibîriju. Kopð 90. gadiem publicçti daudzi materiâli un paðu deportçto at-
miòas. Tagad mçs zinâm, ka starp 280 tûkstoðiem deportçto lietuvieðu, kurus
1940.–1953. gadâ izsûtîja Padomju Savienîbas valdîba, bija daudzi daþâda
lîmeòa mûziíi, pat kopâ ar ìimençm un tuviniekiem. Laptevu jûras krastâ,
kur trimdinieki tika atvesti, lai nomirtu badâ vai nosaltu briesmîgâ salâ, tie,
kuri izdzîvoja, turpinâja izkopt savu kultûru un mûzikas tradîcijas. Doku-
mentçti èetri lietuvieðu vijolnieki, kas darbojâs ðajâ reìionâ, un vairâk nekâ
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èetrdesmit vijolnieki cituviet. Viòi spçlçja solo vai ansambïos un pat oríestros,
kuplinot daþâdus pasâkumus – koncertus, deju vakarus, kalendâros svçtkus
un kâzas. Daþi vijolnieki bija paòçmuði instrumentus lîdzi no mâjâm, savukârt
citi, neraugoties uz grûtîbâm, bûdami trimdâ vai koncentrâcijas nometnçs,
tos izgatavoja paði. Ir zinâmi pieci izsûtîjumâ strâdâjuðie lietuvieðu tautas
meistari, kas izgatavoja vijoles. Saglabâjusies viena no tâm.

Dziedâðana un daþâdu instrumentu, t. sk. stîginstrumentu un vijoles,
spçle, tâpat kâ dziedâðana un dejoðana instrumentâlmûzikas pavadîjumâ,
bija svarîga izsûtîto un politisko ieslodzîto noskaòojumam un pat fiziskai
izdzîvoðanai. Mûziíi uzskatîja mûzikas instrumentus par saviem slepenajiem
ieroèiem, un kopienâm viòu mûzika bija patiess gaismas stars tumsâ. No
otras puses, daudzi talantîgi lietuvieðu mûziíi Sibîrijâ gâja bojâ. Ne tikai
trimda, bet arî aizliegums pçc trimdas apmesties uz dzîvi savâ dzimtajâ vietâ
(politiskajiem ieslodzîtajiem pat savâ dzimtajâ valstî) bija viens no galve-
najiem faktoriem, kuru dçï panîka lietuvieðu tradicionâlâ kultûra un tautas
vijoïspçles tradîcijas.

Atslçgvârdi: lietuvieði, padomju reþîma izsûtîtie Sibîrijâ, vijole, fîdele,
tautiskâ vijoïspçle, pusprofesionâlâ un profesionâlâ vijoïspçle, mûzikas
nozîme.
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Sergei Bortkiewicz (1877–1952):
Musical Retrospection as a Lasting Art Form

Mag. art. Nils Franke
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in Professional Practice at University of Reading

One could argue that the life and works of the Ukrainian composer
Sergei Bortkiewicz are in many ways symptomatic of the category of the
late-Romantic pianist-composer (Niemann 1919: 97). Bortkiewicz was born
in Kharkov in 1877. His life, and with it his compositional output, is closely
connected to this politically highly turbulent era in world events. By the
time he died in Vienna in 1952, much of world he grew up in had changed
beyond recognition, at least in the eyes of someone like Bortkiewicz whose
traditional education, privileged socio-economic background and tonal musical
language has since become a representation of an arguably anachronistic
aesthetic (Feldmann 1972: 136–137).

This article sets out to examine the composer’s output in the framework
of selected biographical dates and their relevance to the development of his
musical language. It also draws on the composer’s own views, and a select
reception of his work, in an attempt to place his output in a wider context.

A short biographical sketch

To appreciate the interconnectivity of era, background and artistic
output in Bortkiewicz’ case, let me first summarise some of the key events
and dates in the composer’s life. After an initial musical training in Kharkov,
Bortkiewicz commenced his studies at the Conservatory in St. Petersburg in
1896 where he studied piano with Karel van Ark and theory with Anatoly
Liadov. By 1900 he went to Leipzig, where his piano professor was the
Franz Liszt’s student Alfred Reisenauer and his composition tutor was
Salomon Jadassohn. Concluding his musical studies in 1902, Bortkiewicz
married Elizabeth Geraklitova in the Ukraine later that year. The couple
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returned to Germany in 1904 where they remained until 1914 when they
were deported back to the Ukraine by the Germans. By 1919 the composer
and his wife had lost his family estate as a result of the revolution, fleeing to
Constantinople where they stayed until 1922 before moving on to Vienna.
Here both remained for the most part of their lives, experiencing considerable
hardship and persecution during the 1930s and the Second World War.
Ever since losing his family estate in 1919, Bortkiewicz needed to earn his
living as a freelance pianist, composer, and teacher except for the last few
years of his life when he taught a class of piano students at the Conservatory
of the City of Vienna.

The documentary evidence of Bortkiewicz’ life falls into two distinct
categories, the first being his life up until 1922, and the second a period
shaped by staying predominantly, though not exclusively, in Vienna from
1922 until 1952. The composer’s own Memoires (see in: Feldmann 1972),
written in 1936 on the occasion of his forthcoming 60th birthday, are without
doubt the foremost source for the period up to 1922. However, as can be
the case with autobiographies, posterity is offered a subjective, possibly even
a somewhat selective account of proceedings. Though written in 1936, the
composer’s detailed account ends in 1922 with his arrival in Vienna. Recog-
nising this intentional omission, Bortkiewicz provides both question and
answer by suggesting that shall I continue to report in such detail about the
last 14 years? I think I better not, because I am lacking in distance [to events]
(Feldmann 1972: 168). As a result of this decision, much of the composer’s
life after 1922 needs to be reconstructed from letters, concert programmes
and other sources; a detailed process that has yet to be undertaken by critical
biographical scholarship.

The reception of Bortkiewicz’ work

By his own admission, Bortkiewicz the composer was a late developer.
He recalls composition attempts at the age of 14 but writes that serious
composition I only started as a married man. In 1906, aged 29 and some
years into his marriage, his first works appeared at a publishing house in
Leipzig. Bortkiewicz credits the owner of the company, the music publisher
Daniel Rather, with having discovered him (Feldmann 1972: 154).

Critical success came relatively quickly to Bortkiewicz but appears to
have been short-lived. The Tonkünstler Lexikon  of Paul Frank and Wilhelm
Altmann (1936) lists Bortkiewicz with a detailed entry, referring to him as a
composer and piano virtuoso (Frank, Altmann 1936: 69). And yet by 1967
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Klaus Wolters describes Bortkiewicz’ works as salon music and shallow
pictures in sound (Wolters, Goebels 1967: 511). Therefore, prior to the first
date, 1936, appears to be what in essence can be regarded as Bortkiewicz’
most creatively intensive and commercially successful period of his life. The
composer’s handwritten and hitherto unpublished work index shows that
between 1906 and 1928 his publisher Rather bought and published almost
everything the composer wrote. It is reasonable to assume that such a
relationship was based on a number of factors of which the commercial
success of Bortkiewicz’ output must have been one of the decisive components.
By 1936, the entry in the above Tonkünstler Lexikon , Bortkiewicz could
certainly look back on some significant professional achievements. While a
detailed account of these would go beyond the scope of this article, two
examples may nevertheless serve as indicators of this diagnosis. In 1923,
Bortkiewicz received a commission for a piano concerto for the left hand
and orchestra by Paul Wittgenstein (1887–1961), who had previously
commissioned Paul Hindemith and Erich Wolfgang Korngold, and whose
subsequent commissions would involve Richard Strauss, Sergei Prokofiev
and Maurice Ravel. Wittgenstein played Bortkiewicz’ concerto at least 11
times between 1924 and 1930, when he commissioned him again for the
Rhapsody on Russian Themes for piano left hand and orchestra. Around
the same time, in 1927, Bortkiewicz’ Étude Op. 15 No. 8 was recorded by
Moritz Rosenthal (1862–1946), one of the early 20th century’s most distin-
guished piano virtuosi. If nothing else, the attention of Rosenthal and Witt-
genstein underline that Bortkiewicz’ works were receiving the attention of
established performers who were arguably at the heart of the European
musical establishment.

If one takes the composer’s work index, complete with dates of publica-
tion and names of publishers, as an indication of his ability to place music
that sold, then the period from 1934 onwards became one of unpredictability
for Bortkiewicz. It is clear that he found it more difficult to publish music
during the period of National Socialism, and of course impossible during
the war years 1939–1945.

Scholarly interest in Bortkiewicz’ life and music has to date fallen into
two specific categories, that of performance and biographical scholarship.
However, one of these is more extensively represented than the other. The
performance practical documentation of his music commenced on a more
systematic level with LP recordings of his piano solo music in the 1970s and
early 1980s before a range of CDs appeared from the late 1990s onwards,
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covering by now much of his output for solo piano, piano chamber music
and concerto and symphonic writing. However, scholarly interest in this
composer has been limited to less than a handful of publications that focus
mainly on the biographical aspect of his life. Of these Ria Feldmann’s
annotated study in 1972 of excerpts from Bortkiewicz’ Memoires remains
the first and to date most significant example of published scholarly research
into the life of this composer (Feldmann 1972). In 2004 Elke Paul submitted
an MA dissertation at the Mozarteum in Salzburg in which she attempted to
define Bortkiewcz’ impact in relation to a number of specific musicological
focus areas (Paul 2004). Whilst some of this was based on the composer’s
own recollections, Paul needs to be credited with providing further hitherto
not documented biographical evidence relating to Bortkiewicz’ time in
Vienna, thus offering a significant insight into the composer’s life in the
period not covered by his own Memoires. In between these above two dates,
1972 and 2004, the reception of Bortkiewicz’ works was, at least in the
German-speaking world, promoted through the writings and radio broadcasts
of Knut Franke, whose programmes were aired on a number of German
radio stations1. However, it is clear that at the time of writing (2012), a
systematic scholarly enquiry into Bortkiewicz’ achievements as a composer,
teacher and pianist, is yet to take place.

Some stylistic considerations

Walter Niemann’s book Masters of the Piano (1921) appears to have
been a widely read textbook in its day. Reaching nine reprints within two
years of the original date of publication in 1919, it surveys pianism according
to a range of headings, from specialist interpreters of a particular composer
to national schools and regional centres for pianists (Niemann 1921: 97).
The chapter entitled Russian Troika Journey describes Russian pianism as a
historic phenomenon that within a relatively short period of time achieved
international excellence. In an attempt to underline the observation that, as
Niemann puts it, almost all modern piano composers are excellent pianists
he cites two examples, one of which is the pianistically [..]  convincing Sergei
Bortkiewicz in Berlin and the other one of most refined and imaginative
lyricist at the piano, Alexander Scriabin in Moscow (Niemann 1921: 97).
Although posterity may wish to differentiate between the compositional

1 Knut Franke, 1939–2003, German music broadcaster and musicologist.
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impacts of both composers, the significance of Niemann’s statement lies in
the recognition of Bortkiewicz as a pianist. It appears, therefore, that at
least in the early stages of his career, Bortkiewicz was a skilled performer in
his own right. Though there is currently incomplete evidence of Bortkiewicz’
repertoire of the works of other composers, it is clear that his own training
in St. Petersburg and Leipzig provided him with a level of expertise that
enabled him to perform works such as Liszt’s Second Piano Concerto or the
second St. Francis Legende, both of which he referred to in his Memoires
(Feldmann 1972: 149). Given the close affinity between pianism as a form
of personal skill, and the piano as a primary medium of compositional
expression for a pianist-composer, it seems probable, if not highly likely,
that the piano works of other composers may have contributed to the forma-
tion of Bortkiewicz’ own works. These may range from a literal embedding
of a particular harmony to the use of a specific texture or the re-working of
a pianistic formula, as can be seen in the following musical examples.

A comparison of the scoring of the right hand pattern in Bortkiewicz’
Prelude Op. 33 No. 4 reveals a pianistic re-thinking of an idea found in
Frederic Chopin’s Étude Op. 25 No. 11.

Example 1. Sergei Bortkiewicz: Prelude Op. 33 No. 4 (1927)

Example 2. Frédéric Chopin: Étude Op. 25 no. 11 (1834)

A less pianism-specific and more compositionally motivated connection
between Bortkiewicz and the past can be seen in the following section found
in the finale of his Sonata for violin and piano Op. 26 in which the combina-
tion of harmony and texture suggests a Schumannesque influence, without
it being a literal re-working (see Example 3).

Somewhat more obvious by contrast appears to be the opening of
Bortkiewicz’ Lamentation Op. 17 No. 1, the texture and harmony of which
must be read as an intentional nod in the direction of Liszt, the teacher of
Bortkiewicz’ own tutor, Alfred Reisenauer (see Example 4).
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Example 3. Sergei Bortkiewicz: Sonata for violin and piano Op. 26 (1922)

Example 4. Sergei Bortkiewicz: Lamentation  Op. 17 No. 1 (1913)

What these examples serve to illustrate, is that Bortkiewicz as a pianist-
composer was only too aware of some of the 19th century’s legacy in piano
writing. But his works also show the influence of more recent developments,
most notably of course, in Russian music making. For all its individuality, it
is hard to imagine the following work, Lamentation Op. 17 No. 7 without
connecting it, at least tangentially, to Scriabin’s use of harmony and rhythm
in his Preludes Op. 11 in the 1890s.
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Example 5. Sergei Bortkiewicz: Lamentation  Op. 17 No. 7 (1913)

Surveying his piano music from the earliest published works of 1906 to
his last works of 1952, it seems, therefore, that the stylistic language in
which Bortkiewicz expressed himself was formulated almost exclusively by
musical styles as found until the mid- to late 1890s. And given the somewhat
narrow stylistic development between the first and last of his published works,
Op. 3 (1906) and Op. 65 (1947), the question arises as to why all of the
early 20th century’s musical innovation made no documented musical impact
on the composer? It is tempting, maybe even convincing, to connect
Bortkiewicz’ pianistic training with the formulating of his musical preferences.

The composer’s aesthetic beliefs

However, it seems that Bortkiewicz was not immune to contempora-
neous developments in composition; instead he positively revelled in opposing
what he called the degenerate atonals and cacophonists (Bortkiewicz 1952a).
Both his Memoires and selected letters demonstrate that it was not only the
composer Bortkiewicz who appeared at odds with formative musical events
in his life time, as an individual, too, he was highly critical of innovation in
a broader sense. His reluctance to embrace technology as a means to promoting
his own works is nowhere more apparent than in his relationship to record-
ings. The mechanical [representation] of art is a considerable step backwards,
Bortkiewicz wrote in 1936, continuing that the cinema is the greatest enemy
of the theatre, the radio that of domestic music making and of the live concert
(Feldmann 1972: 139). This viewpoint is significant in a number of ways.
Written in the mid-1930s, Bortkiewicz assumes a position that, it can be
argued, is already some 20 years out of date. Many of his contemporaries,
even some of his compatriots, had by this time produced a legacy of acoustic
and/or piano roll recordings that only served to enhance their standing as
performers and composers. As Elke Paul rightly observes, Bortkiewicz’ unwil-
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lingness to embrace technology, even when opportunities arose, placed him
at a considerable disadvantage (Paul 2004).

Furthermore, his Memoires contain a number of significant turns of
phrases in which the composer appears to reveal some closely held beliefs.
Notwithstanding the pertinent discussion of nationality, Bortkiewicz writes:
[..]  and we, the Russian [sic! – N. F.] emigrants live more of the memory of
the past than in the present (Feldmann 1972: 168). Additionally, recalling
the source of much of his inspiration, Bortkiewicz cites the German poet
Goethe only in order to conclude that art is and remains national (Feldmann
1972: 168). However one might define the component of the national, the
creative focus on national heritage on the one hand, and the past as a powerful
force in the creative present has arguably come to symbolise the aesthetic
retrospection that underpins much of his music.

But his focus on traditional tonal harmony is based on more than a sense
of opposition or retrospection. Summarizing his outlook on music in 1952,
Bortkiewicz reflects in an unpublished document on his approach to compo-
sition, on what one might regard as his artistic and aesthetic approach to his
own output. In this untitled four-page document the composer moves between
attempting to reflect on his own work analytically, anecdotal reminiscences,
and the search for defining the terms he has come to regard as relevant to
this debate. In doing so, Bortkiewicz outlines his perception of what compo-
sition is, what modernity in music might mean, and why he has remained
sceptical of recent trends in musical composition.

To Bortkiewicz, the latter seems about the relationship between melody
and harmony, both of which determine what he calls the primary idea, or a
memorable original theme with a subsidiary theme that form the musical
foundation of a work. He also regards the lack of a primary idea as an
inevitable sign of an empty composition (Bortkiewicz 1952b: 1). The concept
of modernity on the other hand is not something the composer objects to
per se. But he does give an indication of why he questions the manifestations
of modern music, citing a newspaper report of 22 rehearsals for a contem-
porary orchestral piece before both the composer and the conductor noticed
that the clarinettist played on a clarinet in A instead of a clarinet in B flat
(Bortkiewicz 1952b: 1). Bortkiewicz sees this as evidence of a spiritually,
emotionally, politically and economically confused time in which the grotes-
que sound gains particular prominence (Bortkiewicz 1952b: 3). He concludes
that however relevant experiments in music might be, these should be con-
ducted in one’s own laboratory, and not publically (Bortkiewicz 1952b: 4).
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Bortkiewicz’ legacy

The assessment of Bortkiewicz’ creative output does inevitably depend
on a number of variables. Viewed from the perspective of the 1920s, as
Niemann and Altmann demonstrate, Bortkiewicz is an exponent of the
composer-pianist category, an artist whose preference for representing his
own works in concert appears to be in line with a contemporaneous sense of
expectation from this type of musician. Stylistically, too, his music can be
viewed as reasonably topical in that it represents one style of the then
contemporary music. By the 1950s or 1960s this position had changed, of
course, not least because of Bortkiewicz’ lack of stylistic development; an
observation that, at least partially, explains Wolter’s categorisation of
Bortkiewicz’ music as dated (Wolters 1967: 511).

The second perspective might be one of examining this music for its
relative value in its own right. Bortkiewicz himself sets clear criteria by which
he determined the success of a composition, as outlined above. And here it
has to be noted that for even in the quite anachronistic works of the 1940s
and 1950s, Bortkiewicz meets his own expectations in terms of searching
for memorable melodies that emerge from a clear sense of harmonic prog-
ression.

The third perspective, taken from the position of distance at the time of
writing (2012) attempts to balance the arguments presented above by not
only considering the music in its own right, or indeed in its contemporaneous
value, but also by acknowledging wider aspects of musical direction and
reception since the composer’s death in 1952. To measure musical relevance
in purely commercial terms by regarding the number of current Bortkiewicz
recordings available as an indication of demand may be missing the point of
music’s intrinsic value, but it nevertheless is an indication of an interest in,
and thereby appreciation of, a composer’s output. If Bortkiewicz remained
opposed to much of the experimental music produced by others in the latter
part of his life, he himself acknowledged that artistic development was
necessary. I would like to emphasize, he wrote, that I am the first to
understand and welcome the search for ‘new ways’ (Bortkiewicz 1952b: 4).

It seems that with the hindsight of being able to reflect on musical trends
and practices in the second half of the 20th century, one is now able to observe
that those new ways have actually led to a renewed interest in the stylistic
achievements of late Romanticism. Whether it is simply a matter of distance
of time or part of a wider tendency to re-discover that which does not imme-
diately precede one’s own work remains to be seen. Interestingly though,
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Arnold Whittall saw this process in its inception as early as 1987 when he
suggested that:

The twentieth century may be, and may remain, predominantly anti-
Romantic: but in its late stages it is still possible for composers to express
and intimate familiarity with, and allegiance to, the techniques, ideals, and
even idioms of the nineteenth century. Romanticism, it seems, is set to remain
a permanent feature of serious music; it has already escaped the confines of
its nineteenth century flowering, and with its survival, the post-Romantic
age is itself the richer (Whittall 1987: 184).

It could therefore be argued that the question of chronology in music
may be at least partially replaced by a focus on the perceived meaning of a
composition in itself; a development that may therefore offer a renewed
sense of validity to the works of Sergei Bortkiewicz.

Sergejs Bortkeviès: mûzikas retrospekcija kâ
pastâvîga mâkslas forma

Nils Franke

Kopsavilkums

Rakstâ piedâvâta ukraiòu komponista Sergeja Bortkevièa (1877–1952)
mûzikas stila kritiska izpçte; tâs ietvaros iztirzâti komponista uzskati, viòa
harmonijas valoda un lîdz ðim nepublicçtie dokumenti, kâ arî paða kompo-
nista veiktâ viòa mûzikas ieceru analîze.

Bortkevièa panâkumi izklâstîti îsâ biogrâfiskâ skicç, kurâ iezîmçti spç-
cîgie paneiropeiskie iespaidi viòa mûzikâ. Kopumâ tâ atspoguïo vçlînâ roman-
tisma stilistiku. Bortkevièa daiïrade piesaistîjusi ievçrojamu pasaules lîmeòa
mûziíu uzmanîbu. Piemçram, 1923. gadâ izcilais pianists Pauls Vitgenðteins
(1887–1961), kuram darbus veltîjuði Pauls Hindemits, Çrihs Volfgangs Korn-
golds, Rihards Ðtrauss, Sergejs Prokofjevs un Moriss Ravels, pasûtîja Bortke-
vièam klavierkoncertu kreisajai rokai un oríestrim. Ðo ukraiòu komponista
darbu Vitgenðteins laikposmâ starp 1924. un 1930. gadu spçlçjis vismaz 11
reizes, pçc tam viòð pasûtîjis Rapsodiju par krievu tçmâm kreisajai rokai un
oríestrim. Ap to paðu laiku, 1927. gadâ, Bortkevièa Etîdi op. 15 nr. 8 ieska-
òojis Morics Rozentâls (1862–1946), viens no 20. gadsimta pirmâs puses
spoþâkajiem klaviervirtuoziem. Jau ðie fakti vien liecina, ka Bortkevièa
skaòdarbi bija iekarojuði nozîmîgu vietu Eiropas mûzikas dzîvç.
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Rakstâ secinâts, ka lielâkâ daïa Bortkevièa skaòdarbu, tostarp viòa
mûzika klavierçm solo, bija savveida mehânisms komponista estçtisko, t.sk.
muzikâlo uzskatu pauðanai. Pçc autora domâm, Bortkevièa daiïrades izpçte
aktualizçs vispâratzîto vçrtîbu saglabâðanas nozîmîbu mainîgâs pasaules
kontekstâ.

Noslçgumâ pausts viedoklis: neraugoties uz vispârçjâm mûzikas attîs-
tîbas tendencçm 20. gadsimta sâkumâ, tâ laika politiskie satricinâjumi daþiem
trimdas mâksliniekiem sniedza iespçju saglabât savu mâksliniecisko identitâti
ðíietami retrospektîvâ, daïçji pat anahroniskâ valodâ, vienlaikus apliecinot
spilgtu un veiksmîgu izteiksmes formu.

Atslçgvârdi: stils, komponista uzskati, harmonijas valoda.
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Îñîáå ííîñòè îðãàíîñòðîå íèÿ â Ëèòâå
â êîíöå XIX – íà÷àëå XX âåêà: ìàñòåðà è èíñòðóìåíòû

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

Â îòëè÷èå îò ýïîõè áàðîêêî, âî âðåìÿ êîòîðîé áûëî äîñòèãíóòî è
óñîâåðøåíñòâîâàíî îäíîðîäíîå çâó÷àíèå îðãàíà ïî ïðèíöèïó Werk, ðî-
ìàíòèêè ïðåäñòàâèëè îðãàí ïðîîáðàçîì îðêåñòðà, à åãî çâó÷àíèå ñòàëî
ïðîãðàìíûì âûðàæåíèåì äðàìàòè÷íîãî ñþæåòà. Ïðèíöèïû îðãàíîñòðî-
èòåëüñòâà àááàòà, îðãàíèñòà è îðãàííîãî ìàñòåðà Ãåîðãà Éîçåôà Ôîãëåðà
(Vogler, 1748–1814), îñíîâîïîëîæíèêà îðêåñòðîâîé îðãàííîé ýðû, ñèëü-
íî ïîâëèÿëè íà äàëüíåéøåå ðàçâèòèå èñêó ññòâà îðãàíîñòðîèòåëüñòâà íå
òîëüêî â Ãåðìàíèè, íî è â áîëüøèíñòâå ñòðàí Ñðåäíåé Åâðîïû. Ìàñòåðà
ñòðåìèëèñü ê òîìó , ÷òîáû ðåãèñòðû îðãàíà ñìîãëè èìèòèðîâàòü ñèì-
ôî íè÷åñêèé îðêåñòð. Ýòè ïðèíöèïû îêàçàëèñü ïðèåìëåìûìè åù¸ è ïîòî-
ìó , ÷òî óïðîùåíèå ìåõàíèêè ïîçâîëèëî ñíèçèòü ñòîèìîñòü ïîñòðîéêè
èíñòðóìåíòîâ. ×òîáû îáëåã÷èòü èãðó , â êîíñòðóêöèè îðãàíîâ øèðîêî
ïðèìåíÿëèñü ðû÷àãè Áàðêåðà ( Barkerhebeln). Ïðåäïðèÿòèÿ Ýáåðõàðäà
Ôðèäðèõà Âàëüêåðà (Walcker), Âèëüãåëüìà Çàóýðà (Sauer), Ôðèäðèõà
Ëàäåãàñòà (Ladegast), áðàòüåâ Ðèãåð (Rieger), Àðèñòèäà Êàâàéå-Êîëÿ
(Cavaillé-Coll ) è äðóãèå êðóïíûå ôèðìû äèêòîâàëè òðàäèöèè, ïðè¸ìû è
òåìïû ñòðîèòåëüñòâà îðãàíîâ.

ßðêèå ïåðåìåíû, ïðîèñõîäèâøèå â îáëàñòè îðãàíîñòðîèòåëüñòâà â
ñòðàíàõ Ñåâåðîçàïàäíîé Åâðîïû â íà÷àëå XIX âåêà, äîñòèãëè Ëèòâó ëèøü
âî âòîðîé ïîëîâèíå òîãî æå ñòîëåòèÿ, óêðåïèëèñü â êîíöå åãî è ïðîäîë-
æàëè îêàçûâàòü âëèÿíèå äî Âòîðîé ìèðîâîé âîéíû. Â Ìàëîé Ëèòâå, ïðè-
íàäëåæàâøåé Ãåðìàíèè, ñëîæèëàñü èíàÿ ñèòóàöèÿ: îðãàíû ðîìàíòè-
÷åñêîãî òèïà òàì ñòðîèëèñü óæå ñ ñåðåäèíû XIX âåêà. Â ïðîòåñòàíòñêîé
(ëèòîâñêîé) öåðêâè Ñâ. Èàêîâà ãîðîäà Êëàéïåäû íàõîäèëñÿ îðãàí îä-
íîãî èç èçâåñòíåéøèõ íåìåöêèõ ìàñòåðîâ âòîðîé ïîëîâèíû XIX âåêà
Ôðèäðèõà Ëàäåãàñòà (2 ìàíóàëà, ïåäàëü, 44 ãîëîñà, 1858 ã.). Â äðóãîì (íå-
ìåöêîì) õðàìå Ñâ. Èîàííà áûë îðãàí ñ òðåìÿ ìàíóàëàìè, ïåäàëüþ, 42 ðå-
ãèñòðàìè, ïîñòðîåííûé íåìåöêèì ìàñòåðîì Êàðëîì Àâãó ñòîì Áóõãîëü-
öåì ( Buchholz) â 1857 ãîäó. Ïîñëå Âòîðîé ìèðîâîé âîéíû öåðêâè áûëè
ðàçðóøåíû, à ñ íèìè – è îðãàíû. Âî âðåìÿ âîéíû òàêæå ñãîðåë îðãàí,
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ïîñòðîåííûé â 1863 ãîäó íåìåöêîé ôèðìîé Êàðëà Ýäóàðäà Åìëèõà
(Jehmlich, Äðåçäåí) â Ðåòàâñêîì êîñò¸ëå.

Êðóïíûå îðãàííûå ôèðìû XIX âåêà ñòðîèëè îðãàíû â öåðêâÿõ Áàë-
òèéñêîãî ðåãèîíà, à òàêæå â ãîðîäàõ Ðîññèè. Ïî ñðàâíåíèþ ñ Ëàòâèåé,
Ýñòîíèåé, Ðîññèåé è Ïîëüøåé â Ëèòâå òàêèõ îðãàíîâ áûëî ïîñòðîåíî
ñîâñåì íåìíîãî – ëèøü íåñêîëüêî íåáîëüøèõ èíñòðóìåíòîâ. ßðêèé ñî-
õðàíèâøèéñÿ ïðèìåð çðåëîãî ðîìàíòèçìà – òð¸õìàíóàëüíûé îðãàí ôèðìû
E. F. Walcker & Co (îñíîâàòåëü Ýáåðõàðä Ôðèäðèõ Âàëüêåð, 1794–1872),
ïîñòðîåííûé â 1939 ãîäó â öåðêâè Ñâ. Àðõàíãåëà Ìèõàèëà â ãîðîäå Êà óíàñ.

Çàïàäíîåâðîïåéñêàÿ òðàäèöèÿ ñòðîèòåëüñòâà îðãàíîâ â Ëèòâå ïðî-
ÿâèëàñü âåñüìà îäíîðîäíîé ýïîõîé ëèòîâñêîãî ðîìàíòè÷åñêîãî îðãàíî-
ñòðîèòåëüñòâà. Îäíàêî, óãëóáèâøèñü â çâóêîâóþ è êîíñòðóêöèîííóþ
ñïåöèôèêó îðãàíîâ, ñîçäàííûõ â Ëèòâå â êîíöå XIX – íà÷àëå XX âåêà,
ìîæíî âûäåëèòü òåíäåíöèè ðàííåãî, çðåëîãî è ïîçäíåãî ðîìàíòèçìà.
Ñâîåîáðàçèåì, êà÷åñòâîì è êîëè÷åñòâîì, èñïîëüçîâàíèåì íîâûõ ñðåäñòâ
â ìåõàíèêå (ïíåâìàòèêà, ðû÷àãè Áàðêåðà), âûðàçèòåëüíîñòüþ çâó÷àíèÿ,
îðèãèíàëüíîñòüþ, õóäîæåñòâåííîñòüþ îðãàííûõ ïðîñïåêòîâ è ñëàæåí-
íîñòüþ âíåøíåé è âíóòðåííåé êîíñòðóêöèé âûäåëÿþòñÿ èíñòðóìåíòû
òð¸õ ëèòîâñêèõ îðãàíîñòðîèòåëåé – Éó îçàïàñà Ðàäàâè÷þñà, Éîíàñà
Ãàðàëÿâè÷þñà è Ìàðòèíàñà Ìàñàëüñêèñà. Ïðè ðåêîíñòðóêöèè ñòàðûõ
îðãàíîâ îíè çà÷àñòóþ îñòàâëÿëè öåííûå ôàñàäû áàðîêêî è êëàññèöèç-
ìà, òàêèì îáðàçîì ñîçäàâàÿ ñâîåîáðàçíûé ñìåøàííûé ñòèëü.

Éóîçàïàñ Ðàäàâè÷þñ (Radavièius, òàêæå Rodowizc, 1835?–1908?) –
îäèí èç ñàìûõ ÿðêèõ îðãàííûõ ìàñòåðîâ Ëèòâû â êîíöå XIX – íà÷àëå
XX âåêà. Â åãî èíñòðóìåíòàõ îòðàæàþòñÿ ÷åðòû ðîìàíòè÷åñêîãî îðãà-
íîñòðîèòåëüñòâà ðàçíûõ ãðàäàöèé (ðàííåãî, çðåëîãî è ïîçäíåãî ðîìàí-
òèçìà). Ïðîñòûå ïî êîíñòðóêöèè èíñòðóìåíòû Ðàäàâè÷þñà îòëè÷àþòñÿ
âûñîêèì êà÷åñòâîì, äåðåâÿííûìè è ìåòàëëè÷åñêèìè òðóáàìè ðó÷íîé
ðàáîòû, ÿðêèì çâó÷àíèåì ïðèíöèïàëîâ, ìèêñòóðàìè è âíÿòíûì èíòî-
íèðîâàíèåì, ïðèãîäíûì äëÿ ëþáîãî, íå òîëüêî ðîìàíòè÷åñêîãî ðåïåð-
òóàðà. Â äèñïîçèöèè îðãàíîâ Ðàäàâè÷þñà ïðåîáëàäàþò âîñüìèôóòîâûå
ðåãèñòðû.

Îðãàí êà óíàññêîãî êàôåäðàëüíîãî ñîáîðà Ñâ. Àïîñòîëîâ Ïåòðà è
Ïàâëà, êàê è áîëüøèíñòâî äðóãèõ îðãàíîâ â Ëèòâå, ïåðåæèë äîëãóþ èñòî-
ðèþ ñòðîèòåëüñòâà è ïåðåñòðàèâàíèÿ. Ðàäàâè÷þñ â 1893–1895 ãîäû ïå-
ðåñòðîèë îðãàí, ðàñøèðèâ åãî äî 63 ãîëîñîâ. Îðãàí êà óíàññêîãî ñîáîðà
áûë íå òîëüêî ñàìûì áîëüøèì, íî è íàèáîëåå âèäíûì ïðèìåðîì îðãà-
íîñòðîèòåëüíîãî èñêó ññòâà â Ëèòâå â äàííûé ïåðèîä, êîòîðûé âïîëíå
ìîã âîéòè â êîíòåêñò åâðîïåéñêîé êóëü òóðû. Â åãî ðàñïîëîæåíèè èìå-
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åòñÿ âåñüìà êðàñî÷íûé õîð ÿçû÷êîâûõ ðåãèñòðîâ ôðàíöóçñêîãî ñòèëÿ,
ñâèäåòåëüñòâóþùèé î âëèÿíèè ôðàíöóçñêîé òðàäèöèè. Òðàäèöèè ðàí-
íåãî ðîìàíòèçìà â îðãàíå êà óíàññêîãî êàôåäðàëüíîãî ñîáîðà îòðàæà-
þòñÿ â ïðèíöèïå îðêåñòðîâîãî ðàñïîëîæåíèÿ ãîëîñîâ â ìàíóàëàõ: â ïåð-
âîì ïðåîáëàäàþò ïðèíöèïàëû ( Principal 16’ , Principal 8’ , Octava 4’), âî
âòîðîì – ôëåéòû ( Gemshorn 8’, Flutharmonie 8’, Flauto dolce 8’, Flauto
dolce 4’, Gedacktflöte 4’, Flautine 2’), â òðåòüåì – ñòðóííûå ( Viola major
16’, Geigen principal 8’, Viola d’amour 8’ , Geigen principal 4’, Viola 4’ ),
òàêæå ïðåâàëèðóþùèå âîñüìèôóòîâûå ðåãèñòðû. Èìåþòñÿ öåëûõ òðè ðå-
ãèñòðà ãàìáà (äâà Gambe 8’ è Gambe 4’), îòðàæàþùèå çâóêîâóþ òðàäè-
öèþ ðàííåãî ðîìàíòèçìà, òàêæå ïîëþáèâøèéñÿ â òå âðåìåíà Clarinetto
è óæå â ýïîõó ïîçäíåãî ðîìàíòèçìà èñïîëüçîâàâøèéñÿ øèðîêîìåíçóð-
íûé àëèêâîòíûé ðåãèñòð Cornet. Tutti  êàæäîãî ìàíóàëà è äàæå ïåäàëè â
÷àñòíîñòè, ïðèñóùèå ýòîìó èíñòðóìåíòó , õàðàêòåðíû äëÿ çðåëîãî ðîìàí-
òèçìà. Âëèÿíèå ïîçäíåãî ðîìàíòèçìà ïðîÿâëÿåòñÿ â èñïîëüçîâàíèè
ïíåâìàòè÷åñêîé ñèñòåìû â òðàêòóðàõ, ðû÷àãîâ Áàðêåðà.

Êëàññè÷åñêèé ïðèìåð çðåëîãî ðîìàíòèçìà â Ëèòâå – 32-ãîëîñíûé
îðãàí (1890) Ðàäàâè÷þñà â êîñò¸ëå Ñâ. Äåâû Ìàðèè â Âàáàëüíèíêàñå ñ
òðåìÿ ìàíóàëàìè è ïåäàëüíîé êëàâèàòóðîé. Â íèõ èìåþòñÿ ÷åòûðå ñîåäè-
íåíèÿ tutti (îòäåëüíûå äëÿ ìàíóàëîâ è ïåäàëè). Ò ðóáû âòîðîãî è òðåòüåãî
ìàíóàëà ïîñòàâëåíû çà ïåðåãîðîäêîé æàëþçè. Ïðèíöèïàëû, ôëåéòû è
ñòðóííûå ðåãèñòðû ðàñïðåäåëåíû â ìàíóàëàõ. Åäèíñòâåííûé ðåãèñòð
ñåìåéñòâà àëèêâîòîâ Quinte 6’ – òîëüêî â ïåäàëè. Îðãàí ðàñïîëàãàåò
êðàñî÷íûì íàáîðîì ñòðóííûõ ðåãèñòðîâ – Gambe 8’ (I ìàí.), Viola 8’
(II ìàí.), Viola 16’ , Geigen Principal 8’ (III ìàí.), Violon 16’ , Cello 8’ (ïåä.).
Â îäíîì ìàíóàëå (III) ðàñïîëîæåíû öåëûõ äâà ãîëîñà òèïè÷íîãî ðîìàí-
òè÷åñêîãî ðåãèñòðà – Salicional 8’ è Salicional 4’. Òðàêòóðà ýòîãî îðãàíà –
ìåõàíè÷åñêàÿ, îäíàêî ðåãèñòðû ñ ó ñòðîéñòâîì Áàðêåðà ñâèäåòåëüñòâóåò
î òðàäèöèè çðåëîãî è ïîçäíåãî ðîìàíòèçìà. Îðãàí Âàáàëüíèíêàñà âû-
ñîêî öåíèë ëèòîâñêèé êîìïîçèòîð è îðãàíèñò Þy oçàc Íà óÿëèñ (Naujalis,
1869–1934), êîòîðûé ó÷àñòâîâàë íà ïðè¸ìå ðàáîò ïî çàâåðøåíèþ èíñò-
ðóìåíòà, èãðàë íà èíà óãóðàöèîííîì êîíöåðòå è ãîä òàì ðàáîòàë.

Â êîíöå XIX – íà÷àëå XX âåêà Éó îçàïàñ Ðàäàâè÷þñ ïåðåñòðîèë
íåìàëî ñòàðûõ âèëüíþññêèõ èíñòðóìåíòîâ. Ýòî îðãàíû Åâàíãåëè÷åñêî-
ëþòåðàíñêîé öåðêâè (ïîñòðîèë Ã åðõàðäò Àðåíäò Öåëëå /Zelle/, 1751–
1753), êîñò¸ëà Ñâ. Èîàííîâ (Ò åîäîð Òèäåìàíí / Tiedemann/, 1839), êîñ-
ò¸ëà Ñâ. Ôðàíöèñêà Àññèçñêîãî (Íèêîëà óñ ßíöîí / Jantzon/, 1764–1766).
Òð¸õìàíóàëüíûé èíñòðóìåíò , ïîñòðîåííûé Ðàäàâè÷þñîì â 1886 ãîäó â
âèëüíþññêîì êîñò¸ëå Ñâ. Èîíîâ, íå ñîõðàíèëñÿ, îäíàêî îñòàëàñü åãî



122

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – V

àðõèâíàÿ äèñïîçèöèÿ. Äàííûé îðãàí Ðàäàâè÷þñà, â îòëè÷èå îò îðãàíîâ
â êàóíàññêîì êàôåäðàëüíîì ñîáîðå èëè êîñò¸ëå Âàáàëüíèíêàñà, íå ÿâ-
ëÿåòñÿ òèïè÷íûì ðîìàíòè÷åñêèì èíñòðóìåíòîì. Â í¸ì ïðåîáëàäàåò íå
ðîìàíòè÷åñêèé, îðêåñòðîâûé, à áàðî÷íûé Werkprinzip . Â êàæäîì ìàíó-
àëå è ïåäàëè èìååòñÿ õîð ïðèíöèïàëîâ, ìàëî ñìû÷êîâûõ ðåãèñòðîâ è èíûõ
ðîìàíòè÷åñêèõ ãîëîñîâ. Êðîìå ðû÷àãîâ Áàðêåðà â ýòîì èíñòðóìåíòå íåò
õàðàêòåðíûõ ðîìàíòè÷åñêèõ óñòðîéñòâ, âàëà crescendo (crescendo Walze)
èëè ñîåäèíåíèé tutti. Òðàêòóðà êëàâèàòóð – ìåõàíè÷åñêàÿ, áîëåå ñâîé-
ñòâåííàÿ äëÿ îðãàíîâ áàðîêêî. Îäíàêî â èíñòðóìåíòå Ðàäàâè÷þñà îòñóò-
ñòâóþò òàêæå ìíîãèå áàðî÷íûå ãîëîñà, èìåâøèåñÿ â äèñïîçèöèè îðãàíà
Òèäåìàíà: Vox Humana 8’ , Unda maris 8’, Jula 4’, Posaune 32’ è ïðî÷èå.
Ñðåäè âîñüìèôóòîâûõ áàðî÷íûõ ãîëîñîâ åñòü è ðîìàíòè÷åñêèå: Flut
d’Amour 8’ , Violon 8’ , Gambe 8’. Ðàäàâè÷þñ îáîãàòèë èçíà÷àëüíóþ äèñ-
ïîçèöèþ ðåãèñòðàìè ðîìàíòè÷åñêîãî çâó÷àíèÿ. Äàííûé îðãàí áûë ïî-
ñòðîåí ïî÷òè äåñÿòü ëåò ðàíüøå, ÷åì â êàóíàññêîì ñîáîðå. Ðîìàíòè÷åñ-
êàÿ òðàäèöèÿ îðãàíà-îðêåñòðà ñòàëà ñèëüíåå ïðîñà÷èâàòüñÿ â Ëèòâó
òîëüêî â ïîñëåäíåì äåñÿòèëåòèè XIX âåêà. Ïåðåõîäíûé ïåðèîä îðãàíî-
ñòðîèòåëüñòâà, ñîåäèíÿþùèé òðàäèöèè áàðîêêî è ðîìàíòèçìà, ïåðåøàã-
íóë ÷åðòó XX âåêà.

Î æèâó÷åé òðàäèöèè áàðîêêî è ìåäëåííîé èíòåãðàöèè òðàäèöèé
ðîìàíòèçìà â îðãàííóþ êóëü òóðó Ëèòâû ñâèäåòåëüñòâóåò òàêæå îðãàí â
êîñò¸ëå Ñâ. Ôðàíöèñêà Àññèçñêîãî (áåðíàðäèíñêîãî), ïåðåñòðîåííûé
Ðàäàâè÷þñîì â íà÷àëå XX âåêà (ïðåæäå òàì áûë áàðî÷íûé îðãàí). Îí
áûë óíè÷òîæåí â ñîâåòñêîå âðåìÿ, î í¸ì ìîæíî ñóäèòü ïî îñòàâøåéñÿ
àðõèâíîé äèñïîçèöèè, ìåõàì, ôðàãìåíòó òðàêòóðû, òðóáàì è äðóãèì
îñòàâøèìñÿ âàæíûì ÷àñòÿì. Ïðîñïåêò ýòîãî îðãàíà, ðàñøèðåííûé Ðà-
äàâè÷þñîì, áàðî÷íûé, è ñàì èíñòðóìåíò òàêæå íå ÿâëÿåòñÿ òèïè÷íûì
îòðàæåíèåì ýðû ðîìàíòèçìà. Îí íå èìååò ðîìàíòè÷åñêèõ ó ñòðîéñòâ è
óïðàâëÿåòñÿ ìåõàíè÷åñêè. Âëèÿíèå ðîìàíòè÷åñêîé òðàäèöèè âûäàþò
âîñüìèôóòîâûå ãîëîñà Viola da Gamba 8’, Geigenprincipal 8’, Viola 8’ ,
Cello 8’ è ôëåéòîâûå ( Flûte harmonique 8’). Ðåäêèé ñëó÷àé ñðåäè îðãàíîâ
â Ëèòâå – àëèêâîòíûé ðåãèñòð Quinte 5 1/3 â ïåäàëüíîé êëàâèàòóðå. Íå
ñîõðàí¸í, óâû, è îðãàí, ïîñòðîåííûé Ðàäàâè÷þñîì â 1888 ãîäó â Åâàí-
ãåëè÷åñêî-ëþòåðàíñêîé öåðêâè â Âèëüíþñå. Îí òàêæå áûë ÿðêèì îá-
ðàçöîì ñèíòåçà áàðîêêî è ðîìàíòèçìà.

Õàðàêòåðíûé äëÿ Ðàäàâè÷þñà îðãàí íàõîäèòñÿ â Ïàíåâåæèñå â êîñ-
ò¸ëå Ñâ. Ïåòðà è Ïàâëà (1887). Ýòî èíñòðóìåíò ñ äâóìÿ ìàíóàëàìè è 23
ãîëîñàìè. Èñòîðèÿ îðãàíà, ïîñòðîåííîãî Ðàäàâè÷þñîì â Æÿìàéòèéñ -
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êîé Êàëâàðèéñêîé öåðêâè Ïîñåùåíèÿ Ñâ. Äåâû Ìàðèè, äî ñèõ ïîð äî
êîíöà íå ðàñêðûòà. Â äàííîì îðãàíå âñòðîåí óíèêàëüíûé àêó ñòè÷åñêèé
áàðàáàí ôðàíöóçñêîãî òèïà ( l’orage èëè Effet d’orage), ñâîéñòâåííûé
ôðàíöóçñêîìó îðãàííîìó ìàñòåðó Àðèñòèäó Êàâàéå-Êîëþ. Ýòî åäèí-
ñòâåííûé îáðàçåö ïîäîáíîãî ðîäà â Ëèòâå. Ïîñëåäíèå èíñòðóìåíòû Ðà-
äàâè÷þñà, âîçìîæíî, äîñòðîåíû åãî ó÷åíèêàìè Àíòàíàñîì ßãåëîé
(Jagëla) èëè Âåëè÷êîé (Velièka).

Éî íàñ Ãàðàëÿâè÷þñ (Garalevièius, 1871–1943) áûë ó÷åíèêîì îäíîãî
èç èçâåñòíåéøèõ íåìåöêèõ ìàñòåðîâ, äèêòîâàâøèõ òðàäèöèè ñòðîèòåëü-
ñòâà îðãàíîâ â ýïîõó ðîìàíòèçìà – Áåðíõàðäà Ã ðþíåáåðãà (Grüneberg),
èìåâøåãî îðãàííîå ïðåäïðèÿòèå â Øòåòèíå (òåïåðü Ùåöèí, Ïîëüøà).
Çà ïîñëåäíåå äåñÿòèëåòèå XIX è ïåðâûå äåñÿòèëåòèÿ XX âåêà Ãàðàëÿâè-
÷þñ ïåðåñòðîèë è ðåêîíñòðóèðîâàë îêîëî ñòà îðãàíîâ â Ëèòâå, à òàêæå â
Ïîëüøå, Ëàòâèè è Áåëîðó ñè. Íå âñå åãî èíñòðóìåíòû ñîõðàíèëèñü, ïî-
ýòîìó îãðîìíóþ âàæíîñòü ïðè èññëåäîâàíèè ðîìàíòè÷åñêèõ îðãàíîâ
èãðàþò îñòàâøèåñÿ â àðõèâàõ äèñïîçèöèè è îïèñàíèÿ îðãàíîâ ëèòîâñ-
êèõ ìàñòåðîâ. Àðõèâíûå äîêóìåíòû ñâèäåòåëüñòâóþò îá èíñòðóìåíòå,
ñóùåñòâîâàâøåì äî Ïåðâîé ìèðîâîé âîéíû â Ã àðëÿâå â êîñò¸ëå Ñâ. Òðî-
èöû. Íûíå òàì íàõîäèòñÿ îðãàí Áðóíî Ã ¸áåëÿ (Göbel, 1930 ã.). Ìíîæå-
ñòâî îðãàíîâ ëèòîâñêèõ ìàñòåðîâ, â òîì ÷èñëå è Ã àðàëÿâè÷þñà, áûëè ïåðå-
ñòðîåíû äðóãèìè ìàñòåðàìè. Îäèí èç ïðèìåðîâ – èíñòðóìåíò â Áîãîÿâ-
ëåíñêîì êîñò¸ëå â Ïðåíàé, îêîëî 1980 ãîäà ïåðåñòðîåííûé Àíòàíàñîì
Ìàðöèíêÿâè÷þñîì ( Marcinkevièius) âìåñòî îðãàíà Ã àðàëÿâè÷þñà, îò êî-
òîðîãî îñòàëàñü èñòîðè÷åñêàÿ äèñïîçèöèÿ. Åñòü íåìàëî ñëó÷àåâ, êîãäà
àâòîðñòâî îðãàíà íåâîçìîæíî ïðèñâîèòü êàêîìó-ëèáî îäíîìó ìàñòåðó .
Íàïðèìåð, à óòåíòè÷íûé áàðî÷íûé èíñòðóìåíò â êîñò¸ëå Âîçíåñåíèÿ
Ïðåñâÿòîé Áîãîðîäèöû â Ñèìíå, ïîñòðîåííûé íåèçâåñòíûì ìàñòåðîì
â íà÷àëå XIX âåêà (äî 1812 ã.), íå ñîõðàíèëñÿ. Â ïåðâîì äåñÿòèëåòèè XX
âåêà ýòîò îðãàí ïåðåñòðîèë èëè òîëüêî ÷èíèë Àíäæåé Áëîìáåðã ( Blomberg).
Îäíàêî â îðãàíå èìååòñÿ òàáëè÷êà, óêàçûâàþùàÿ àâòîðñòâî Éîíàñà Ã à-
ðàëÿâè÷þñà. Àâòîðñòâî Ãàðàëÿâè÷þñà òàêæå îêîí÷àòåëüíî íå óñòàíîâ-
ëåíî è ïî îòíîøåíèþ ê îðãàíó êîñò¸ëà Âîçíåñåíèÿ Õðèñòà â Ó òåíå.

Äèñïîçèöèè îðãàíîâ Ã àðàëÿâè÷þñà îòðàæàþò ëèòîâñêóþ ðîìàíòè-
÷åñêóþ îðêåñòðîâóþ ýðó â îðãàííîì ñòðîèòåëüñòâå. Åãî îðãàíàì ñâîé-
ñòâåííî íåæíîå, ìÿãêîå çâó÷àíèå, èìèòèðóþùåå òåìáðû ñòðóííûõ èí-
ñòðóìåíòîâ ( Geigenprincipal, Viola di gamba, Violonbass, Salicional). Â
èíñòðóìåíòàõ Ãàðàëÿâè÷þñà ÷àùå, ÷åì â äèñïîçèöèÿõ èíñòðóìåíòîâ äðó-
ãèõ ëèòîâñêèõ ìàñòåðîâ, âñòðå÷àåòñÿ õàðàêòåðíûé ðîìàíòè÷åñêèé ãîëîñ
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Aeolina 8’ (â êîñò¸ëàõ Áèðøòîíàñà, Ëàçäèÿé, Ìàðöèíêîíÿé, Ìåòåëÿé,
Ïðåíàé, Ñèìíà è ìíîæåñòâå äðóãèõ). Â íåêîòîðûõ èíñòðóìåíòàõ Ã àðà-
ëÿâè÷þñà âñòðîåíî äàæå ñðàçó íåñêîëüêî ãîëîñîâ Vox coelestis 8’. Ïî
îäíîìó ðåãèñòðó Vox coelestis â êàæäîì ìàíóàëå èìååòñÿ â îðãàíå Áàçè-
ëèêè ßâëåíèÿ Ïðåñâÿòîé Äåâû Ìàðèè â ïîëüñêîì ãîðîäå Ñåéíû (1907).
Unda Maris 8’  (I ìàíóàë) è Vox Coelestis 8’ (II ìàíóàë), èìåþùèåñÿ ó îð-
ãàíà êîñò¸ëà Ñâ. Ãåîðãèÿ â Âèëüêèè, à òàêæå Posaune 16’ (ïåäàëè) è Viola
di Gamba 8’ (I ìàíóàë) ñâèäåòåëüñòâóþò î ïåðåñå÷åíèè ðàçëè÷íûõ ýïîõ
â èíñòðóìåíòàõ äàííîãî ìàñòåðà.

Â ýïîõó ðîìàíòèçìà â ñòðàíàõ Çàïàäíîé Åâðîïû, äèêòîâàâøèõ òðà-
äèöèè ñòðîèòåëüñòâà îðãàíîâ, ÿçû÷êîâûå ãîëîñà ñòàëè èñïîëüçîâàòüñÿ
ëèøü äëÿ îáùåãî ó ñèëåíèÿ çâóêà. Îäíàêî â íàèáîëåå êðóïíûõ îðãàíàõ
Ãàðàëÿâè÷þñà èìåþòñÿ ÿçû÷êîâûå ðåãèñòðû (Trompet 8’ , Clarinet 8’) äî-
ñòàòî÷íî êðåïêîãî, áàðî÷íîãî çâó÷àíèÿ, ÷òî ïîçâîëÿåò èñïîëíÿòü íà íèõ
è ïðîèçâåäåíèÿ áàðîêêî. Íà îðãàíàõ Ã àðàëÿâè÷þñà – íåáîëüøèõ, íî
êðàñî÷íûõ, áëàãîäàðÿ ðàçíîîáðàçèþ ãîëîñîâ – ìîæíî èçâëå÷ü pleno
Bordun 16’ , Principal 8’ , Octava 4’, Mixtur 2–3 f (ïëàòåëÿéñêèé êîñò¸ë) è
èñïîëíÿòü âåñüìà ðàçíîîáðàçíûé ðåïåðòóàð.

Ìàðòèíàñ Ìàñàëüñêèñ (Masalskis, 1858–1954) ïîñòðîèë îêîëî âîñü-
ìèäåñÿòè èíñòðóìåíòîâ â Ëèòâå è ñîñåäíèõ ãîñóäàðñòâàõ. Â äèñïîçèöèè
åãî èíñòðóìåíòîâ äîìèíèðóþò âîñüìèôóòîâûå ðîìàíòè÷åñêèå ãîëîñà,
òèõèå, ðåæå èñïîëüçîâàâøèåñÿ äðóãèìè ìàñòåðàìè ôëåéòîâûå ( Portunal-
floete 8’) è ñìû÷êîâûå ( Viola d‘orchestre 8’) ðåãèñòðû. Ñðåäè íèõ âûäå-
ëÿþòñÿ ÿðêèå ðîìàíòè÷åñêèå ÿçû÷êîâûå ãîëîñà Clarinette 8’, Clarino 8’ ,
Tuba mirabilis 8’ . Èìåþòñÿ è ðåäêî âñòðå÷àþùèåñÿ â ëèòîâñêèõ îðãàíàõ
ñîçâó÷èÿ ãîëîñîâ Aeoline Harmonika 8’  (êîñò¸ë Âñåõ Ñâÿòûõ â Øâÿí÷¸-
íèñ) è Vox coelestis Tremolo (â êîñò¸ëàõ Øåòû è Øâÿí÷¸íèñ). Ò àêæå îñîáî
ðåäêî âñòðå÷àåòñÿ â Ëèòâå ìÿãêî çâó÷àùèé ñìû÷êîâûé ðåãèñòð Silvestrina
8’ (â Êàçîêèøêåñ). Îðãàíàì Ìàñàëüñêèñà ïðèñóùè õàðàêòåðíûå ðîìàí-
òè÷åñêèå ÿçû÷êîâûå ãîëîñà: Clarinette 8’, Clarino 8’ , Tuba mirabilis 8’ .
Ðåäêîñòüþ äëÿ îðãàííîãî ñòðîèòåëüñòâà ýòîãî ïåðèîäà ÿâëÿëîñü òî, ÷òî
Ìàñàëüñêèñ â ñâîèõ ðàííèõ îðãàíàõ èñïîëüçîâàë àëèêâîòíûå ãîëîñà
(Rauschquinte 2 2/3, â êîñò¸ëàõ Ïóìïåíàé è Âàøêàé) è îñîáåííî â ïåäàëè
(Nasard 10 2/3, Âàøêàé). Íà Ìàñàëüñêèñà âïîëíå ìîã ïîâëèÿòü îðãàí
èçâåñòíîãî ìàñòåðà Ôðèäðèõà Ëàäåãàñòà, ñòîÿâøèé â êîñò¸ëå Ñâ. Èàêîâà
â Êëàéïåäå, ñîõðàíèâøåÿñÿ äèñïîçèöèÿ êîòîðîãî ñâèäåòåëüñòâó åò î òîì,
÷òî â ïåäàëè áûë àëèêâîò Nassat 5 1/3.

Îðãàíû Ìàñàëüñêèñà, èìåâøèå ðîìàíòè÷åñêîå çâó÷àíèå, ÷àùå âñåãî
óêðàøàëè õóäîæåñòâåííûå ôàñàäû íåîãîòè÷åñêîé, íåîáàðî÷íîé àðõè-
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òåêòóðû. Êðîìå óïîìÿíóòûõ, â Ëèòâå îñòàëîñü íåìàëî îðãàíîâ, ïîñòðî åí-
íûõ Ìàñàëüñêèñîì. Ïðè ñîçäàíèè îðãàííûõ ïðîñïåêòîâ ìàñòåð óäåëÿë
áîëüøîå âíèìàíèå èõ âíåøíîñòè, ÷àñòî íàíèìàë ïðîôåññèîíàëüíûõ
ìàñòåðîâ ïî ðåçüáå. Âåëè÷åñòâåííûé ïðîñïåêò îðãàíà â Êðàæÿé îòëè÷à-
åòñÿ è ðàçìåðàìè, è õóäîæåñòâåííîé öåííîñòüþ. Ò àêæå öåííà ðåçüáà íà
âàøêàéñêîì îðãàíå. Â êîñò¸ëå Áîãîÿâëåíèÿ Ïðåñâÿòîé Äåâû Ìàðèè â
Èëàêÿé âåëè÷åñòâåííûé íåîãîòè÷åñêèé ïðîñïåêò äëÿ îðãàíà Ìàñàëüñ-
êèñà ñîçäàë èçâåñòíûé ñòîëÿð è ðåç÷èê òîãî âðåìåíè Äîìèíèêàñ Ìàëà-
êàóñêèñ (Malaukauskis).

Êðîìå òð¸õ óïîìÿíóòûõ èçâåñòíûõ ìàñòåðîâ, â èñòîðè÷åñêèõ èñòî÷-
íèêàõ âñòðå÷àþòñÿ âñåãî íåñêîëüêî èì¸í äðóãèõ îðãàíîñòðîèòåëåé Ëèò-
âû êîíöà XIX – ïåðâîé ïîëîâèíû XX âåêà. Ìàëî èçâåñòíî îá Àëåêñàíäðå
Ìàöêåâè÷þñå ( Mackevièius), ðàáîòàâøåì âî âòîðîé ïîëîâèíå XIX âåêà.
Â ïåðâîé ïîëîâèíå XX ñòîëåòèÿ è ïîçæå îðãàíû ñòðîèë Þðãèñ À ñòðàóñ-
êàñ (Astrauskas, 1889–1975). Íåìàëóþ ÷àñòü èíñòðóìåíòîâ êîíöà XIX –
íà÷àëà XX âåêà ñîñòàâëÿþò îðãàíû, ÷ü¸ àâòîðñòâî íåóñòàíîâëåíî: â íèõ
ïåðåïëåòàþòñÿ ÷åðòû áàðîêêî, êëàññèöèçìà è ðîìàíòèçìà. Áîëüøóþ ÷àñòü
îðãàííîãî ëàíäøàôòà òîãî âðåìåíè ñîñòàâëÿþò îðãàíû, ïîñòðîåííûå
ïðèåçæèìè ìàñòåðàìè. Â ïåðâîé ïîëîâèíå XX âåêà (äî Âòîðîé ìèðîâîé
âîéíû) â Âèëüíþñå áûëà ìàñòåðñêàÿ ïðåäñòàâèòåëÿ ïîëüñêîé äèíàñòèè
îðãàííûõ ìàñòåðîâ Âàöëàâà Áåðíàöêèñà ( Biernacki, 1878–1954). Íåñêîëü-
êî öåííûõ îðãàíîâ â Ëèòâå òàêæå ïîñòðîèëè ïðåäñòàâèòåëè ñåìåéñòâ
Áëîìáåðãîâ ( Blomberg) è Øèìàíüñêèõ ( Szymañski). Îðãàíû ñ ìåõàíè-
÷åñêîé òðàêòóðîé èçãîòîâëÿë ìàñòåð Ôëîðèàí Îñòðîìåöêèé ( Ostro-
mecki), æèâøèé â Âèëüíþñå ïðèìåðíî ñ 1885 ãîäà. Áðóíî Ã ¸áåëü (Göbel,
1860–1944) èç Êåíèãñáåðãà ïåðåíÿë ìàñòåðñêóþ Ìàêñà Òåðëåöêèñà
(Terletzki, 1834–1903), ïîñòðîåâøåãî íåìàëî èíñòðóìåíòîâ íà Þãî-Çà-
ïàäå Ëèòâû; Ã¸áåëü èíòåíñèâíî ñòðîèë îðãàíû â Ëèòâå â ãîäû íåçàâèñè-
ìîñòè. Ìàëûå èíñòðóìåíòû Ã ¸áåëÿ îáëàäàëè êîìïàêòíîñòüþ è ÿñíûì
çâó÷àíèåì, ïîýòîìó èñïîëüçîâàëèñü â ïåäàãîãè÷åñêèõ öåëÿõ. Â 1933 ãîäó
êàóíàññêàÿ êîíñåðâàòîðèÿ ïðèîáðåëà îðãàí ôèðìû ýòîãî ìàñòåðà. Áîëü-
øèå îðãàíû Ã ¸áåëÿ â íà÷àëå XX âåêà áûëè âîçäâèãíóòû â êîñò¸ëå Ñâ.
Àïîñòîëà Èàêîâà â Øâåêøíå (äâà ìàíóàëà, 24 ðåãèñòðà, 1906), â êîñò¸ëå
Ñâ. Ôðàíöèñêà Àññèçñêîãî â Øèëàëå (äâà ìàíóàëà, 22 ðåãèñòðà, 1912), â
êîñò¸ëå Ñâ. Ïå÷àëüíîé Äåâû Ìàðèè â Ñàëàêàñå (äâà ìàíóàëà, 25 ðåãèñò-
ðîâ, 1914), â êîñò¸ëå Ñâ. Àïîñòîëà Ìàòôåÿ â Íà óÿìåñòèñå (äâà ìàíóàëà,
34 ðåãèñòðà, 1913, îðãàí ñãîðåë â 2007 ãîäó).

Òåì âðåìåíåì â Ëèòâå, îñîáåííî â ñåâåðíîé ÷àñòè, îðãàíû âîçäâè-
ãàëè òàêæå ìàñòåðà èç Ëàòâèè. Èíñòðóìåíòû îòöà Êàðëà Ïàâëà Îòòî
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Ãåðìàíà ( Herrmann, 1807–1868, ïðèáûë â Ëàòâèþ èç Ãåðìàíèè) è ñûíà
Êàðëà Àëåêñàíäðà Ãåðìàíà (1847–1926 èëè 1928), êîòîðûå èìåëè ïðåä-
ïðèÿòèå â Ëèáàó (â ñåãîäíÿøíåé Ëèåïàå), îòëè÷àëèñü êà÷åñòâîì è âíÿò-
íûì çâó÷àíèåì. Ó Ê. Ï. Î. Ã åðìàíà íåêîòîðîå âðåìÿ ðàáîòàë è ó÷èëñÿ
Éóîçàïàñ Ðàäàâè÷þñ. Ðèæàíèí Ýìèëü Ìàðòèí ( Martin , 1848–1922), óíà-
ñëåäîâàâøèé îò îòöà Àâãóñòà ìàñòåðñêóþ, êàê è áîëüøèíñòâî ìàñòåðîâ
òîãî âðåìåíè, ñòðîèë èíñòðóìåíòû ñ ïíåâìàòè÷åñêîé òðàêòóðîé. Îêîëî
ïÿòíàäöàòè èíñòðóìåíòîâ â Ëèòâå ïîñòðîèë Ôðèäðèõ Âåéñåíáîðí
(Weißenborn), ïåðåñåëèâøèéñÿ â Ëàòâèþ èç Òþðèíãèè îêîëî 1864 ãîäà.
Â êîíöå XIX âåêà îí ïîñòðîèë îðãàí â áèðæàéñêîé ðåôîðìàòñêîé öåðê-
âè (äâà ìàíóàëà è ïåäàëü, 16 ãîëîñîâ, 1872), â Øÿäóâå (äâà ìàíóàëà è
ïåäàëü, 16 ãîëîñîâ, 1890), â êîñò¸ëå Ñâ. Àïîñòîëîâ Ïåòðà è Ïàâëà â ×å-
äàñàé (îäèí ìàíóàë è ïåäàëü, 9 ãîëîñîâ, 1883) è â äðóãèõ õðàìàõ. Â Ëèòâå
îðãàíû òàêæå ñòðîèëè ëàòûøñêèå ìàñòåðà Êàñïàðñ Ñêåðñòåíñ (Skerstens,
îêîëî 1860–1928), Àíäðåéñ Ñóíàêëèñ ( Sûnâklis, 1875–1971) è Ìàðòèíø
Êðåñëèíø ( Krçsliòð).

Â èñêóññòâå îðãàíîñòîèòåëüñòâà â Ëèòâå êîíöà ÕIX – íà÷àëà ÕÕ âåêà
ñëèëèñü óíèâåðñàëüíûå è ñâîåîáðàçíûå ÷åðòû, â ñâîåé ñîâîêóïíîñòè
ñîçäàâøèå óíèêàëüíûé è íåïîâòîðèìûé îðãàííûé ëàíäøàôò . Èíñòðó-
ìåíòû íàèáîëåå èçâåñòíûõ ìàñòåðîâ òîãî âðåìåíè â Ëèòâå – Éó îçàïàñà
Ðàäàâè÷þñà, Éîíàñà Ãàðàëåâè÷þñà è Ìàðòèíàñà Ìàñàëüñêèñà – îòî-
áðàçèëè ýñòåòèêó çàïàäíîãî ðîìàíòèçìà, òðàäèöèè è õðàêòåðíûå ÷åðòû
ðîìàíòè÷åñêîãî îðãàíîñòðîèòåëüñòâà. Ñîõðàíèâøèåñÿ èíñòðóìåíòû
ýòèõ ìàñòåðîâ, îáëàäàþùèå ìåõàíè÷åñêîé òðàêòóðîé, ÿâëÿþòñÿ óíèêàëü-
íûì íàñëåäèåì ëèòîâñêîãî îðãàííîãî ìàñòåðñòâà â ðó ñëå òðàäèöèé ýïî-
õè ðîìàíòèçìà. Â òî âðåìÿ áûëà ÿðêî âûðàæåíà òåíäåíöèÿ ïåðåó ñòàíîâêè
áàðî÷íûõ èíñòðóìåíòîâ. Ðîìàíòè÷åñêàÿ òðàäèöèÿ îðãàíîâ-îðêåñòðîâ â
Ëèòâå ïðèîáðåëà ñâîåîáðàçíîå âûðàæåíèå, îõâàòèâøåå øèðîêèé ýñòå-
òè÷åñêèé è ñòèëèñòè÷åñêèé ñïåêòð. Âíåøíÿÿ ñòèëèñòè÷åñêàÿ àðõèòåê-
òóðà èíñòðóìåíòîâ ñèíòåçèðîâàëàñü ñ âíóòðåííåé êîíñòðóêöèåé: îðãà-
íû ðîìàíòè÷åñêîãî çâó÷àíèÿ óêðàøàëè íåîãîòè÷åñêèå, íåîáàðî÷íûå èëè
íåîêëàññè÷åñêèå ôàñàäû. Òðàäèöèè ñòðîèòåëüñòâà îðãàíîâ â Ëèòâå èìåëè
ìíîãî îáùåãî ñ ëàòûøñêîé òðàäèöèåé. Èíñòðóìåíòû ëàòûøñêèõ è ëè-
òîâñêèõ ìàñòåðîâ îáëàäàëè ïåâó÷èìè, íåæíûìè è ìÿãêèìè òåìáðàìè,
êîìïàêòíûì õîðîâûì çâó÷àíèåì.



127

Ý. Øåäóéêèòå-Êîðåíå. Îñîáåííîñòè îðãàíîñòðîåíèÿ â Ëèòâå â êîíöå XIX – íà÷àëå XX..

Peculiarities of Lithuanian Organ-building Craft
at the End of the 19th Century – the First Half of the 20 th Century:

Masters of Producing Organs and Instruments

Eglë Ðeduikytë-Korienë

Summary

Instruments produced by the most famous Lithuanian organ builders at
the end of the 19th century and at the beginning of the 20th century Juozapas
Radavièius (1835?–1908?), Martynas Masalskis (1858–1954) and Jonas
Garalevièius (1871–1943) integrate the traditions of the era of Western Euro-
pean Romantic organ-building craft: eight feet registers prevail in disposition
of independent system of manuals, specific Romantic voices.

Instruments produced by the most famous Lithuanian organ builder
Juozapas Radavièius are characterized specific Romantic Gambe, Clarinetto,
Cornet voices. A typical feature of early Romanticism organ-building craft
is the principle of orchestrally separated voices in manuals: the first one is
dominated by principal voices (Principal 16’, Principal 8’, Octava 4’), the
second one – by the voices of flutes (Gemshorn 8’, Flutharmonie 8’, Flauto
dolce 8’, Flauto dolce 4’, Gedacktflöte 4’, Flautine 2’), the third one – by the
voices of string instruments (Viola major 16’, Geigen principal 8’, Viola
d’amour 8’, Geigen principal 4’, Viola 4’). The influence of the late Roman-
ticism in organs produced by this master is obvious in adaptation of pneumatic
system while controlling tractures of keyboards and registers with the help
of barkers. Organ in Kaunas Cathedral Basilica restored by Juozapas Rada-
vièius with the French style reed register choir is an apparent example of the
organ-building art at the beginning of the 19th century not only in the country
but also in the context of European organ-building art.

Martynas Masalskis used Aliquot voices (Rauschquinte 2 2/3, in Pum-
pënai); it was an exceptional feature in Lithuanian organ-building craft – in
pedal keyboard (Nasard 10 2/3, in Vaðkai). Uncomplicated constructions,
typical Romantic eight feet voices that dominated in the dispositions of
mechanical organs produced by Martynas Masalskis and quiet gambe regis-
ters characterize a specific era of Romanticism of Lithuanian organ-building
craft.

Jonas Garalevièius produced small, mechanical organs of chamber nature
that were distinguished by Romantic sound and which had two manuals.
They did not exceed 10–15 voices and were distinctive by soft, mild sounds
imitating string instrument timbres (Geigenprincipal 8’, Viola di gamba 8’,
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Violoncello 8’, Violonbass 16’).
These organs evidently illustrate orchestral organ-building craft era in

Lithuania at the end of the 19th century – first half of the 20 th century. The
tendency to remake antique Baroque instruments to the Romantic ones,
which was distinct in Lithuanian organ building at the end of the 19th cen-
tury – the first half of the 20 th century, formed a specific tradition in Lithu-
anian organ building which had a wide spectrum of aesthetic organ stylistics.
However the outside (Neo-Gothic, Neo-Baroque organ facades) and inside
(Romantic organ) construction did not have stylistic consistency. The histo-
rical organ value was distinctively appreciated by Juozapas Radavièius who
often left the authentic organ facades. Register tones of the organ that imitated
orchestral string and wind instruments produced by Lithuanian masters were
softer and thus closer to the voice of a person and choral sound.

Key words: the art of the Lithuanian organ building, Romantic organ
tradition, early and late Romanticism, independent system of manual, organ-
orchestra, specific Romantic voices, Romantic organ disposition.
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Latvijas komponistu oríestra skaòdarbu þanriskâ
panorâma: statistikas un hronoloìijas aspekti

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

Ievads

Raksta tçmas izvçli rosinâja samçrâ nesen, 2009. gadâ, izdotais Latvijas
komponistu simfoniskâs mûzikas katalogs Latvian Symphonic Music 1880–
2008 (2009). Tas ir apjomîgs izziòas avots, kas aptver gan mûsdienu, gan
iepriekðçjo paaudþu skaòraþu darbus un sniedz informâciju arî par nepabeig-
tâm kompozîcijâm un pazaudçtâm partitûrâm. Savâ pçtîjumâ esmu papildi-
nâjusi katalogâ iezîmçto simfoniskâs mûzikas kopainu (1880–2008) hrono-
loìiskâ rakursâ (lîdz 2011), pievienojot datus no elektroniskiem resursiem –
proti, no Latvijas mûzikas informâcijas centra (LMIC) mâjas lapas mate-
riâliem. Tâdçjâdi raksta izpçtes objekts ir ðîs divas datubâzes.

Lai gan publicçtâ kataloga nosaukumâ pieminçta tieði simfoniskâ
mûzika, faktiski tajâ iekïauta visa apzinâtâ Latvijas komponistu mûzika,
kas rakstîta daþâda sastâva oríestriem. Lîdz ar to arî mana raksta uzmanîbas
centrâ bûs trîs oríestra sastâva ziòâ atðíirîgas skaòdarbu pamatgrupas:
— skaòdarbi simfoniskajam oríestrim,
— skaòdarbi kameroríestrim,
— skaòdarbi pûtçju oríestrim.

Turklât katras grupas skaòdarbi sadalîti trîs þanru kopâs:
1) skaòdarbi, kuru nosaukumos minçts simfonijas þanrs (1. un 4. tabulâ

apzîmçti ar burtu S),
2) koncerti un koncertveida (solo ar oríestri) skaòdarbi (burts K),
3) citu þanru skaòdarbi (C/Þ ).

Latvieðu oríestra mûzikas kopaina statistikas rakursâ ir ðâda (skat.
1. tabulu).

Turpmâkajâs tabulâs tiks piedâvâti arî dati par atseviðíâs desmitgadçs
tapuðajâm kompozîcijâm. Aplûkojot katru no trim oríestra sastâva ziòâ
atðíirîgajâm grupâm, var saskatît katra þanra un þanru kopas vispârçjo attîs-
tîbas dinamiku. Ðajâ rakstâ galvenâ uzmanîba pievçrsta pirmajai grupai –
skaòdarbiem simfoniskajam oríestrim; citu grupu kompozîcijas atzîmçtas
vien konteksta dçï.
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1. tabula.
Latvieðu oríestra mûzikas kopaina: statistikas dati

1880–2011
simfoniskais oríestris – kameroríestris – pûtçju oríestris –

865 (+51) 275 142
S K C/Þ S K C/Þ S K C/Þ

164
135/70

496 20 71/61 123 3 9/5 125(+5)

1 282 (+5) skaòdarbi

Tâtad skaòdarbi simfoniskajam oríestrim (tâpat kâ citiem oríestra
sastâviem) dalâs trîs lielâs þanru kopâs.

1. Simfonijas

— Ðîs þanru kopas kodolu veido 164 skaòdarbi. Septiòiem no tiem parti-
tûras ir vai nu pazuduðas (Jâzepa Vîtola Otrâ simfonija, 1901; Riharda
Dubras Mazâ simfonija nr. 2 – Himna skrejoðiem sapòiem, 1991), vai
nepabeigtas (Jâòa Kalniòa Simfonija op. 9, 1926; Jûlija Sproìa Piektâ
simfonija, pçc 1941; Alberta Jçruma Simfonija, 1942; Jçkaba Mediòa
Jaunatnes simfonija, 1954), vai arî eksistç tikai melnraksta variantâ
(Jâòa Kalniòa Piektâ simfonija, 1984).

— Grupâ iekïauti arî tâdi simfonijas þanra atzari kâ èetras simfonietas
(Vidvuds Jurçviès, 1927; Romualds Kalsons, 1964; Tâlivaldis Íeniòð,
1976; Dzintra Kurme-Gedroica, 1992) un Riharda Dubras èetras Mazâs
simfonijas (1991, 1991, 1992 un 1996).

— Samçrâ daudzâm simfonijâm (kopskaitâ 38) ir daþâda veida papildno-
saukumi. Daþi no tiem ir jau iepriekð lietoti mûzikas praksç, tradicionâli
(Juris Karlsons, Sinfonia Brevis, 2004; Artûrs Grînups, Quasi una sin-
fonia, 1981; Rihards Dubra, Mazâ simfonija nr. 1, 1991; u. c.), bet sasto-
pami arî oriìinâlâki varianti, to vidû Jâòa Ivanova 13. ( Symphonia hu-

1 Apzîmçjums +5 ðeit un turpmâkajâs tabulâs lietots tâpçc, ka viens no skaòdar-
biem – Georga Pelçèa koncertu cikls pûðaminstrumentiem un simfoniskajam oríes-
trim Oxbridge Brastfest (1996/1998) – uztverams divçjâdi: no vienas puses, seði
tajâ iekïautie koncerti veido vienotu un izvçrstu makrociklu , taèu, no otras, katru
no koncertiem var atskaòot atseviðíi. Plaðâk par ðo Pelçèa darbu sk. raksta 2. sadaïâ
Koncerti/Koncertveida skaòdarbi.

a

a

a

a

a

a

a

a

a

a

a

a

a

a
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mana, 1969) un 15. simfonija (Symphonia ipsa, 1972), Romualda Kalsona
Otrâ simfonija In modo classico (1968), Armanda Strazda Laudamus
(1994) u. c. Ïoti bieþi nosaukumâ fiksçta skaòdarba saturiski tçlainâ
vai tematiskâ iecere; ðeit piemçri ir Pçtera Barisona Otrâ simfonija (Ro-
mantiskâ, 1939), Jâòa Ivanova Sestâ (Latgales, 1949), Artûra Grînupa
Piektâ (Kaugurieði, 1961), Âdolfa Skultes Treðâ (Kosmiskâ, 1963), Paula
Dambja simfonija Manas dzimtenes gaita (1976), Longîna Apkalna Treðâ
simfonija Gaiziòð (1985), Riharda Dubras simfonija Apziòas raðanâs
(1988), Georga Pelçèa Trîspadsmitâ Londonas simfonija (2000), Jâòa
Dûdas Nova sinfonia (2003), Leona Amoliòa simfonija Lettus (Latvieði,
2008). Andris Vecumnieks oriìinâli izmantojis t. s. burtu  numerâciju
(Sinfonia A, 1991; Sinfonia B, 2011), vienlaikus fiksçjot katras kompo-
zîcijas skaòaugstuma centru.

— Lai gan þanru sintçze nepieder pie spilgti izteiktâm tendencçm, tomçr
vairâkâs simfonijâs tâ atspoguïojas: èetros skaòdarbu nosaukumos
daþâdâs kombinâcijâs parâdâs simfonijas un koncerta jçdzieni (Tâlivalþa
Íeniòa Otrâ simfonija Sinfonia concertante, 1967, un Astotâ simfonija
jeb Sinfonia concertata, 1986; Romualda Grînblata Ceturtâ simfonija
jeb sinfonia-concerto, 1967; Andra Riekstiòa Otrâ simfonija jeb Sym-
phonia concertant, 2007). Turklât ðajâs partitûrâs autori daþkârt speciâli
iekïauj vai izceï kâda instrumenta partiju (-as). Piemçram, Tâlivalþa
Íenina Sinfonia concertante (1967) izcelta flauta, oboja un klarnete,
viòa vçlâkajâ Sinfonia concertata (Astotajâ simfonijâ, 1986) – çrìeles.
Ðî komponista daiïradç sastopami arî tâdi oriìinâli þanru apvienojumi
kâ Sinfonia ad fugam (Sestâ, 1978) un Simfonija pasakaljas formâ (Sep-
tîtâ, 1980). Vienîgo skaòdarbu, kur simfonija apvienojas ar poçmu, lat-
vieðu mûzikâ radîjis Jânis Ivanovs (Poema sinfonia jeb Pirmâ simfonija,
1933).
Ðeit minçti visi galvenie simfonijas paveidi pirmâs þanru kopas ietvaros.

Taèu uzmanîbu saista vçl kâds apstâklis. Reizçm (kaut arî ne vienmçr), ja
simfonijai ir papildnosaukums, komponists iekïâvis partitûrâ arî kâdas ðim
þanram tradicionâli neraksturîgas atskaòotâjpartijas. To vidû var bût balss
(Tâlivalþa Íeniòa Septîtâ jeb Simfonija pasakaljas formâ, 1980 – mecosop-
râns; Roberta Liedes Pirmâ simfonija, 2000 – soprâns, mecosoprâns), koris
(Jâòa Ivanova Ceturtâ simfonija Atlantîda, 1941; Paula Dambja simfonija
Manas dzimtenes gaita, 1976; Longîna Apkalna Otrâ jeb Novembra sim-
fonija, bez gada), balss un koris (Jâòa Kalniòa Otrâ jeb Svçtlaimîbas simfonija,
1950; Âdolfa Skultes Otrâ simfonija Ave Sol, 1959; Artura Maskata Sim-
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fonija, 2000), teicçjs (Romualda Kalsona Ceturtâ simfonija Jauni sapòi
no vecâm pasakâm, 1974), koris un teicçjs (Jâòa Dûdas Sakrâlâ simfonija,
1998).

Òemot vçrâ, ka pirmo simfoniju latvieðu mûzikâ 1887. gadâ radîjis
Jâzeps Vîtols, ðî þanra attîstîba statistiski hronoloìiskâ rakursâ atainojama
ðâdi2:

2. tabula.
Simfonijas þanriskâ attîstîba statistiski hronoloìiskâ rakursâ

b. g. 19. gs. 1901 1911 1921 1931 1941 1951 1961 1971 1981 1991 2001 2011

4 1 2 4 5 8 15 15 28  32 21 16 12 1..

Kâ jau izriet no ðîs tabulas, simfoniju skaita kâpums bijis pakâpenisks,
taèu nepârprotams. Sâkotnçji, 20. gadsimta 30. gados, sasniegts noteikts lî-
menis – astoòi skaòdarbi, pçc tam ðis lîmenis pârsniegts pat lçcienveidâ – jau
15 skaòdarbi, un pieauguma tendence turpinâjusies lîdz 70. gadiem, kad ta-
pis vislielâkais simfoniju skaits – 32. Ðo periodu var uztvert kâ savveida vir-
sotni þanra attîstîbâ latvieðu mûzikâ (protams, tikai kvantitatîvâ aspektâ).
Interesanti piemetinât, ka laikposmi gan pirms, gan pçc ðîs virsotnes iezîmç
zinâmu simetriju (seviðíi 50. un 90. gados).

2. Koncerti/koncertveida skaòdarbi (solo ar oríestri)

Otra þanra kopa aptver gan skaòdarbus, kurus komponisti viennozîmîgi
apzîmçjuði kâ koncertus, gan sacerçjumus soloinstrumentam un oríestrim,
turklât ðis instruments ir speciâli izcelts (nosaukumâ un partitûrâ). Vispirms
piedâvâju koncertu/koncertveida skaòdarbu þanra attîstîbai veltîtu tabulu,
kas uzreiz iezîmç atðíirîbu no iepriekð raksturotâs pirmâs grupas.

2 Ðeit un turpmâkajâs tabulâs saîsinâjums b. g. nozîmç bez gada (respektîvi, skaò-
darba sacerçðanas gads nav zinâms).
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3. tabula.
Koncertu/koncertveida skaòdarbu þanriskâ attîstîba

statistiski hronoloìiskâ rakursâ

Raðanâs laiks Skaòdarbu kopskaits No tiem: Koncerti/
koncertveida skaòdarbi

b. g. 12 8/4
19. gs. 3 1/2
1901 3 0/3
1911 2 1/1
1921 7 5/2
1931 23 11/12
1941 16 7/9
1951 28 18/10
1961 20 16/4
1971 23 15/7
1981 22 18/4
1991 20+5 14+5/6
2001 21 15/6
2011 5.. 5..

Kâ redzam, arî ðî þanru kopa attîstîbâ piedzîvojusi izaugsmi. Tomçr
kopumâ, salîdzinot ar simfonijâm, veidojas atðíirîga attîstîbas lîkne. 20.
gadsimta 30. gados sasniegtais lîmenis vçlâk tikai variçjas, bet ievçrojami
netiek pârsniegts, respektîvi, skaitliskais diapazons ir 23–28 skaòdarbi. Sa-
vukârt paðu koncertu sacerçðanas intensitâte bûtiski pieaug kopð 30. gadiem
(11 skaòdarbi), taèu visraþîgâkie ðai ziòâ bijuði 50. un 80. gadi (katrâ pa 18
koncertiem), kâ arî 90. gadi (19 skaòdarbi, ja òemam vçrâ arî Pelçèa cikla
Oxbridge Brastfest seðus koncertus).

Ja nodalâm divas lielas grupas – koncertu kâ pamatþanru un skaòdarbus
ar soloinstrumentu –, tad iegûstam ðâdas proporcijas: no 205 (+5) skaòdar-
biem 135 (+5) ir apzîmçti kâ koncerti, savukârt cits nosaukums dots 70
kompozîcijâm.

Koncertu grupâ iekïaujas gan skaòdarbi, kuriem ir þanra tipizçtais nosau-
kums, gan arî skaòdarbi ar lîdzîgiem nosaukumiem, piemçram, konèertîno,
poçma koncerts, arî ar poçtiskiem vai iztçlojoðiem papildapzîmçjumiem3.

|

|

|

|
|
|

3 Raksta turpinâjumâ koncertiem un koncertveida skaòdarbiem, kas sacerçti soloin-
strumentam un simfoniskajam oríestrim, lielâkoties norâdîts tikai soloinstruments (-i).
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— Kâ vienu no þanru apakðgrupâm var izcelt k o n c e r t u s  s o l o i n s t r u-
m e n t i e m, kur k o n c e r t s  i r  v i e n î g a i s  n o s a u k u m â  p i e t e i k-
t a i s  þ a n r s. Lai gan izmantotie soloinstrumenti ir ïoti daþâdi, tomçr
prioritâte ir ðajâ þanrâ tradicionâli visbieþâk lietotajiem: klavierçm (31
koncerts), vijolei (24 koncerti) un èellam (16 koncerti). Interesanti, ka
pirmie skaòdarbi ðajâs apakðgrupâs iezîmç savveida pretvirzi. Proti,
pirmais èellkoncerts – Jurjânu Andreja Concerto elegiaco op. 11 (1889) –
ir arî pirmais koncerts latvieðu mûzikâ kopumâ; Jâzeps Mediòð ir pirmâ
vijolkoncerta (1911) autors; savukârt pirmie klavierkoncerti – Nilsa
Grînfelda (1927–1936) un Jâòa Mediòa (1932) skaòdarbi – radâs krietni
vçlâk. Vçl viens instruments, kas samçrâ bieþi piesaista komponistu uz-
manîbu, ir meþrags. Tam sacerçti astoòi koncerti, un pirmo no tiem
radîjis Jçkabs Mediòð (1949). Mazâk koncertu ir citiem instrumentiem:
klarnetei (pieci: pirmo rakstîjis Jçkabs Mediòð, 1948), fagotam (èetri:
pirmais tapis 1961, autors – Jçkabs Mediòð). Divi koncerti ir altam
(Dmitrijs Kuïkovs, 1938), flautai (Ìederts Ramans, b. g.), obojai (Oïegs
Barskovs, 1970), angïu ragam (Pçteris Vasks, 1989), trompetei (Jçkabs
Mediòð, 1955), trombonam (Jçkabs Mediòð, 1964), koklei (Jçkabs Me-
diòð, 1952). Savukârt citiem instrumentiem ir tikai pa vienam koncertam,
tomçr tie ir ïoti daþâdi: komponistu uzmanîbas lokâ bijis kontrabass
(Alvils Altmanis, 2009), arfa (Jânis Íepîtis, 1938), marimba (Atis Stepiòð,
2002), çrìeles (Renâte Stivriòa, 2011) un alta saksofons (Ilze Arne,
Atvadas no Parîzes, 2000). Jau ðis îsais apskats ïauj noprast, cik liels
nopelns latvieðu koncertþanra attîstîbâ bijis brâïiem Mediòiem.
Ne tik daudzveidîgu, bet îpatnçju atzaru veido koncerti diviem solo-
instrumentiem (dubultkoncerti). Ðajâ apakðgrupâ ir pieci koncerti daþâda
tipa instrumentiem (Georga Pelçèa Koncerts balalaikai un saksofonam,
1970; Guntara Geduïa Koncerts klarnetei un klavierçm, 1985; Tâlivalþa
Íeniòa Koncerts vijolei un klavierçm, 1987; Andra Vecumnieka Kon-
certs saksofonam un klavierçm, 2002; Ilonas Breìes Treðais Rîgas kon-
certs Teâtris obojai un èellam, 2011), kâ arî divi koncerti vienâdiem
instrumentiem (Andra Vecumnieka Koncerts divâm koklçm, 2007, un
Koncerts diviem fagotiem, 2009).
Vçl citu netipisku þanra risinâjumu sniedz Tâlivalþa Íeniòa Koncerts
pieciem sitaminstrumentâlistiem (katrs no viòiem spçlç ap 10 instru-
mentu!) un oríestrim (1983), ðo paðu tendenci pârstâv Andra Baloþa
Koncerts sitaminstrumentiem un oríestrim (2007).

— Otra þanru apakðgrupa iekïauj d a þ â d u  þ a n r u  a p v i e n o j u m u,
turklât ðî tendence izpauþas ïoti daudzveidîgi un aptver atðíirîgu laikmetu
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mûziku. Vispopulârâkâ tomçr bijusi koncerta un poçmas sintçze – to
apliecina trîs skaòdarbi (Jûlijs Sproìis, vijolkoncerts poçma Zemgales
koncerts, 1926; Dmitrijs Kuïkovs, Koncerts poçma klavierçm, 1966;
Ìederts Ramans, Koncerts poçma obojai un angïu ragam, 1982). Sasto-
pama arî koncertbalâde (Leons Amoliòð, èellam, 1985), koncerts sim-
fonija (Juris Karlsons, divâm klavierçm, 2002) un koncerts rapsodija
(Andris Riekstiòð, klavierkoncerts Rhapsody in Pink, 2006).

— Par koncertþanra atzariem uzskatâmi arî c o n c e r t o  g r o s so (Marìeris
Zariòð, klavierçm un èembalo, 1968; Romualds Kalsons, trompetei un
meþragam, 1977) un konèe r t î no jeb conce r t i no (Helmers Pavasars,
vijolei, bez gada; Jânis Mediòð, divâm vijolçm, 1961; Jâzeps Lipðâns,
trompetei, 1967; Aivars Kalçjs, klavierçm, 1971).

— Îpaðs koncerta paveids saistîts ar oríestra lomas izcçlumu tai vai citâ
aspektâ. Ðeit minami gan koncerti tikai oríestrim (Imants Kalniòð, 1966;
Ungars Savickis, 1984; Rihards Dubra, Izgaistoðo apvârðòu atklâðana,
1991; Georgs Pelçcis, Endorphin Music , 2011), gan arî oríestrim ar
kâdu instrumentu (Pçteris Plakidis, oríestrim un klavierçm, 1975; Ilze
Arne, Atvadas no Parîzes oríestrim un alta saksofonam, 2000). Viïòa
Ðmîdberga skaòdarbu klâstâ ir Koncerts simfonija (1978).

— Latvieðu mûzikâ sastopami arî d a þ â d i  o r i ì i n â l i  k o n c e r t þ a n r a
i n t e r p r e t â c i j a s paraugi. Vispirms, joprojâm unikâla ir Pçtera Pla-
kida Sasaukðanâs (koncerts solistu grupai un simfoniskajam oríestrim,
1977) – spilgts t. s. telpiskâs mûzikas paraugs. Tepat jâmin Tâlivalþa
Íeniòa Concerto da camera nr. 2 (flautai un simfoniskajam oríestrim,
1983) – ðajâ gadîjumâ veidojas neparastas attiecîbas starp nosaukumâ
pieteikto kamerstilu un paðu oríestra sastâvu. Savukârt oriìinâli iecerçts
koncertu cikls ir Georga Pelçèa Oxbridge Brastfest pûðaminstrumentiem
(1996/1998). Tas ietver Pirmo koncertu – Prologu – meþragam, trom-
petei, trombonam un tubai, Otro – tikai tubai, Treðo – trompetei, Ce-
turto – meþragam, Piekto – trombonam un Sesto – Epilogu, kurâ, lîdzîgi
kâ Prologâ, atkal apvienojas visi instrumenti.

— Îpaðu grupu veido koncerti ar daþâdiem mûzikas saturu konkretizçjoðiem
papildnosaukumiem, sâkot ar jau minçto Jurjânu Andreja Concerto ele-
giaco. Vçl ðajâ grupâ ietilpst divi Jûlija Sproìa vijolkoncerti – Zemgales
(1926) un Vidzemes (1936), divi klavierkoncerti ar vienâdu nosaukumu
Bçrnu koncerts (Jânis Íepîtis, 1974, un Georgs Pelçcis, 1985), divi in me-
moriam tipa koncerti (Egîls Straume, obojas koncerts Dþordþa Gçrðvina
piemiòai, 1986, un Arturs Maskats, Èellkoncerts Marijas Mediòas pie-
miòai, 1992). Jâmin arî vesela virkne koncertu ar oriìinâliem, neatkârto-
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jamiem nosaukumiem. Izòemot Selgas Mences Koncertu triptihu  angïu
ragam (1979), tie visi pârstâv 21. gadsimtu (Imanta Ramiòa The Rattler
jeb Klaburèûska fagotam, 2000; Alvila Altmaòa Modus vivendi altam,
2002; trîs Andra Dzenîða koncerti – Stones and Veils jeb Akmeòi un
plîvuri meþragam, 2005, Urban Translated jeb Pilsçtas tulkots klarnetei,
2008, un Duâlisms klavierçm, 2010; Andra Vecumnieka Fagotissimo!
diviem fagotiem, 2009; Kristapa Pçtersona Ligeija klarnetei, 2011).
Koncertveida skaòdarbi apvienoti otrajâ ðîs þanru kopas sadaïâ. To

atðíirîba no koncertiem ne vienmçr ir spilgti izteikta, galvenâ iezîme – kom-
ponists akcentç skaòdarba nosaukumâ kâda cita þanra prioritâti. Tâ, piemç-
ram, latvieðu komponistu skaòdarbu klâstâ ir astoòas svîtas vai svîtveida
skaòdarbi solo un simfoniskajam oríestrim (Jçkabs Mediòð, kokïu ansam-
blim, bez gada; Arnolds Ðturms, flautai, 1957; Marìeris Zariòð, svîta klavie-
rçm Grieíu vâzes, 1960; Alfrçds Tuès, meþragam, 1961; Imants Meþaraups,
vijolei, 1985; Ilze Arne, koncertsvîta kokïu ansamblim Senâs Rîgas inter-
mçdijas, 2002; Jânis Íepîtis, pieci simfoniskie tçlojumi ar klavieru solo
Zvejnieku ciemâ, 1965; Jâzeps Lipðâns, Èetri kontrasti  saksofonam, 1968).
Svîtas þanrs vispâr ir samçrâ populârs un sastopams gan skaòdarbos solo un
kameroríestrim (ap desmit kompozîciju), gan solo un pûtçju oríestrim (astoòi
opusi). Starp citiem nosaukumiem var minçt, pirmkârt, apzîmçjumus, kas
mûzikas vçsturç jau dziïi iesakòojuðies:
— variâcijas – seði skaòdarbi4: Alfrçda Tuèa Tçma un variâcijas flautai,

1954; Jçkaba Graubiòa pasakalja Pût, vçjiòi  meþragam, 1957; Jâòa
Kalniòa Tçma un variâcijas klarnetei un meþragam, 1957; Alfrçda Tuèa
Variâcijas par latvieðu tautasdziesmu akordeonam, 1972; Romualda
Kalsona Ostinato èellam, 1976; Simfoniskas variâcijas klavierçm, 1978;

— fantâzijas5 – Jâzepa Vîtola Fantâzija par latvieðu tautasdziesmu vijolei,
ap 1908–1910; Tâlivalþa Íeniòa Fantaisies concertantes klavierçm,
1971; Jura Karlsona fantâzija klavierçm Zvaigþòoto debesu balsis, 2009;

— skerco (Jçkabs Mediòð, vijolei, 1940; Jâzeps Mediòð, èellam/vijolei,1945);
— poçmas6 (Dmitrijs Kuïkovs, èellam, 1945; Mendelis Baðs, vijolei, 1955);

4 Tikpat populâras ir variâcijas kameroríestrim (deviòi skaòdarbi).
5 Samçrâ daudzo koncertveida fantâziju vidû prioritâti guvuði darbi soloinstru-

mentam ar simfonisko oríestri (kopskaitâ seði); seko kompozîcijas soloinstrumentam
ar kameroríestri (trîs) un ar pûtçju oríestri (arî trîs).

6 Poçmu solo un simfoniskajam oríestrim nav daudz – tikai trîs (blakus jau nosauk-
tajiem opusiem arî Jura Karlsona poçma Ceïð, 1993). Savukârt vairâk poçmu tapis
solo un kameroríestrim (èetras), bet jo îpaði solo un pûtçju oríestrim (seðas).
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— romances (Jâzeps Mediòð, pirmâ ap 1901, otrâ un treðâ 1945, visas
èellam; Jçkabs Mediòð, vijolei, 1945);

— rapsodijas (Jâzeps Vîtols, vijolei, 1918; Pçteris Barisons, Latvju rapsodija
klavierçm, 1945);

— balâdes (Jânis Reinholds, vijolei, ap 1921; Jâzeps Mediòð, èellam, ap
1937; u. c.).
Ir arî virkne þanru, kas intensîvu attîstîbu gûst tieði 20. gadsimtâ, jo

îpaði mûzika7 (Pçtera Butâna Koncertmûzika vijolei, 1990). Atseviðíi þanri
uztverami kâ autora zîme – piemçram, Agrim Engelmanim ir trîs skaòdarbi
klavierçm un oríestrim ar nosaukumu  Diafonija : nr. 1 (1972), nr. 2 (1979)
un nr. 3 (1996). Ir arî vairâki mûzikas vçsturç pazîstami þanri, kas tomçr
nav raisîjuði latvieðu oríestra darbu autoros dziïâku radoðo interesi, un katru
no tiem pârstâv tikai pa vienam opusam (Jâzepa Vîtola Melodija vijolei, ap
1887; Jâòa Kalniòa Humoreska fagotam, 1935; Jâzepa Mediòa Noktirne
èellam, 1935; Jçkaba Mediòa Rondîno vijolei, 1939; Jçkaba Mediòa Valsis
klarnetei, 1958; utt.). Visbeidzot, atseviðíu þanru grupu veido skaòdarbi ar
oriìinâliem programmatiskiem, daþbrîd ïoti poçtiskiem nosaukumiem (Jçka-
ba Graubiòa Romantiska dziesma meþragam, 1934; Jâòa Mediòa Kraukïu
dzirnavâs vijolei, 1943;  Maijas Einfeldes Svinîgais dziedâjums trompetei,
1987; Pçtera Plakiþa Vçl viena Vçbera opera klarnetei, 1993).

3. Citu þanru skaòdarbi

Citu þanru skaòdarbi ir visizvçrstâkâ þanru kopa kâ simfoniskâ oríestra
(496), tâ arî kameroríestra (137) un pûtçju oríestra (125) kompozîciju klâstâ.
Tieði tâpçc svarîgi arî ðajâ plaðajâ grupâ atrast kâdas þanriskas prioritâtes,
kas atspoguïo kopçjo attîstîbas dinamiku.

Simfoniskâ oríestra jomâ kâ vispopulârâkais þanrs izceïama svîta – ðis
vârds parâdâs 94 skaòdarbu nosaukumos. Agrînâkais no tiem ir Jurjânu
Andreja svîta Latvju dejas op. 3 (1882–1894), savukârt jaunâkais – Imanta
Kalniòa svîta Rotâju, dancoju (2011). Interesanti arî atzîmçt, ka svîtas þanrs
seviðíi populârs bijis pagâjuðâ gadsimta 30. gados, kad to pârstâvçjuði 32
skaòdarbi8.

7 Visai reti mûzikas rakstîtas solo un simfoniskajam oríestrim (tikai divi skaò-
darbi), toties citu oríestra veidu kontekstâ ðis þanrs parâdâs ïoti bieþi (17 mûzikas
solo un kameroríestrim, septiòas – solo un pûtçju oríestrim).

8 Svîtas þanrs ir populârs arî citâs atskaòotâjsastâva versijâs: piemçram, kamer-
oríestrim ir 12 skaòdarbi ar nosaukumu svîta (un vçl pieci svîtveida opusi), savukârt
pûtçju oríestrim – piecas svîtas.
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Pats vârds svîta ïoti bieþi sastopams gan nosaukumos (Volfganga Dârziòa
Spâòu deju svîta, 1931; Jâòa Mediòa Svîta nr. 3 ar daïâm Kurzeme, Vidzeme,
Zemgale, Latgale, 1933), gan aprakstos/komentâros citam nosaukumam
(Jâzepa Vîtola svîta Latvju lauku serenâde, 1934; Paulas Lîcîtes svîta Ziedi ,
1936; Pçtera Barisona svîta Bçrnîbas rîti, 1946; Artûra Grînupa svîta Prieks,
1961; Romualda Kalsona svîta Kâzu dziesmas, 1979). Blakus ðiem oriìinâl-
darbiem jâmin svîtas, kas veidotas no mûzikas izrâdei (Jâòa Mediòa Svîta
nr. 1 no baleta Mîlas uzvara un Svîta no operas Uguns un nakts, 1935) vai
filmai.

Ðajâ skaòdarbu kopâ iekïaujas arî svîtveida cikli, kuru nosaukumos svîta
nav minçta (Nilsa Grînfelda Ievads, Valsis un Deja, bez gada; Tiklas Ilsteres
Trîs ainas, 1976) vai arî uzsvçrta tautas mûzikas þanru klâtbûtne (Longîna
Apkalna Piecas latvieðu tautasdejas, bez gada; Dmitrija Kuïkova Trîspadsmit
latvieðu dejas, 1948–1954; Alfrçda Tuèa Desmit latvieðu tautasdziesmas,
1977).

Interesanta ir vçl kâda svîtveidîbas izpausme, kas faktiski iezîmç jaunu
þanru latvieðu simfoniskajâ mûzikâ. Tas ir portretu cikls, ko pârstâv Gundara
Pones darbi La Serenissima (septiòi vençcieðu portreti, 1979–1981) un Ameri-
kâòu portreti (pieci skaòdarbi, 1982–1984). Kâ savveida atbalss ðai idejai,
gan ne vairs cikla ietvaros, jâmin Jçkaba Nîmaòa simfoniskais portrets Poncijs
Pilâts (2009).

Visnotaï populâri ir arî citi þanri – uvertîra, poçma, simfoniskais tçlo-
jums, fantâzija, rapsodija u. c., ðiem darbiem bieþi doti arî poçtiski nosaukumi.
Bet ir arî ap 70 skaòdarbu, kuriem komponisti nav piedâvâjuði skaidrojoðus
þanra apzîmçjumus, ir tikai oriìinâls nosaukums. Turklât visvairâk ðâdu
sacerçjumu tapis, sâkot ar 80. gadiem: skaòraþi ðajâ periodâ it kâ attâlinâs
no þanra apzîmçjuma tradîcijâm. Piemçru vidû jâmin Romualda Kalsona
Retrospekcija (1980), Imanta Zemzara Pçc Aitmatova lasîjuma (1981), Agra
Engelmaòa Logs (1986), Indras Riðes Måtamorfozes (1990), Romualda Jer-
maka Manu jaunu dienu zeme (1991), Pçtera Plakiþa Atskatîðanâs (1991),
Imanta Meþaraupa Reflections (1992), Jura Karlsona Dilstoðâ mçness zîmes
(1993), Rolanda Kronlaka Under Pressure (1996), Andra Dzenîða Stanza III...
innuendo (2002), Çrika Eðenvalda No neatminamiem laikiem (2002) u. c.

Noslçgums

Rezumçjot visu izklâstîto, piedâvâju trîs lielo þanru kopu (simfoniju,
koncertu/koncertveida darbu un citu þanru darbu) kopçju hronoloìisko
tabulu; tajâ atspoguïots katras grupas kvantitatîvais îpatsvars gan latvieðu



140

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – V

oríestra mûzikâ kopumâ, gan triju oríestra veidu (simfoniskâ, pûtçju un
kameroríestra) kontekstâ:

4. tabula.
Simfoniju (S), koncertu/koncertveida darbu (K) un

citu þanru darbu (C/Þ) îpatsvars simfoniskâ oríestra (S. O.),
kameroríestra (K. O.) un pûtçju oríestra (P. O.) mûzikâ

gads b. g. 1880 1901 1911 1921 1931 1941 1951 1961 1971 1981 1991 2001 2011

S 4 1 2 4 5 8 15 15 28 32 21 16 12 1..

K 12 3 3 2 7 23 16 28 20 23 22 20+5 21 5..

C/Þ 49 10 10 13 26 118 42 42 37 42 42 25 38 2..

S.O. 65 14 15 19 38 149 73 85 85 97 85 61+5 71 8..

S 1 - - - - - - 2 3 5 3 3 1 1..

K 5 - - - - 3 - 4 14 12 26 12 55 4..

C/Þ 8 2 1 1 1 8 2 1 9 7 18 19 39 2..

K. O. 14 2 1 1 1 11 2 7 26 24 47 34 95 7..

S - - - - - - - - - 1 1 - 1 -

K 2 - - - - - - - - 2 6 1 4 -

C/Þ 3 - - - 5 5 1 7 3 18 19 12 46 5..

P. O. 5 - - - 5 5 1 7 3 21 26 13 51 5..

Kâ jau liecina tabula, trîs þanru kopas daþâdos kontekstos attîstîjuðâs
neviendabîgi. Tâ, piemçram, simfoniskâ oríestra  ietvaros vispirms, 20.gad-
simta 30. gados, optimâlo virsotni sasniegusi citu þanru kopa (118 skaòdarbi;
arî kopumâ ðim oríestra veidam 30. gados radîts visplaðâkais skaòdarbu
klâsts, 149). Vçlâk ðî kopa saglabâ savu nozîmi latvieðu mûzikâ, tomçr skaò-
darbu skaits bûtiski mazinâs. No 50. gadiem attîstîbas kulminâcija (28 skaò-
darbi) sasniegta arî koncerta/koncertveida darbu þanros. Savukârt simfonijas
kvantitatîvâs attîstîbas virsotne iezîmçjas 70. gados (32 skaòdarbi).

Kameroríestra iespçjas latvieðu komponistus interesçjuðas galvenokârt
kopð 30. gadiem. Visvairâk koncertu/koncertveida darbu (57), kâ arî daþâdu
citu þanru kompozîciju (36) ðim sastâvam radîts 21. gadsimta pirmajâ dekâdç,
ðajâ periodâ ir arî lielâkais kopçjais skaòdarbu skaits (94). Simfonijas ka-
meroríestrim, lîdzîgi kâ pilnam simfoniskajam oríestrim, visbieþâk tapuðas
20. gadsimta 70. gados (septiòi skaòdarbi).

Savukârt pûtçju oríestrim simfonijas radîtas samçrâ reti. Ðajâ jomâ toties
vçrojam, ka koncerti/koncertveida darbi (virsotne – seði opusi 80. gados) un
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arî citu þanru sacerçjumi (51 skaòdarbs 21. gadsimta pirmajâ dekâdç) kopð
70. gadiem arvien aktîvâk iekïaujas latvieðu komponistu intereðu lokâ. Ðîm
þanru kopâm veltîtâ uzmanîba nemazinâs, bet arvien pieaug.

Panorama of the Genre of Orchestral Works by
Latvian Composers: Statistically-Chronological Aspect

Elena Lebedeva

Summary

Orchestral music in Latvia has a long and interesting history. The first
piece for symphony orchestra (Andrejs Jurjâns’ Symphonic Allegro) is dated
from 1880. The summary regarded the whole previous period of development,
including 2011 year. This formed the basis for two information sources:
released in 2009, the catalogue Latvian Symphonic Music. 1880–2008 (2009),
as well as the catalogue of works by composers of Latvian Music Information
Centre On the one hand, the proposed review is founded on the grouping of
works based on the type of orchestra: works for wind, chamber and symphony
ones. On the other hand, works for symphony orchestra are divided into
symphonies (in the tables given in the article they are marked by S) and,
relatively speaking, non-symphonies (primarily works with any name – other
genres, letters C/Þ). A genre of concert (K) is selected in a separate group.
E a c h  g r o u p  h a s  i t s  i n t e r n a l  d i f f e r e n t i a t i o n  o f  t h e  g e n r e.

An overall picture of orchestral music development in Latvia is shown
in the 1st table. In its turn, the chronological perspective is mainly seen in
decades, and in the beginning there are always works, with no indication of
the writing time. If you refer to each of the three orchestral groups, you can
see the dynamics of each genre and as a whole to this group.

The main attention in the summary is given to works for symphony
orchestra; two other groups are viewed as a context.

In reviewing the symphonies (167, 7 of them are lost, incomplete or
scores exist only in a manuscript) some of the features of this group of works
are marked out. In particular, in Latvian music for symphony orchestra,
sinfonietta is a rare genre – there are only 4 opuses with this title, but quite
often we see all sorts of additional names (38 pieces) from symphonies – as
a more traditional and original; there are several examples of genre synthesis
occurring (sinfonia-concerto), but there are also individual solutions in this
regard (symphony in the form of a passacaglia, poema sinfonia). The 2nd
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table provides the statistics in the development dimension of the symphony
in music of Latvian composers.

The 3rd table shows the development of the concert and other works for
solo instrument and orchestra. In addition in this group of works quantitative
factor is considered in connection with one or several soloing instruments,
interaction with other genres (concerto-poem, ballad-concert, concerto-
rhapsody), separate subspecies (concerto grosso, concertino, concerto for
orchestra), original solutions in this genre group are also distinguished.
Among concert type pieces the most common variants of the genre (orchestral
suite, variations, image, poem, rhapsody and others) are considered as well
as the more individual ones.

Finally, the third largest group of works for symphony orchestra consists
of other compositions, which do not belong to the first two groups. Among
them, particular attention is paid to the genre of the suite and its development
in the works of Latvian composers.

Concluding the summary, the generalized 4th table is given combining
works, as having a different orchestral composition (for symphony orchestra,
chamber orchestra and wind-band) as well as their division into three pre-
viously marked groups (symphony, concerto and other genres) in their
chronological development.

Literatûra un citi avoti
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Latvieðu klavieru trio pirmsâkumi
kamermuzicçðanas tradîciju attîstîbas kontekstâ

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

Ievads

Kâ jau zinâms, 19. gadsimta otrâ puse Latvijâ bijusi iezîmîga ar naci-
onâlâs atmodas kustîbu un strauju latvieðu kultûras izaugsmi. Zinâtniskajâs
publikâcijâs ir daudzpusîgi raksturoti ðî laikmeta procesi literatûrâ (piem.,
Hausmanis 1998: 111–180) un tçlotâjmâkslâ (piem., Grosmane 1998: 116–
153); savukârt plaðâkais pçtîjums, kas pretendç uz mûzikas dzîves apskatu
visâ tâs daudzveidîbâ – Jçkaba Vîtoliòa un Lijas Krasinskas Latvieðu mûzikas
vçsture (Vîtoliòð, Krasinska 1972) – tapis pasen un, kâ jau tolaik neizbçgami,
padomju ideoloìijas zîmç. Daþâdu procesu kopainâ tas kamermuzicçðanas
norises îpaði neizceï un iezîmç tikai garâmejot, îsâs izkliedçtâs piezîmçs. Arî
turpmâk pçtnieki latvieðu kamermuzicçðanas pirmsâkumiem pievçrsuðies vien
epizodiski (piem., Fûrmane 1997: 160–162; Þune 2011: 141–146). Tas arî
ir saprotams, jo ðî koncertdzîves joma gluþi objektîvu iemeslu dçï nacionâlâs
atmodas laikmetâ neguva, piemçram, dziesmu svçtku kustîbai lîdzîgu popu-
laritâti un vienmçr atradâs citu, vçrienîgâku mûzikas noriðu çnâ. Un tomçr–
kamermuzicçðanai jau kopð 19. gadsimta beidzamâs treðdaïas bija sava no-
zîme latvieðu kultûrvidç, savs mûziíu un uzticamo klausîtâju loks. Tâpçc
rodas jautâjums: vai un kâ tajâ izpaudâs nacionâlâs atmodas atbalsis un, ja
izpaudâs, kâ tâs iespaidoja vienu no ðîs jomas bûtiskâkajiem atzariem –
klavieru trio?

Raksta mçríis ir meklçt izsmeïoðu atbildi uz minçtajiem jautâjumiem.
Ðajâ nolûkâ pçtîjumâ tiks nodalîti vairâki laikposmi, kas raksturo klavieru
trio pakâpenisko ienâkðanu latvieðu mûzikas dzîvç:
— 19. gadsimta 60.–90. gadi. Kamermuzicçðanas asni latvieðu kultûrvidç–

augsne klavieru trio spçles tradîciju attîstîbai;
— 20. gadsimta sâkums. Bçtiòa trio darbîba kâ pirmâ kulminâcija latvieðu

klavieru trio muzicçðanas vçsturç;
— Pirmâ pasaules priekðvakars un kara laiks. Jaunas tendences koncertdzîvç

un to ietekme uz klavieru trio muzicçðanu.
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19. gadsimta 60.–90. gadi. Kamermuzicçðanas asni latvieðu kultûrvidç –
augsne klavieru trio spçles tradîciju attîstîbai

Par latvieðu koncertdzîves pirmsâkumu uzskatâma 19. gadsimta 60.
gadu nogale. Tieði tolaik, pçc mûzikas vçsturnieku sniegtajâm ziòâm (Vîtoliòð,
Krasinska 1972: 168), sarîkots pirmais latvieðu mâkslinieku vokâli instrumen-
tâlais laicîgais koncerts (9.05.1868.1), kas atspoguïots Rîgas presç. Jo îpaði
regulâri ðâdi pasâkumi kïûst pçc 1868. gada 10. novembra, kad dibinâta
Rîgas Latvieðu biedrîba (turpmâk RLB) – senâkâ oficiâlâ latvieðu sabiedriskâ
organizâcija, kas pulcç ap sevi inteliìenci un ir galvenais nacionâlâs kultûras
balsts.

Preses materiâli liecina, ka pati koncertu ideja ir jaunums tâlaika latvieðu
sabiedrîbai. Zîmîga ðai ziòâ ir laikraksta Latvieðu Avîzes publikâcija (1870),
kuras autors Kârlis Bertrams skaidro koncerta jçdzienu; viòð pauþ savu un,
iespçjams, arî plaðâkâ sabiedrîbas lokâ izplatîtu skatîjumu, kas mûsdienâs
varçtu ðíist paradoksâls. Rakstâ lasâms:

[..] kad dziedâðana viena pate bez kâdas citas mûzikas top uzvesta, tad
tas nav îsti koncerts saucams; bet citi to tomçr nosauc par dziedâðanas
koncerti. [..] Lîdz ðim latvieði no tam vçl nekâ nezinâja, tikai beidzamâ laikâ
tas pie viòiem sâcis pamosties un tâpçc kâ cerams uz priekðdienâm vairâk
izplauks, kad tiem îstus koncertus reiz uzvedîs (Bertrams 1870).

Tieði paðu koncertu novitâtes dçï 60.–90. gadu presç liela vçrîba veltîta
procesam, ko varçtu dçvçt par publikas muzikâlu izglîtoðanu: jaunajos apstâk-
ïos tâ ir objektîvi nepiecieðama, jo daudz kas klausîtâjam ir vçl nepazîstams,
lîdz ar to arî neizprotams un pat garlaicîgs. Tâpçc vairâk izglîtotâ publika
(Agls 1894a) regulâri tiek aicinâta râdît citiem priekðzîmi aktîvâkâ koncertu
apmeklçjumâ. Nereti izskan arî mudinâjumi koncertu organizatoriem piln-
veidot savu darbu gan repertuâra, gan atskaòotâjsastâvu izvçlç, turklât gal-
venais arguments atkal ir rûpes par klausîtâju: centieni panâkt, lai koncerta
apmeklçjums viòam nav pirmais un pçdçjais ðâda veida notikums. Piemçram,
vienâ vakarâ nevajag iekïaut divus Bçthovena opusus (30 un 40 minûtes
garus), jo klausîtâjiem tas ir par daudz, uzskata Âdams Ârgalis (pseidonîms
Ad. Agls) – viens no 19. gadsimta nogales aktîvâkajiem mûzikas kritiíiem
(Agls 1894a).

Analizçjot atsauksmes par 60.–90. gadu latvieðu koncertiem, jâsecina,
ka sâkumperiodâ tâs drîzâk ir lakoniskas atskaites par to, cik kuplâ skaitâ

1 Ðeit un turpmâk visas datumu norâdes sniegtas atbilstoði tâlaika Krievijas impçrijâ
prioritârajam vecajam stilam.
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publika ðo pasâkumu ir vai nav apmeklçjusi un kas tajâ atskaòots. Par mâk-
slinieku sniegumu visbieþâk lasâmas vien daþas îsas piezîmes patika vai visla-
bâk patika lîmenî (negatîvu atsauksmju tolaik ir maz, kas liecina, ka latvieði
paði centâs saudzçt savu vçl tikai dzimstoðo mâkslu). Ðajos aprakstos gandrîz
neparâdâs vçrtçjums, tâdçï tos grûti nosaukt par recenzijâm. Tomçr tâs ir
neatsverams latvieðu atskaòotâjmâkslas sâkumposma izpçtes avots – lûk,
ilustrâcijai viens no pirmajiem ðâda veida rakstiem:

Svçtdien tai 22 mercî deva Latvieðu labdarîðanas biedrîba dziedâðanas
koncerti. Dziedâtas tika pavisam 11 dziesmas. Programma bij ïoti patîkami
sastâdîta, jo viòa bij raiba. Tur dziedâja Rîgas labdarîðanas biedrîbas jaukts
koris, Mielçna lçgerplaèa jaukts koris, tad abi kori kopâ, dziedâja divi kun-
dzenes solodziesmas un dziedâja trîs kungi solodziesmas. Dziedâðana gâja
caur caurim labi, bet îpaði, kâ likâs, patika solodziesmas. Pçdîgi vçl viens
biedris spçlçja uz klavierçm, ar lielu izveicîbu, kâdu fantâziju. – Jânoþçlo, ka
ðai reizç ne visai daudz klausîtâju bija atnâcis un labdarîðanas biedrîba par
saviem pûliòiem un izdoðanâm tik maz ienâkðanu bûs panâkuse (Koncerte
1870).

Ðis îsais rakstiòð trâpîgi atklâj vairâkas iezîmes, kas raksturo 19. gadsimta
60./70. gadu latvieðu koncertdzîvi kopumâ:
— koncerta kodols ir kora dziedâjums. Ðai ziòâ bûtiska nozîme ir Jûlija

Purâta (1835–1897) vadîtajam Rîgas Latvieðu labdarîbas biedrîbas
korim (dib. 1868, sâkotnçjais nosaukums Rîgas koris), kura sniegums
60. gadu nogalç un 70. gados ir visai regulâra latvieðu koncertdzîves
sastâvdaïa2;

— tomçr jau kopð paða sâkuma organizatori cenðas lîdzâs kordziedâjumam
sniegt arî citu þanru mûziku, ko klausîtâji novçrtç (jau citçtajâ rakstâ –
Programma bij ïoti patîkami sastâdîta, jo viòa bij raiba). Arî te lielâka
vieta gan atvçlçta vokâlajai mûzikai (solodziesmâm, kas klausîtâjiem,
pçc kritiía liecîbas, visvairâk patîk), taèu neiztrûkstoða vieta ik koncertâ
ierâdîta arî instrumentâlajai kamermûzikai, ðajâ gadîjumâ – klavieru
fantâzijai;

80 Piemçram, arî 1869. gada 12. novembra Baltijas Vçstneða numurâ anonîms
recenzents izsaka îpaðu pateicîbu Purâtam, uzsverot: lai arî kora un solo dziedâtâji,
kuri piedalâs koncertâ, ir diletanti un tâdçï par viòu izpildîjumu neklâjas nekâdu
spriedumu taisît, tomçr bargai kritikai tâpat neesot vietas, jo priekðnesumi Purâta
kunga vadîbâ ir sagatavoti rûpîgi un gandrîz visi koncerta numuri jâatkârto otrreiz
(Koncerte 1869).
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— koncertu rîkotâju entuziasms jo augstâk vçrtçjams tâpçc, ka publikas
atsaucîba, kâ lasâm, nav liela; sekojoðais izklâsts apliecinâs, ka tas attie-
cas arî uz vairâkiem vçlâk rîkotajiem Rîgas latvieðu koncertiem;

— koncerta dalîbnieku vidû dominç nevis profesionâli mâkslinieki, bet vâr-
dâ nenosaukti amatieri (citçtajâ rakstâ – divi kundzenes, trîs kungi un
viens biedris).
Pçdçjais apakðpunkts rosina iezîmçt otru faktoru, kas paralçli un reizçm

arî neatkarîgi no RLB aktivitâtçm stimulç kamermûzikas tradîciju attîstîbu:
tâ ir amatieru un mâjas muzicçðana, kas ðî laikmeta latvieðiem – vismaz
pilsçtâ un pârticîgâkajos slâòos – vairs nav sveða. Tâ attîstâs vâcbaltu kultûras
ietekmç; ðai ziòâ iezîmçjas sasauce arî ar citâm tendencçm, piemçram, vâcu
valodas kâ ìimenes valodas izvçli turîgu latvieðu (vai jauktâ latvieðu/vâcu)
vidç. Tieði ðâdâ vidç uzauguði nâkamie komponisti Alfrçds Kalniòð (plaðâk
sk.: Klotiòð 1979: 14–22) un Jâzeps Vîtols. Pçdçjais savâs atmiòâs veltîjis
nozîmîgu vietu agrâ jaunîbâ gûtajai amatiermuzicçðanas pieredzei – kopspçle
ar draugiem un domubiedriem sniegusi brîniðíîgu iespçju dziïi mietpil-
soniskajâ Jelgavâ iepazîties ar Karla Ditersdorfa, Jozefa Haidna, Volfganga
Amadeja Mocarta, Ludviga van Bçthovena u. c. komponistu stîgu kvartetiem
(Vîtols 1988: 44).

Svarîgi atzîmçt, ka Vîtols savu mâksliniecisko gaitu sâkumposmâ spçlçjis
ne tikai altu stîgu kvartetâ, bet arî klavieru partiju trio sastâvâ. Viòa jaunîbas
atmiòâs ietverta interesanta, ar humoru aprakstîta epizode par vçrienîgi iece-
rçto, bet izgâzuðos klavieru trio koncertturneju (1880), kas veikta kopâ ar
vienaudþiem Rûdolfu Vanahu (Vanagu) un Nikolaju Alunânu3. Pçdçjâ vârds
ðai sakarâ piesaista îpaðu uzmanîbu, jo latvieðu mûzikas vçsturç Alunâns
iegâjis kâ pirmâ klavieru trio autors. Diemþçl ðis skaòdarbs nav saglabâjies,
un nav arî izdevies uziet presç jelkâdus materiâlus par tâ atskaòojumu – ir
vienîgi Straumes Jâòa liecîba, kas rosina domât, ka vairâkus gadus pçc kom-
ponista nâves, ap 1926. gadu, trio vçl bijis pieejams: Muzikâlâs aprindâs

3 Visi trîs devuðies koncertceïojumâ pa vairâkâm Latvijas un Lietuvas pilsçtâm;
programmâ blakus Friderika Ðopçna, Henrika Veòavska un Franèa Ðûberta
kompozîcijâm iekïauts arî Fçliksa Mendelszona-Bartoldi Trio c moll op. 66; kâ
interpreti minçti Vîtols (klavieres), Vanahs (vijole) un personâþs ar îpaði skanîgu,
publikas piesaistîðanai piemçrotu vârdu – K. Buhenrode (èells). Jâatzîst gan, ka Vîtols
ðo turneju nosaucis par dçku un priecâjas, ka tâ tikusi rîkota stingrâ slepenîbâ un
pçc tam ar gudru prâtu noklusçta, jo neviens no turnejas koncertiem tâ arî nav
noticis un, kâ izrâdâs, arî èellista Buhenrodes tçls bijis izdomâts – èellu patiesîbâ
vajadzçjis spçlçt Alunânam (Vîtols 1988: 49).
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cirkulç arî kâds instrumentâls sacerçjums “ t r io”  par  la tv .  tautas dz ies-
m â m; sava retuma dçï ievçrojams un glîti izstrâdâts darbs (Straumes Jânis
1926: 76). Katrâ ziòâ ir pamats pieòçmumam, ka ðîs kompozîcijas tapðanâ
auglîga ietekme bijusi jaunîbâ koptajai mâjas muzicçðanai – nodarbei, kurai
Alunâns labprât pievçrsies Jelgavâ, Jâzepa Vîtola un citu domubiedru
sabiedrîbâ.

***

No vienas puses, mâjas un amatiermuzicçðana, no otras – nacionâlâs
atmodas kustîba un ar to saistîtâ straujâ kultûras dzîves attîstîba: tie bija
galvenie faktori, kas ietekmçja arî latvieðu kamermûzikas tradîciju veidoðanos
un pamazâm gatavoja augsni klavieru trio ienâkðanai latvieðu koncertdzîvç.
Tâ datçjama ar 1894. gadu. Tieði tad publikai sevi piesaka ansamblis, kura
sastâvâ muzicç latvieðu vijolnieks Jçkabs Ozols (1863–1902), viòa dzîves-
biedre, franèu cilmes pianiste Berta Ozola-Gijo (Guyot , 1870–?) un èellists
K. Kohs (K. Koch)4. Ansamblis debitç 1894. gada 9. februârî Rîgas Latvieðu
Labdarîbas biedrîbas 25 gadu pastâvçðanas svçtkos, atskaòojot Fçliksa
Mendelszona-Bartoldi Klavieru trio d moll op. 49; taèu par ðo raibas prog-
rammas pasâkumu plaðâkas recenzijas presç neatrodam, vien informatîvus
ziòojumus. Toties mazliet vçlâk Ozols nesen (1888) dibinâtâs RLB Mûzikas
komisijas paspârnç uzsâk triju koncertu ciklu – t. s. k l a s i s k â s  m û z i k a s
v a k a r u s. Dalîbnieku vidû ir vairâki solodziedâtâji, Rîgas Latvieðu Dzie-
dâðanas biedrîbas koris, kâ arî jau iepriekð minçtais klavieru trio ansamblis.

Repertuârâ iekïauta tikai 19. gadsimta mûzika, un ðai ziòâ mûziíi pat
izpelnâs recenzenta Oskara Ðepska pârmetumu: Kâdçï Mûzikas komisija ðos
vakarus gan nosauc par “klasiskâs mûzikas” vakariem? Pirmâ vakarâ bija
programmâ tikai viena pate maza dziesmiòa no klasiska komponista. Arî
aizvakar tikai sonâte un [Bçthovena] trio bija klasiska, visa cita no roman-
tiíiem, izòemot Èaikovski  (Ðepskis 1894d). Protams, Èaikovska noðíîrums
no romantiíiem neatbilst mûsdienu priekðstatiem par ðo komponistu. Taèu
jâatceras, ka Èaikovskis bija miris tikai pirms daþiem mçneðiem (1893. gada
6. novembrî) un acîmredzot daudzu tâbrîþa klausîtâju uztverç pârstâvçja
laikmetîgo, tagadnes mâkslu, kamçr romantisms viòu izpratnç saistîjâs jau
ar dziïâku pagâtni.

4 Diemþçl sîkâkas ziòas par ðo mûziíi pagaidâm nav izdevies atrast. Iespçjams,
viòð bijis Rîgas Pilsçtas (Vâcu) teâtra oríestra mâkslinieks.
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Pirmais ansambïa koncerts notiek 1894. gada 16. februârî RLB nama
zâlç. Blakus kora, klavieru un vokâlajiem darbiem tovakar izskan Èaikovska
trio Liela mâkslinieka piemiòai a moll op. 50. Oskars Ðepskis atzîst, ka
priekðnesumi izdevâs it labi, tikai mazâ skaitâ ieradusies publika nezinâja
iesâkumâ, kâ izturçties pret neparasto mûziku, kura prasa no klausîtâja daudz
sapraðanas (Ðepskis 1894c). Otrais koncerts tiek sarîkots 1894. gada 24.
martâ, un tajâ spçlçto Bçthovena trio Es dur op. 1 nr. 1 recenzents uzskata
par vienu no spilgtâkajâm vakara virsotnçm: Vislabâki izdevâs trio, spçlçts
no Ozol-Gijo kdzes, Ozola un Koha kgiem un solo dziesma soprânam
(Ðepskis 1894d). Taèu koncerta rîkotâji izpelnâs kritiku par pârlieku nopietnu,
latvieðu publikas uztverei nepiemçrotu programmu: Pie tâdiem koncertiem
bûtu jâvçlas, ka nespçlçtu vienâ vakarâ sonâti un trio no Bçthovena. Publika,
kura lielâkâ skaitâ bija ieradusies, vçl caur tâdu nopietnu mûziku par daudz
nogurdinâta un zaudç uz tâlâkiem tâ nosauktiem klasiskâs mûzikas koncer-
tiem interesi (Ðepskis 1894d). Ka tâ tieðâm ir, to apliecina arî cita recenzenta,
Âdama Ârgaïa, atsauksme par pçdçjo no trim klasiskâs mûzikas vakariem,
kas izskan 1894. gada 27. aprîlî (lîdzâs citiem darbiem spçlçts Kamila
Sensânsa Klavieru trio F dur op. 18). Ðis raksts ietver savveida socioloìiskas
pârdomas:

Koncerti, kuros Haidna Pasaules radîðana tika uzvesta, bija gan labi
apmeklçti5, turpretim visi trîs klasiskâs mûzikas vakari bija îsti maz klausîtâju
sapulcinâjuði. Kad jautâjâm, kâds iemesls ðâdai vâjai apmeklçðanai, tad
dabûjâm dzirdçt daþ nedaþâdus iemeslus: vieni saka, ka ieejas maksa par
augstu; otri, ka ðie vakari par âtru viens pçc otra sekojuði; treðie, ka prog-
rammâs vajadzçtu vairâk daþâdîbas, kâ arî vairâk izdarîtâju spçkus pievilkt;
citi nav mierâ, ka visos ðos vakaros nav ne vienas solo dziesmas pa latviski
dziedâtas, un daþi, ka vçl Latvieðiem nav diezgan publikas, kas ðâdu nopietnu
mûziku prot cienît. Kâ râdâs, tad pçdçjais iemesls gan bûs tas svarîgâkais, jo
ne vien starp Latvieðiem ir maz ðâdas mûzikas cienîtâju, bet arî pie citâm
tautâm, kuras gan skaita ziòâ, gan pârticîbâ un izglîtîbâ Latvieðus pârspçj
(Agls 1894b).

Komentçjot var piebilst, ka recenzenta minçtâ tendence nav raksturîga
viòa laikmetam vien – problçmu un aktualitâðu loks, kas skar kamermûzikas
atskaòotâjus, koncertu organizçtâjus un to klausîtâjus, lîdz mûsdienâm îpaði

5 1894. gada 6. janvâra koncertâ izskan Haidna oratorija Pasaules radîðana, ko
iestudçjis RLB kapelmeistars Ozols. Atsauksmes presç liecina, ka koncerts guvis
lielu publikas atsaucîbu un atðíirîbâ no oríestra raibâ snieguma demonstrçjis iepriekð
vçl nedzirdçtu kora un solistu atskaòojuma kvalitâti (Ðepskis 1894a, 1894b).
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nav mainîjies. Tomçr visos laikos bijuði arî izredzçtie – mâkslinieki, kas spçjuði
pârvarçt þanra ârçjo nepateicîbu, ðíietami ðauro, elitâro ievirzi un raisît
sajûsmu plaðâ publikâ. Ozola trio tas pagaidâm vçl nav izdevies.

Par ansambïa dalîbniekiem daudz atsauksmju nav saglabâjies. Ârgalis,
recenzçjot Sensânsa Trio atskaòojumu, raksta, ka mûziíi spçlçja ar parasto
dedzîbu un praðanu [..] un it kâ sacensîbâ raudzîjâs savâ partijâ viens otru
pârspçt (Agls 1894b). Kâ ansambïa dvçseli un vienotâju viòð izceï pianisti.
Piemçram, Bçthovena Trio Es dur op. 1 nr. 1 sniegumâ galvenais nopelns
piekrît Ozola kdzei, kura ar lielâko akuratesi savu grûto partiju izveda. Bet
arî Ozola un Koha kgi ïoti apzinîgi spçlçja (Agls 1894a). Ðepskis îpaði atzîmç
pianistes skaidro klavierspçli (Ðepskis 1894c). Ðie atzinîbas vârdi acîmredzot
nav nejauði, jo Ozolai-Gijo, atðíirîbâ no viòas dzîvesbiedra Jçkaba, bijusi
nopietna profesionâlâ izglîtîba instrumenta spçles jomâ – viòa savulaik beigusi
Parîzes konservatorijas klavieru klasi (Breìe 2001: 142).

Ozola paliekoðâkais nopelns ir viòa lielais organizatoriskais veikums –
pati klasisko koncertu cikla ideja un tâs îstenojums, par ko raksta arî Ðepskis:
Tieðâm jâpriecâjas, ka caur Ozola kunga darboðanos Rîgas Latv. biedrîbâ
nâk veselâks gars mûzikas ziòâ un ðis ar laiku gan izplatîsies pâr visu Latviju
(Ðepskis 1894d). Kâ atskaòotâjmâkslinieks Ozols acîmredzot bijis drîzâk
ansambïa mûziíis, nevis solists virtuozs – to apliecina, piemçram, Ðepska
atsauksme par viòa spçles mazo, plaðâkai zâlei nepiemçroto toni, atskaòojot
Bçthovena Kreicera sonâti (Ðepskis 1894d). Cits kritiíis, Vîgneru Ernests,
izceï Ozola spçles smalko niansçtîbu (Vîgneru Ernests 1891).

Savukârt Jâzepa Vîtola rakstîtais par ðo vijolnieku atklâj svarîgu, tâlaika
latvieðu atskaòotâjmâkslai, iespçjams, kopîgu problçmu – daudzi no pir-
majiem latvieðu mûziíiem bçrnîbâ un agrâ jaunîbâ nebija profesionâli pareizi
ievirzîti un, neraugoties uz entuziasmu un apdâvinâtîbu, tas negatîvi ietekmçja
viòu sasniegumus (atcerçsimies paða Vîtola likteni Leopolda Auera stîgu
kvarteta klasç!6):

Ozols bija raksturîgs tolaiku provinces upurs. Tikai ar 16 gadiem vijoli
rokâs tvçris viòð (neveikla pasniedzçja gatavots) apm. 21 g. vecs vçl ieðmauca
konservatorijas vijoles klasç. Bet drîzi viòam bija jâpârliecinâs kâ jau sacie-
tçjuðâs dzîslas vairs nepadevâs nekâdai lai cik cieðai gribai. [..] ieteicu viòam

6 Apzinoties nepilnîbas savâ alta spçlç, Vîtols sevi paðkritiski dçvçjis par braèista
vâju kopiju  (Vîtols 1988: 44). Savâs atmiòâs komponists ar skumju humoru atceras,
kâ 1880. gadâ Auers izmetis viòu no stîgu kvarteta klases, tâ netieði norâdot uz viòa
altista karjeras bezperspektivitâti; tomçr Auers bijis labvçlîgs pret Vîtola komponista
darbîbu un vçlâk piedalîjies arî viòa Stîgu kvarteta atskaòojumâ (Vîtols 1988: 62,63).
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kandidçt uz Rîgas Latv. teâtra atbrîvojoðos kapelmeistara vietu: ðeit viòa
vadîbâ âtri uzplauka seviðíi Rîg. Dziedâðanas biedrîba, viòa aizrautîba
aizrâva kori, sildîja klausîtâjus (Vîtols 1947).

Pçc trim klasiskâs mûzikas vakariem ziòas par ðo ansambli presç vairs
nav atrodamas. Iespçjams, darbîbas pârtraukðanu stimulç arî Ozola pievçr-
ðanâs diriìenta karjerai, kurâ viòð gûst krietni lielâku atsaucîbu nekâ
kamermûziíis: 1895. gada IV dziesmu svçtkos Rîgas dziedâðanas biedrîbas
vîru un jauktais koris viòa vadîbâ izcîna dziesmu kara pirmâs godalgas. Savu
tiesu laika prasa arî darboðanâs Rîgas Latvieðu teâtra kapelmeistara amatâ
(jau no 1891).

Rezumçjot Ozola trio darbîbas apskatu, jâsecina: kaut arî ðî ansambïa
koncerti nav bijuði kupli apmeklçti, patiesiem kamermûzikas interesentiem
tie spçja sniegt vçrtîgus iespaidus. Pozitîvi jâvçrtç fakts, ka mûziíi pievçrsâs
ne vien klasikai, bet arî samçrâ nesen tapuðiem skaòdarbiem: piemçram,
Èaikovska trio Liela mâkslinieka piemiòai sacerçts 1882. gadâ, tâtad div-
padsmit gadus pirms klasiskâs mûzikas vakariem. Tâdçjâdi, lai arî Ozola
trio darbîba bijusi îslaicîgam zibsnim lîdzîga, savas neilgâs pastâvçðanas gaitâ
ansamblis ienesis svaigas vçsmas vietçjâ koncertdzîvç.

20. gadsimta sâkums. Bçtiòa trio darbîba kâ
pirmâ kulminâcija latvieðu klavieru trio muzicçðanas vçsturç

20. gadsimta pirmajâ desmitgadç Rîgas latvieðu mûzikas vide, salîdzinot
ar kamermuzicçðanas pirmsâkumu periodu, ir mainîjusies. Nozîmîgi augusi
koncertrecenziju kultûra latvieðu presç – atsauksmes par koncertiem kïuvuðas
krietni izvçrstâkas, iezîmîgas ar tçlainu literâro valodu7 un izsmeïoðu faktolo-
ìisko materiâlu, bet, pats galvenais, ietver arî analîtisko sadaïu. Runâjot par
laikmeta noskaòas dvesmu, ko ar interesi cenðas uztvert mûsdienu lasîtâjs,
varam konstatçt: lîdzâs nacionâlâs atmodas idejâm sevi arvien bieþâk piesaka
arî citas, kas tiecas aktualizçt ne tik daudz latvisko savdabîbu, cik iekïauðanos
modernâs Eiropas procesos. Piemçram, 19./20. gadsimta mijâ ïoti populâras
bija dekadences idejas – par to lomu latvieðu literatûrâ plaðâk raksta Maija
Burima (Burima 2011: 35). Un ðai kontekstâ interesanti, ka dekadences jç-
dziens vairâkkârt parâdâs arî gadsimta sâkuma mûzikas kritikâ – tâ Pâvils
Gruzna piemin dekadansa stilu saiknç ar jaunu stîgu instrumentu bûves
paòçmienu (Gruzna 1907). Savukârt Emîls Dârziòð dekadences jçdzienu attie-

7 Zîmîgi, ka ðajâ periodâ mûzikas kritikâ intensîvi darbojas ne vien komponisti
(Emîls Dârziòð u. c.), bet arî rakstnieki (Pâvils Gruzna u. c.).
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cina tieði uz klavieru trio jomu – rakstot par Bçthovena trio D dur op. 70
nr. 1 Largo daïu Bçtiòa trio sniegumâ, kritiíis secina: viòð nezinot nevienu
citu skaòdarbu, kur Bçthovens parâdîtos tik dekadentisks, ðî daïa, viòaprât,
atgâdina Dance macabre un Edgaru Po (Dârziòð 1907). Tas liecina, ka Rîgas
latvieðu kultûrvide cenðas neatpalikt no aktuâlajâm tendencçm Eiropâ. Lîdzîgi
kâ iepriekð, joprojâm presç parâdâs raksti, kas izglîto koncertapmeklçtâjus,
un zîmîgi, ka tagad tie skar ne vien þanrus, kas orientçti uz plaðâku atska-
òotâju un klausîtâju loku (opera, simfoniskâ mûzika), bet arî kamermûziku –
tiek skaidrots kamermûzikas jçdziens, tâs vçsture un attîstîbas posmi, kâ arî
analizçti iemesli publikas vâjajai interesei par kamerkoncertiem (Mâksla un
mâkslinieki 1906: 40).

Arî 19./20. gadsimta mijâ latvieðu mâkslinieki kamermuzicçðanai no-
dodas galvenokârt koncertos ar jauktu programmu. Îpaði ðai ziòâ jâizceï
RLB Mûzikas komisijas rîkotie ikgadçjie rudens koncerti (1891–1913). Tie
arvien ietver gan kordziedâjumu, gan solo un ansambïa priekðnesumus, tur-
klât, atðíirîbâ no klasiskâs mûzikas vakariem, bagâtîgâ klâstâ iepazîstina ar
jaunâko latvieðu mûziku. Ðâda repertuâra izvçle, iespçjams, arî noteikusi
klausîtâju lielo atsaucîbu – to atspoguïo, piemçram, kâda Dienas Lapas
recenzija (1900):

Pçdçjâ vietiòa izpârdota, liels gaisa un sajûsmîbas karstums zâlç – mûsu
teicamâkie mûzikas mâkslinieki uz skatuves paaugstinâjuma: tâs ir parâdîbas,
kas pçdçjos gados augusta mçnesî atjaunojas ar tâdu noteiktîbu, ka viòus
vai kalendârî varçtu iezîmçt kâ iepriekðsludinâjumu (Latvieðu biedrîbas
Mûzikas komisijas koncerts 1900).

Rudens koncertu dalîbnieku vidû ir arî vçlâk slavenie Bçtiòa trio mûziíi –
pianists Ludvigs Bçtiòð (1856–1930, debija rudens koncertâ 23.08.1892.)
un èellists Oto Fogelmanis (1876–1926, debija, attiecîgi, 23.08.1898.). Trio
sastâvâ viòi sâk spçlçt 1906. gadâ, un lîdzâs abiem latvieðu mâksliniekiem
ðajâ ansamblî iesaistâs èehu vijolnieks Vaclavs Nedela (1878–?). Gan Bçtiòð,
gan Fogelmanis beiguði Pçterburgas konservatoriju (Bçtiòð – Teodora Leðe-
ticka klavieru klasi un Luija Homiliusa çrìeïklasi, Fogelmanis – Aleksandra
Verþbilovièa èella klasi). Tâdçjâdi viòu darbîba atspoguïo 19. gadsimta no-
galei un 20. gadsimta sâkumam raksturîgu tendenci – akadçmiski izglîtotu
latvieðu atskaòotâjmâkslinieku arvien intensîvâku iekïauðanos koncertdzîvç.
Jâpiebilst, ka Bçtiòð sasniedzis augstu statusu arî Krievijas mûzikas vidç:
viòð ir Maskavas konservatorijas profesors (1898–1900, 1908–1913). Tas
neapðaubâmi apliecina viòa mâksliniecisko izcilîbu un liek ticçt, ka arî latvieðu
laikabiedru paustie cildinâjumi – piemçram, Bçtiòð uzskatâms par vienu no
vislabâkiem pianistiem ne vien Baltijâ, bet arî varbût visâ Krievijâ (Mj 1907) –
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nav pârspîlçti. Pusgadsimtu vçlâk komponists un muzikologs Longîns Ap-
kalns Bçtiòa simtgadei veltîtâ rakstâ sniedz ðâdu vispârinâjumu:

Jurjâns bija pirmais lielais skaòradis, kas pacçlâs no latvieðu tautas vidus.
Bçtiòð bija pirmais interprets, kas aizsniedza lîmeni, ko mçro ar klavierspçles
mâkslas starptautiskajâm mçrauklâm (Apkalns 1956).

Arî treðais ansambïa dalîbnieks Nedela ir augstâkâs raudzes mâksli-
nieks – savulaik Prâgas konservatorijâ viòð mâcîjies pie tâdiem Eiropâ pazîs-
tamiem vijolniekiem kâ Antonîns Bennevics (Bennewitz) un Otakars Ðevèiks
(Ðevèík) un pirms ieraðanâs Rîgâ bijis lielu operteâtru (Belgradas un Prâgas)
koncertmeistars. Jau ðie fakti vien rosina domât, ka izveidots tieðâm eiropeiska
lîmeòa ansamblis.

Triju mûziíu debijas koncerts izskan Jelgavâ 1906. gada 19. februârî,
un tâ programmâ iekïauti Vînes klasiíu darbi – gan solonumuri, gan divi
trio (Jozefa Haidna Trio C dur8 un Ludviga van Bçthovena Trio D dur  op. 70
nr. 1 jeb Garu trio ). Recenzents Bindu Atis (îstajâ vârdâ Atis Kauliòð) atzîst:
[..] lai ðâdus gabalus ar sekmçm uzvestu, nepietiek vien bût labiem solistiem,
bet vajadzîga arî ievçrojama kopspçles rutîna. Par tâs esamîbu klausîtâji
varçjuði pârliecinâties, tikai apmeklçjums koncertam diemþçl bijis viduvçjs
(B. A. 1906: 46). Otro reizi Jelgavas publikai ir iespçja dzirdçt ðo mûziíu
sastâvu 18. aprîlî, un nu jau pavisam atðíirîgas, vçlîni romantiskas ievirzes
programmâ. Ansamblis atskaòo Nedelas tautieða, èehu cilmes Krievijas
komponista Eduarda Napravòika Trio g moll op. 24 un Antona Rubinðteina
Trio B dur op. 52. Publikas joprojâm nav daudz, taèu ðoreiz recenzijas liecina,
ka spçle raisîjusi klausîtâjos neparasti spçcîgu emocionâlo saviïòojumu, kâdu
instrumentâlâs kamermûzikas koncertos nemaz tik bieþi nenâkas vçrot. Pat
daþas asariòas noritçja (II Kamermûzikas vakars 1906: 62) – tâ viens no
recenzentiem raksta par Rubinðteina Trio otro daïu, gaiði melanholiskâ
atmiòu noskaòâ ieturçtu un melodiski bagâtu mûziku. Interesanti, ka ïoti
atzinîgu vçrtçjumu izpelnîjies arî mûsdienâs gandrîz vairs neatskaòotais Na-
pravòika darbs, un acîmredzot arî ðeit liela loma bijusi interpretâcijai. Laik-
raksta Latvija mûzikas kritiíis dalâs iespaidos:

Îsti moderns bija Napravòika G-moll trio. Ðis gabals, pilns spçka, strau-
juma un virtuozitâtes, kas no izpildîtâjiem prasa apbrînojamu tehniku un
mûzikas sajûtu; mâkslinieki to nesa priekðâ ar tâdu smalkumu, kâdu reti
atrod, un tamdçï aizrâva klausîtâjus sev lîdzi (Fr. D. 1906).

8 Skaòdarba opuss nav norâdîts; Haidna kompozîciju sarakstâ ir èetri klavieru
trio C dur.
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Savukârt, pçc Mûzikas Druvas anonîmâ recenzenta vârdiem, abi skaò-
darbi publikai tâ iepatikuðies, ka katra numura beigâs viòas sajûsmîba negri-
bçja ne rimties (II kamermûzikas vakaru [..] 1906: 62).

1906. gada 19. martâ trio debitç Rîgâ, kur Pilsçtas ìimnâzijas zâlç tâ
sniegumâ dzirdami jau iepriekð spçlçtie Bçthovena un Napravòika opusi.
Bet jo îpaði nozîmîga ir ansambïa uzstâðanâs ar ðo paðu programmu RLB
nama zâlç 1907. gada 11. decembrî: ðis ir viens no retajiem RLB paspârnç
rîkotajiem koncertiem, kurâ izskan tikai instrumentâlâ kamermûzika. Emîla
Dârziòa atsauksme vçsta, ka ansambïa priekðnesums bijis krietns un arî pub-
lika uz ðo koncertu sapulcçjusies kuplâ skaitâ gan zâlç, gan galerijâ (Dârziòð
1907); uz iepriekðçjo koncertu fona tas ir visai pârsteidzoðs fakts.

Ansambïa dalîbnieku kopspçlei, kâ arî katra mâkslinieka solosniegumam
recenzijâs veltîtas izsmeïoðas atsauksmes. Pçc koncerta RLB nama zâlç Dâr-
ziòð trio mûziíus raksturo ðâdi:

Bçtiòð (klavieres) rekomendçja sevi it îpaði kâ Bçthovena interpretu;
Nedelas (vijole) temperamenta pilnais priekðnesums varçja vislabâk parâdîties
iekð Napravòika trio, kamçr Fogelmanis (èello) ar savu nosvçrto, stila pilno
priekðnesumu turçjâs viscaur vienâdâ augstumâ. Bet bija vietas, kurâs parei-
zais samçrs stipruma ziòâ starp atseviðíiem instrumentiem – tika traucçts.
Tâ, piem., Bçtiòa klavieru partija bija ðad un tad par stipru (Dârziòð 1907).

Liecîbas par Bçtiòu kâ pirmâm kârtâm spilgtu Bçthovena mûzikas atska-
òotâju sastopam arî citos avotos – jau krietni vçlâk, 1930. gadâ, atskatoties
uz pianista mûþu, Jânis Zâlîtis atzîst, ka Bçthovens Bçtiòam bijis îpaði dievi-
nâts, tâdçï starp abiem Ludvigiem pat vilktas zinâmas paralçles, jo ir arî viòu
mûziíu dzîvç daudz kopçja (Zâlîts 1930). Bçthovena interpretâcijâm ïoti
piemçrots bija Bçtiòa spçles kuplais un krâðòais tonis, ko pianista simtgadei
veltîtajâ rakstâ, balstoties uz laikabiedru atmiòâm, izcçlis Longîns Apkalns
(Apkalns 1956)9.

Vijolnieka Nedelas raksturojumâ recenzenti atzîmç viòa slâvisko tempe-
ramentu, kas arî visspilgtâk izpaudies slâvu mûzikas atskaòojumos – gan
Napravòika Trio interpretâcijâ (Dârziòð 1907), gan arî vçlâk, jau citâ sastâvâ
(Bçtiòa vietâ pianiste Alma Dzçrve) spçlçjot Antona Arenska Trio d moll

9 Bçtiòð nodarbojies arî ar kompozîciju, ko Pçterburgâ studçjis pie Nikolaja Rimska-
Korsakova. Interesanti, ka ðajâ darbîbas jomâ viòð atklâjis gluþi citu, no bçthoveniskâ
vçriena atðíirîgu savas radoðâs bûtîbas ðíautni. Vîtols raksturo to ðâdi: Skaidrs liriíis ,
apdâvinâts ar tikai ðauru izteiksmju skalu, Bçtiòð runâ uz mums, turklât it kâ pusbalsî–
con sordino; visas viòa klavieru miniatûras lîdzinâs stâstiòiem krçsliòâ, pie kamîna,
stâstiòiem par gandrîz jau aizmirstiem laikiem un cilvçkiem (Vîtols 1964: 222).



154

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – V

op. 32, kur mâkslinieks pat bijis gandrîz par daudz savâ elementâ (Zîlîts10

1908). Pçdçjâ replika ïauj noprast, ka, lîdzîgi Bçtiòam, Nedelas kvçlâ emoci-
onalitâte un toòa pilnskanîba reizçm varçja aizçnot trio pârçjo dalîbnieku
sniegumu. Tomçr citâs atsauksmçs vijolnieks tiek raksturots arî kâ smalkjûtîgs
mûziíis ar skaistu toni (Mj 1907). Tas rosina domât, ka viòa temperamenta
pârpilnîba, visdrîzâk, nav parâdîjusies tik neapvaldîti, lai apdraudçtu an-
sambïa dalîbnieku spçles harmoniju.

Fogelmanis, kâ noprotams, ðajâ trio pildîjis atsvara lomu, mçìinot rast
ekspresijas balansu ansamblî, kad abu kolçìu emociju bangojums jau sasnie-
dzis kritisko lîmeni. Dârziòð atzîst, ka RLB nama koncertâ Fogelmanis savu
partiju  [..] izpildîja pârâk atturîgi, lai gan citâdi viòð parâdîja acîm redzamu
sapraðanu kamermûzikas stilâ (Dârziòð 1907). Taèu citu recenzentu skatîjumâ
ðî atturîba atstâjusi visnotaï pozitîvu iespaidu – Bindu Atis (Atis Kauliòð)
slavçjis èellista spçju noturçt lîdzsvaru starp abiem saviem domubiedriem,
demonstrçjot patîkamu toni, labo garðu un daiïo sajûtu (B. A. 1906). Mûziía
portretu savdabîgi izgaismo Leontînas Blektes rakstîtais – sâkotnçji tuvu
draugu lokâ, bet vçlâk jau arî plaðâkâ sabiedrîbâ Fogelmanis ticis dçvçts par
mazo vîru ar lielo vijoli  un viòu visur sagaidîja un pavadîja jûsmîga piekriðana
(Blekte 1926).

Acîmredzot Bçtiòa trio izdevâs tas, kas savulaik nebija pa spçkam Ozola
ansambïa dalîbniekiem – ieinteresçt par instrumentâlo kamermuzicçðanu
plaðas klausîtâju aprindas. To apliecina ne vien jau aplûkotais 1907. gada
11. decembra koncerts, bet arî pçc pâris mçneðiem, 1908. gada 26. februârî,
notikuðais koncerts nedaudz mainîtâ sastâvâ – abiem stîdziniekiem bija pie-
vienojusies pianiste Alma Dzçrve, un ansamblis atskaòoja Arenska Trio d
moll op. 32. Tas bijis pirmais jaundibinâtâs Latvieðu Mûzikas biedrîbas
koncerts, un atsauksmes vçsta, ka zâle bijusi teju izpârdota – publika priekð-
nesumu saòçma ar siltu piekriðanu (Zîlîts 1908). Ðis apstâklis jo vairâk ievçrî-
bas cienîgs tâpçc, ka instrumentâlâ kamermuzicçðana tâlaika latvieðu klausî-
tâju apziòâ gandrîz nekad neguva kormûzikai lîdzîgu rezonansi, lîdz ar to
jâsecina – diez vai ðâda atsaucîba bûtu bijusi, ja ansamblis jau iepriekðçjos
koncertos nebûtu pamazâm iekarojis auditorijas uzticîbu. Tâs atblâzma nebija

10 Interesanti atzîmçt, ka ðîs recenzijas autors Persijs Zîlîtis (Zîlîts) bijis amatier-
vijolnieks, kurð, iespçjams, arî pats koncertçjis klavieru trio sastâvâ. Uz ðâdu pieòç-
mumu rosina Baltijas Vçstneða sniegtâ informâcija 1904. gada 14. februârî (Rîgas
Latvieðu Labdarîbas biedrîba 1904); tâ vçsta par kâdu 27. februâra pasâkumu,
kurâ uzstâjuðies Erna Frçmane (klavieres), Persijs Zîlîtis (vijole) un A. Zîle (èells);
tiesa, nav viennozîmîgi pateikts, vai viòi visi trîs muzicçjuði kopâ.
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zudusi pat tad, kad pats Bçtiòð (domâjams, pedagoìiskâs aizòemtîbas dçï –
1908 viòð pçc ilgâka pârtraukuma atgriezâs Maskavas konservatorijâ) mu-
zicçðanâ vairs nevarçja piedalîties.

Kopumâ redzam, ka ansambïa loma vietçjâ koncertdzîvç îslaicîgâs dar-
bîbas periodâ piedzîvojusi kreðendoveida izaugsmi un – diemþçl aprâvusies
tieði kulminâcijas brîdî. Kupli apmeklçtie koncerti 1907. gada 11. decembrî
un (mainîtâ sastâvâ, ar Almu Dzçrvi) 1908. gada 26. februârî bija pçdçjie;
1910. gadâ Rîgu atstâja arî Vaclavs Nedela.

Bçtiòa trio spçles tradîcijas atbalsojâs Latvijas mûzikas dzîvç arî
turpmâkajâs desmitgadçs. Iespçjams, ka vismaz netieði tâs pârmantoja viòa
privâtskolniece Lilija Kalniòa-Ozoliòa, kura 20. gados un 30. gadu sâkumâ
(1923–1934) kïuva par tâlaika ievçrojamâkâ Latvijas klavieru trio dalîbnieci.
Toties pavisam tieði Bçtiòa trio aizsâkto ceïu turpinâja Oto Fogelmanis. Laikâ
lîdz Pirmajam pasaules karam un arî tâ sâkumposmâ viòð presç daudzkârt
minçts kâ daþâdu klavieru trio dalîbnieks.

Pirmâ pasaules kara priekðvakars un kara laiks.
Jaunas tendences mûzikas dzîvç un to ietekme uz trio muzicçðanu

Trio ar latvieðu mâkslinieku lîdzdalîbu, kas mûzikas dzîvç iekïâvuðies
jau pçc Bçtiòa trio izjukðanas, tikai retumis piedalîjuðies speciâli latvieðu
publikai rîkotos koncertos 11. Te izpauþas viena no îpatnîbâm, kas raksturo
Rîgas koncertdzîvi jau kopð 20. gadsimta sâkuma: latvieðu kamermûziíi
arvien intensîvâk tiecas iekarot atzinîbu galvaspilsçtas auditorijâ kopumâ,
nevis tikai savu tautieðu vidç. Ðâdu pavçrsienu stimulç arî krietnâ konserva-
torijas izglîtîbas bâze; tieði no tâs izriet pârliecîba par savu konkurçtspçju,
kas iepriekðçjo paaudþu latvieðu atskaòotâjmâksliniekiem vçl nebija tik
izteikta. Interesanta ðajâ kontekstâ ir laikrakstâ Balss (1907) lasâmâ polemika
starp rakstnieku un mûzikas kritiíi Pâvilu Gruznu un Oto Fogelmani. Atbil-
dot uz Gruznas pausto noþçlu, ka viòð Íeizariskâs Mûzikas biedrîbas kamer-
mûzikas koncertâ nav ievçrojis klausîtâju vidû latvieðu mûziíus, Fogelmanis
norâda: latvieðu interpreti bieþi piedaloties cittautieðu sabiedrîbas koncertos,
savukârt latvieðu koncertos gan reti nâkoties redzçt cittautu klausîtâjus, kâ
arî saòemt pagodinâjumu no paðu tautîbas kritiíiem; tas rosina retorisku

11 Par izòçmumiem var uzskatît atturîbas biedrîbas Ziemeïblâzma pasâkumus,
kuri noritçja galvenokârt latvieðu vidç. Piemçram, 1909. gada 26. jûnijâ kamerkon-
certâ trio sastâvâ uzstâjuðies pianiste Ludmila Gomane-Dombrovska, viòas dzîves-
biedrs, vijolnieks Augusts Dombrovskis un èellists Oto Fogelmanis.
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jautâjumu, vai tieðâm latvieðu atskaòotâji nav lîdzvçrtîgas uzmanîbas vçrti
(Fogelmanis 1907). Ðî polemika trâpîgi atspoguïo latvieðu mâkslinieku cen-
tienus iekïauties Rîgas daudznacionâlajâ mûzikas vidç un arî – grûtîbas, kas
ar to saistîtas; daudzçjâdâ ziòâ tâs ietekmçjuði seni aizspriedumi.

Ansambïi, kuros apvienojâs daþâdu tautîbu mûziíi, tomçr ðajâ laikâ
veidojâs, un galvenais rosinoðais faktors bija kopîgs pedagoìiskais darbs
Rîgas mûzikas skolâs – Pirmajâ mûzikas institûtâ, Skaòu mâkslas skolâ, t. s.
Giþicka mûzikas skolâ un Íeizariskajâ mûzikas skolâ12. Kamermuzicçðanai
ðajâs mâcîbu iestâdçs tika ierâdîta liela vieta. Zîmîgas ðajâ ziòâ ir Jâòa Me-
diòa – 20. gadsimta sâkumâ Pirmâ mûzikas institûta audzçkòa – atmiòas:

Iestâjies Institûtâ, mâcîjos vienâ laikâ trîs instrumentus – vijoli, klavieres
un èellu, jo tâdi bija noteikumi. Mana klavieru skolotâja bija Anna Hide.
Vijoles spçli mâcîja Ambrozius [..] Èella spçles skolotâjs man bija brâlis
Jâzeps (Mediòð 1992: 44).

Kâ redzam, apgûti tieði tie instrumenti, kas veido klavieru trio kodolu.
Jânim Mediòam no bçrnîbas prâtâ palicis viòa brâïa Jâzepa – savulaik insti-
tûta pastâvîgâ noðu pârrakstîtâja – ïoti skaistâ rokrakstâ pârrakstîtais Fçliksa
Mendelszona-Bartoldi Trio d moll  op. 49 (Mediòð 1992: 43), tâtad, vistica-
mâk, trio spçle apgûta arî mâcîbu procesâ. Iepazîtâs koncertprogrammas
liecina, ka klavieru trio bijis kodols teju vai ikvienam kamermûzikas kon-
certam, ko 20. gadsimta sâkumâ rîkoja daþâdâs Rîgas mûzikas skolas. Intere-
santi, ka ðâdos vakaros trio skançja pat krietni bieþâk nekâ stîgu kvartets;
to varçtu skaidrot tâ, ka klavieres, vijole un èells bija arî apmâcîbu procesâ
vispopulârâkie instrumenti.

Klavieru trio þanrâ pirmskara periodâ darbojâs daudzi mûziíi 13, tomçr
vairumâ gadîjumu viòu kopdarbîba bija epizodiska, lîdz ar to preses atsauk-
smes nav visai izsmeïoðas. Taèu izceïams arî kâds pastâvîgâks sastâvs, kas
1912. gadâ izkristalizçjies Rîgas Skaòu mâkslas skolas paspârnç un koncer-
tçjis vismaz lîdz 1915. gada februârim: pianiste Vina Berlina, vijolnieks Jçkabs
(Jakobs) Gurviès un èellists Oto Fogelmanis. Ansambïa debija notikusi
7. maijâ (atkârtots koncerts 9. maijâ) Skaòu mâkslas skolas mâcîbu gada

12 Diriìenta Emîla Zîgerta dibinâtais Rîgas Pirmais mûzikas institûts sâcis darbu
1864. gadâ; 1877. gadâ atklâta Rîgas Skaòu mâkslas skola un 1885. gadâ – Rîgas
mûzikas skola jeb (kopð 1910) t. s. Giþicka skola. Nedaudz vçlâk, 1904. gadâ, darbu
sâkusi arî Rîgas Íeizariskâ mûzikas skola (plaðâk sk., piem., Þune 2011: 426).

13 Koncertsludinâjumos pieminçti tâdi sastâvi kâ Lilija Gomane, Augusts
Dombrovskis, Viktors Hercogs; Teodors Lemba, Jakobs Magaziners un Nikolajs
Iïjiès; Berta Ozola-Gijo, Kuno Bankvics un Josifs (Jâzeps) Hirðovics; u. c.
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noslçguma koncertâ Jâòa (resp., Mazajâ) Ìildç; programmâ bijis Èaikovska
Trio a moll op. 50. Savukârt 11. decembrî ansamblis atskaòojis Brâmsa
Trio c moll op. 101 un divas pçdçjâs daïas (Adagio un Allegro) no Trio H
dur op. 8. Marija Gubene pçc ðî koncerta atzinîgi izsakâs par programmas
izvçli, jo Brâmsa nopietni apcerçjoðâ, dziïdomîgâ mûzika ïoti saderas ar
kamermûzikas cçli stingro, inteliìento stilu  (Gubene 1912).

Kopumâ ðis trio orientçjies galvenokârt uz 19. gadsimta otrâs puses un
20. gadsimta sâkuma mûziku, turklât lîdzâs jau pârbaudîtâm vçrtîbâm
(iepriekðminçtais Èaikovska Trio, Rahmaòinova Elçìiskais trio g moll nr. 1)
ansambïa sniegumâ Rîgâ izskançjuði divu laikmetîgo komponistu darbi:
Daugavpilî dzimuðâ un vçlâk pasaulslavenâ diriìenta Gþegoþa Fitelberga
Trio op. 10 (1901) un Paula Juona Trio kaprièo pçc Gestas Berlinga sâgas
op. 39 (1908). Saskaòâ ar Marijas Gubenes vârdiem, publika uzòçmusi tos
ar interesi un piekriðanu (Gubene 1913b). Jâpiebilst, ka gan Fitelberga, gan
Juona trio, pçc preses ziòâm, Rîgâ skançjuði jau iepriekð14. Juona darbs (1908)
turklât jâatzîmç neparastâs þanriskâs ievirzes dçï – tas ir viens no nedaudza-
jiem trio pasaules mûzikâ, kura pamatâ ir programmatisks siþets. Iepazîstot
noðu materiâlu, pârliecinâmies, ka ðî melodiski pievilcîgâ kompozîcija ap-
veltîta ar îpaðu harmonisko kolorîtu – subdominantes grupas septakordu,
to vidû Grîga septakorda (lielâ maþora septakorda) – bieþu izmantojumu;
acîmredzot autors vçlçjies ðâdi pieðíirt mûzikai ziemeïniecisku niansi, kas
viòam arî izdevies. Senatnîgas diatonikas saliòas mijas ar maþorminora sistç-
mas krâsainîbu, taèu viscaur saglabâta tonâla skaidrîba. Kopumâ Juona
darbs, lai gan tapis 20. gadsimta sâkumâ, iekïaujas romantisma gultnç, kas
Rîgas mûzikas dzîvç tolaik dominçja.

Raksturojot Berlinas trio, recenzents Jânis Zâlîtis îpaði izceï pianisti:
viòas sniegums Rahmaòinova Elçìiskajâ trio  nr. 1 liecina par muzikâlu inteli-
ìenci, dzîvu temperamentu un nepiecieðamo tehnisko izveicîbu (Zâlîts 1914c).
Arî gadu vçlâk recenzents savu viedokli nav mainîjis un, aplûkojot ðî paða
skaòdarba interpretâciju 1915. gada 18. februâra koncertâ, secina: [..] no
ansambïa sastâva pirmâ kârtâ jâmin Vina Berlin. Viòas priekðnesums arvien

14 Fitelberga Trio Rîgas pirmatskaòojuma laiku nav izdevies noskaidrot. Savukârt
Juona darbs pirmoreiz izskançjis Íeizariskâs Krievu Mûzikas biedrîbas II kamermû-
zikas koncertâ 1913. gada 5. martâ. To spçlçjusi pianiste Berta Ozola-Gijo (Jçkaba
Ozola atraitne), vijolnieks, Rîgas Vâcu teâtra koncertmeistars Kuno Bankvics (Bank-
witz , 1860–1932) un èellists Josifs (Jâzeps) Hirðovics (1883–1941) (Gubene 1913a).
Citas liecîbas par ðâda ansambïa darbîbu neatrodam, acîmredzot tas izveidojies vien
epizodiski.
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moþs, bet it seviðíi pievilcîgs þirgtâ tempâ (Zâlîts 1915b). Par trio kopskaòu
atsauksmes ir daþâdas: Gubene atzîmç daiïi pilnskanîgu, rûpîgi apsvçrtu
ansambli (Gubene 1912), turpretî Zâlîtis aizrâda, ka stiprâkâs partitûras
lappusçs Berlina reizçm nomâc pârçjos ansambïa dalîbniekus (Zâlîts 1914c).
Acîmredzot tas skaidrojams arî ar abu stîdzinieku muzicçðanas manieri. Kâ
jau iepriekð atzîmçts, Bçtiòa ansamblî Fogelmanis bija visatturîgâkais, un ar
ðo atziòu netieði sasaucas Zâlîða vârdi par èellista toni – tas esot maigi
dziedoðs, bet neliels, tâpçc bieþi tiekot noslâpçts (Zâlîts 1914c). Pilnskanîbas,
plaðuma, pçc kritiíu domâm, pietrûcis Gurvièa vijoïspçlei, kurâ bûtu vçlams
viscaur vairâk ekspresijas. Tagad tâ gan smalkjûtîga, bet sîka (Zâlîts 1915a),
arî – Viòam pasîks un patievs tonis (K. 1915).

Kopumâ varam secinât: ðis ansamblis, lai gan visumâ atzinîgi vçrtçts,
nav raisîjis mûzikas kritikâ un droði vien arî publikâ tâdas sajûsmas izpausmes
kâ savulaik Bçtiòa trio. Iespçjams, aktîvâ pedagoìiskâ darbîba, kas stimulçja
paðu Berlinas trio raðanos, vienlaikus bija arî ðíçrslis kopspçles filigrânam
slîpçjumam – tam vienkârði pietrûka laika.

***

Pirmâ pasaules kara sâkumposmâ Rîgâ kâdu laiku vçl turpinâs visai
intensîva koncertdzîve. Tomçr bûtiskas izmaiòas tajâ ienes kara uzjundîtais
patriotisma vilnis. Tas izpauþas daudzajos koncertos, kuru ienâkumi tiek
ziedoti karâ iesaukto un viòu piederîgo atbalstam. Jau viens no pirmajiem
ðâdiem pasâkumiem, nepilnus divus mçneðus pçc kara sâkuma izskançjuðais
RLB Mûzikas komisijas koncerts 23. septembrî, pçc Jâòa Zâlîða vârdiem,
bija vçrsis jo plaðu latvieðu sabiedrîbas ievçrîbu (Zâlîts 1914a). Zâlîða at-
sauksmç parâdâs arî kâda nianse, kas kara gadu kontekstâ ir jo raksturîga –
mâksliniekam (pianistam Arvîdam Daugulim) pârmesta nepareiza repertuâra
izvçle:

Visu lielo pusi no viòa izpildîtiem gabaliem ieòçma taisni vâcu un ungâru
komponistu darbi (Lista, Ðûberta, Ðûmaòa). [..] Daugulla kungs labi darîtu,
ja arî savu citâdi pieklâjîgo klavieru repertuâru kaut cik bûtu piemçrojis
laika gara prasîbâm. Ir taèu Ðopçns, Grîgs, Rahmaòinovs, Skrjabins, Glazu-
novs, Ïadovs u. c. Acumirklî tie mums bûtu tuvâki, it kâ vajadzîgâki nekâ
naidîgo vâcu-ungâru-prûðu ìenerâciju priekðstâvji. Protams, tikai pagaidâm
(Zâlîts 1914a).

Patiesi – spçcîga reakcija pret ìermânismu kïûst par vienu no ðî perioda
kultûras dzîves raksturiezîmçm. Tâ nav tikai Latvijas îpatnîba: Krievijas gal-
vaspilsçtâ ðî tendence rod vçl krasâkas izpausmes. Zîmîgi, ka Zâlîtis, kurð
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Daugulim iepriekð pârmeta nepatriotisko repertuâru, drîz vien saprot, ka
patiesîbâ bûtu jâbrîdina no otras galçjîbas:

Rîgas Mûzikas skolas koncerts ceturtdien, 9. oktobrî, Interimteâtrî
sniedza vienîgi vai slâvu mûziku. Ðai ziòâ viòð ir simptomâtisks, jo reakcija
pret ìermânismu tagad iesâkusies visâ Krievijâ. Ekstrçmi, lîdz kâdiem noiets,
par piemçru, Petrogradâ, kur no repertuâra noòemtas visas Vâgnera operas,
gan var katru îstas mâkslas draugu tikai apbçdinât. Bçthovens, Mocarts,
Bahs un Vâgners, liekas, nepieder pie tiem vârdiem, kuri bûtu aizmirstami
(Zâlîts 1914b).

Pçtot, kâ aplûkotâ tendence iespaidoja klavieru trio muzicçðanu, jâse-
cina – kara gadu koncertprogrammâs krievu mûzikas dominante ir izteikta
vçl spçcîgâk nekâ iepriekð. Jauni darbi gan neparâdâs: atskaòoti jau pirms
kara rîdzinieku iepazîtie un iemîïotie Antona Arenska (28.01.1915., pirmais
kamermûzikas vakars Melngalvju namâ; 13.02.1915., Rîgas Skaòu Mâkslas
skolas VI kamermûzikas vakars) un Sergeja Rahmaòinova trio (17.12.1914.,
kamermûzikas vakars Melngalvju namâ; 18.02.1915., Rahmaòinova mûzikas
koncerts, turpat). Raksturîgi, ka kareivjiem par labu rîkotos koncertus, to
vidû arî Rahmaòinova daiïradei veltîto kamermûzikas koncertu 1915. gada
18. februârî Melngalvju nama zâlç, apmeklç jo plaða publika. No vienas
puses, kritika vçrtç to atzinîgi: Tâ, ka ðâdi stilâ ieturçti viena komponista
vakari, prasîdami no klausîtâjiem zinâmu muzikâlu attîstîbu un inteliìenci,
pie mums bieþi vien norit pie pustukðas zâles, tad par ðâ koncerta diezgan
kuplo apmeklçtâju skaitu atliek tikai priecâties (Sineps 1915). No otras puses,
daudzi patriotisma iejûsmâ pirmoreiz uz koncertu atnâkuðie klausîtâji nav
raduði pie kamermuzicçðanas gaisotnes, un tas raisa neveiklu situâciju: Trîs
stundas garâ programma daïu no publikas bija jau nogurdinâjusi, tâ ka beigu
nenogaidîjusi tâ sâka iet prom, kas tiklab mâksliniekus kâ arî pârçjos traucç
un bûtu jânovçrð (Sineps 1915). Trio þanru ðajâ koncertâ pârstâvçja jau
pieminçtais Rahmaòinova Elçìiskais trio nr. 1 Vinas Berlinas, nenoskaidrota
vijolnieka (visdrîzâk, Berlinas pastâvîgâ ansambïa partnera Gurvièa) un
èellista Libermaòa sniegumâ.

Tikai 1915. gada 12. februârî Gurviès un Fogelmanis kopâ ar zviedru
izcelsmes pianistu Brûru Mellerstenu (Möllersten, 1863–?) ietver programmâ
Vînes klasiía opusu – monumentâlo Bçthovena Trio B dur op. 97. Trio þanrâ
tas ir vienîgais piemçrs, kas apliecina: kara raisîtâ repertuâra vienpusîbas
tendence Rîgas koncertdzîvi ietekmç, taèu pilnîbâ nepakïauj.

1915. gada pavasarî informâcija par kamerkoncertiem presç pamazâm
apsîkst. Tam ir objektîvi iemesli: karadarbîba kïûst arvien intensîvâka, un,
baidoties no frontes lînijas tuvoðanâs, liela daïa iedzîvotâju dodas bçgïu
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gaitâs15. Evakuçtas tiek arî daudzas mâcîbu iestâdes, tai skaitâ Rîgas mûzikas
skolas – vçl nesenâ pagâtnç nozîmîgi koncertdzîves centri. Viena no pçdçjâm
ziòâm, ko atrodam klavieru trio sakarâ – 1915. gada 23. martâ Jânis Mediòð
(klavieres), Augusts Dombrovskis (vijole) un Hanss Kapels (èells) koncertâ
Melngalvju namâ atskaòojuði arî Mediòa jaundarbu – Deux préludes kla-
vierçm, vijolei un èellam (Straumes Jânis 1925: 56–57). Latvieðu mûzikas
vçsturç tas acîmredzot ir otrais skaòdarbs klavieru trio sastâvam, par kuru
pieejamas jelkâdas ziòas; diemþçl pagaidâm nav informâcijas par ðî opusa
noðu materiâlu. Iespçjams, tas gâjis bojâ, jo Mediòð to nepiemin arî grâmatâ
Toòi un pustoòi publicçtajâ skaòdarbu râdîtâjâ (Mediòð 1992).

Taèu arî visskarbâkajâ kara laikâ, kad regulâras koncertdzîves vairs
nav, kamermuzicçðana Rîgâ turpina pastâvçt – vien tagad galvenokârt mâjas
muzicçðanas ietvaros. Tâ iesakòojusies pietiekami plaði un ir viena no sadar-
bîbas formâm, kas spçj vienot visdaþâdâkos inteliìences aprindu pârstâvjus–
no profesionâliem mûziíiem lîdz pat armijas virsniekiem. Interesantas ðai
ziòâ ir topoðâ komponista un toreizçjâ kareivja Jâòa Mediòa atmiòas par
viòa dienesta laiku:

“[..] nezinu, kâdâ veidâ, Peinam bija izdevies organizçt privâtu trio pie
12. armijas ârsta, kas dzîvoja vçlâkajâ Meierovica bulvârî, pretim Bastej-
kalnam. Tur mçs gâjâm spçlçt katru treðdienu: Peins – èellu, es – klavieres,
profesors Luèîni – vijoli16. Bija jâspçlç no desmitiem vakarâ lîdz kâdiem
divpadsmitiem. Tâdâs reizçs pie ârsta pasçdçt ieradâs arî 12. armijas ðtâba
priekðnieks ìenerâlis Beïajevs. Viòð drusku dziedâja, un man nâcâs viòu pa-
vadît. Bet nu tas interesantâkais. Tâ kâ es pçc deviòiem vakarâ savâ karavîra
tçrpâ uz ielas nedrîkstçju râdîties, tad ìenerâlis Beïajevs norîkoja savu auto-
mobili ar ðoferi, lai atbrauktu man pakaï uz Matîsa ielu. Piebraucis pie dzî-
vokïa, ðoferis deva taures signâlu, es steidzos laukâ, lai kâ kungs tiktu aizvests
uz pilsçtas centru. Kad ap pusnakti trio spçle beidzâs, tâdâ paðâ veidâ mani
nogâdâja atpakaï. Ìenerâlis pats gâja kâjâm uz savu mitekli Rîgas Pilî.
Diezgan kurioza aègârnîba! (Mediòð 1992: 76)

15 Savu kulminâciju ðî kustîba sasniedz 1915. gada vasarâ, taèu tâ aizsâkusies jau
iepriekð – piemçram, Petrogradâ, pçc pçtîjumu datiem (Bartele, Ðalda 2002: 83),
pirmâs ziòas par latvieðu bçgïiem presç parâdîjuðâs 1915. gada aprîïa beigâs.

16 Gustavs Peins (Pein, 1870–1939) bijis ilggadçjs Rîgas 1. mûzikas institûta (1911–
1933) direktors; lai gan Mediòa aprakstîtajâ ansamblî viòð iekïâvies kâ èellists, pçc
izglîtîbas Peins bijis flautists, spçlçjis ðo instrumentu arî Rîgas Radiofona simfoniskajâ
oríestrî (1933–1935). Savukârt Edmondo Luèîni (Luccini , 1886–1922) bijis Rîgâ
pazîstams vijolnieks virtuozs, vçlâk (1919–1922) arî Latvijas Konservatorijas peda-
gogs (Breìe 2001: 148, 112).
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Var atgâdinât, ka tieði Jânis Mediòð vçlâk, jau 1931. gadâ, sacerçjis
pirmo latvieðu klavieru trio, kas saglabâjies lîdz mûsdienâm. Un, visticamâk,
impulsus radoðai darbîbai ðajâ þanrâ viòð guvis arî jaunîbâ, trauksmainajâs
kara dienâs, spçlçjot iepriekðminçtajâ ansamblî.

Secinâjumi

Rezumçjot izpçti, kas veltîta 19. gadsimta nogalei un 20. gadsimta sâ-
kumam – periodam, kad radâs pirmie klavieru trio ar latvieðu mâkslinieku
lîdzdalîbu, varam secinât:
— salîdzinot ar Theaterzettel kolekcijâ fiksçto 18. gadsimta beigu un 19.

gadsimta Rîgas vâcu koncertdzîvi (plaðâk par to sk.: Pçtersone 2012),
tagad priekðplânâ izvirzâs citas prioritâtes, kas atspoguïo cita laikmeta
un daïçji arî citas kultûrvides garu. Interesanti, ka koncertprogrammâs
tikai retumis atrodam Haidna trio (Mocarta vârds pagaidâm apzinâtajâs
programmâs vispâr neparâdâs); maz atskaòoti arî Mendelszona-Bartoldi
trio, kas 19. gadsimta Rîgas vâcu auditorijai, sprieþot pçc koncertu
statistikas, bijuði seviðíi mîïi. Faktiski Vâcijas/Austrijas mûziku, kas
Theaterzettel kolekcijâ bija pârstâvçta visdaudzveidîgâk, tagad repre-
zentç lielâkoties Bçthovens (viòa mûzika skan ïoti bieþi) un reizçm arî
Brâmss. Acîmredzot ansambïu dalîbniekus saistîjusi abu ðo komponistu
tiece uz vçrienîgâm, dziïâm un bieþi daudznozîmîgâm koncepcijâm (atce-
rçsimies, cik atzinîgi tika novçrtçts Bçthovena dekadentisms – viòa Garu
trio D dur op. 70 nr. 1). Dominçjoðo vietu repertuârâ tomçr pârliecinoði
ieòem ne vairs Vâcijas/Austrijas, bet Krievijas skaòraþu mûzika – to
vidû gan vçl mûsdienâs daudz spçlçti (Èaikovska, Rahmaòinova, daïçji
Arenska, Antona Rubinðteina) opusi, gan nu jau gandrîz aizmirsti (Na-
pravòika, Juona) darbi. Taèu vismaz pa kâdam autoram pârstâv arî
citas nacionâlâs kultûras – franèu (Sensânss), poïu (Fitelbergs), èehu
(daïçji Napravòiks), zviedru (daïçji Juons, izraugoties Lâgerlçvas Gestas
Berlinga sâgas siþetu kâ programmatisko pamatu) u. tml.; tâdçjâdi Rîgas
kamermûziíi apliecina meklçtprieku un dzîvu interesi gan par svaigu,
mazspçlçtu, gan ìeogrâfiski daudzveidîgu trio repertuâru;

— sâkot jau ar Ozola trio, redzam, ka ðajâ muzicçðanas jomâ ïoti organiski
raisâs latvieðu un cittautu interpretu sadarbîba. Lîdz ar to trio þanrs
latvieðu profesionâlâs mûzikas attîstîbâ jau no pirmsâkumiem ieòem
principiâli citu vietu nekâ, piemçram, kora mâksla – gan dominçjoðâ
repertuâra, gan atskaòotâjsastâva ziòâ tas aicinâts ne tik daudz paust
nacionâlâs paðapziòas idejas, cik rosinât izpratni par mûzikas multi-
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kulturâlo bûtîbu. Taèu vienlaikus spilgtâkie sasniegumi ðajâ sfçrâ –
pirmâm kârtâm Bçtiòa trio darbîba – neapðaubâmi varçja stimulçt arî
nacionâlâ lepnuma jûtas latvieðu mûzikas mîïotâju vidç.

The Origins of Latvian Piano Trio
(the End of the 19th Century / the Beginning of the 20th Century)

Lîga Pçtersone

Summary

The second half of the 19th century in Latvia is noticeable with the
National Awakening movement. It initiated the rise of different spheres of
culture, also chamber musicianship, which had previously been dominant
mostly among Latvia’s Germans. The article aims to explore the circum-
stances under which the first piano trio ensembles with artists of Latvian
nationality participating entered Riga’s concert life. For this purpose, the
study includes a review of three periods:
— 60’s–90’s of the 19th century. The beginnings of chamber musicianship

in Latvian culture: bases for the development of piano trio musicianship
traditions,

— the beginning of the 20th century. The activity of Ludvigs Bçtiòð ensemble
as the first culmination in the history of the genre in Latvia,

— the threshold of the First World War and the war time. New tendencies
in the concert life and their effect on the piano trio musicianship.
The chamber music activities in Latvian cultural life started at the end

of 1860’s, but became particularly visible when Riga Latvian Society was
founded on the 10th of November, 1868. It was the most longstanding Latvian
social organisation which assembled together intelligentsia and was the main
centre for the support of the national culture. However, the first piano trio
ensemble entered Latvian concert life just in 1894 when the ensemble of
such musicians as the violinist Jçkabs Ozols (1863–1902), his wife, French
pianist Berta Ozola-Guyot (1870–?) and the Baltic German cellist K. Koch
were introduced to the public. In spite of the short existence of this ensemble
(their names appeared on posters just in 1894), this trio diversified the reper-
toire of the local concert life. They performed also quite contemporary pieces,
such as Peter Tchaikovsky’s Piano Trio In Memory of a Great Artist  in A
minor, Op. 50, which was composed just in 1882.



163

L. Pçtersone. Latvieðu klavieru trio pirmsâkumi kamermuzicçðanas tradîciju attîstîbas..

During the first decade of 20th century Riga musicianship environment
changed, if compared to the period when it originated. The musical life was
enriched by the first generation of graduates of Russian conservatoires with
much higher professional skills if compared to the local mostly amateur
musicians of 1860’s–1890’s. Under such circumstances, according to reviews,
the first piano trio of European top level standards arose. It united the first
famous Latvian pianist, former professor of Moscow State Conservatory –
Ludvigs Bçtiòð (1856–1930), cellist Otto Fogelmanis (1876–1926) and former
concertmaster of the famous opera theatres of Belgrade and Prague, the
Riga residing Czech violinist Vaclav Nedela (1878–?). Concert halls were
crowded when this ensemble was performing, which was very rare in other
Latvian chamber music concerts at that time. Unfortunately, cooperation of
this trio ensemble did not last very long, either – just two years (1906–1907)
stopping when the ensemble had reached the top of their popularity.

Traditions of Bçtiòð trio were partly carried on by cellist Otto Fogelmanis
who continued to take part in various piano trio ensembles, including the
teacher’s trio of Riga’s School of Sound Art which was founded in 1912
(together with the pianist Wina Berlin  and the violinist Jakob Gurvich).
Although generally this ensemble was well-received, reviews on their concerts
were far not as enthusiastic as those of Bçtiòð trio. The teacher’s trio stayed
together until February, 1915. Hereafter the general concert life, as well as
the piano trio genre in Latvia gradually ceased. Due to the First World War
Latvian citizens massively fled to Russia, and the former pillars of chamber
musicianship traditions – music schools of Riga – were also evacuated.

As a result of the study the following conclusions can be drawn:
— if compared with concert life of Baltic Germans in 19th century, other

priorities had come to the forefront in the period of the end of the 19th

and beginning of 20th century. This partly reflects a different epoch and
a different cultural spirit. From the former wide repertoire of Austrian/
German music, just compositions of Ludwig van Beethoven and some-
times Johannes Brahms can be found in concert programs of this period.
Instead, the music of Russian composers became dominant during this
period (especially when the First World War started). Both – pieces
which still are very popular nowadays (by Peter Tchaikovsky, Sergei
Rachmaninoff, Anton Arenski, Anton Rubinstein) and almost forgotten
compositions were performed by trio musicians. However, also works
of authors representing other national cultures can be found in the con-
cert programs: French (Camille Saint-Saëns), Polish (Grzegorz Fitelberg),
Czech (Eduard Napravník), etc. Thus, the choices of Riga chamber
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musicians testify to their interest in fresh contemporary music and also
geographically diverse trio repertoire;

— an organic cooperation of Latvians and musicians of other nationalities
can be seen very clearly in the piano trio genre already starting from the
ensemble of Jçkabs Ozols. That is why right from the very beginning
this genre takes a fundamentally different place in the development of
Latvian professional music if compared to, for example, the choral music.
Choral singing movement historically has been very important for
Latvians in terms of repertoire, as well as regarding the social role of
choir singing, as it has often been calling for and promoting the national
self-esteem ideas, whereas the trio genre has always primarily aimed at
raising awareness of the multicultural nature of music. At the same
time, the most outstanding achievements in this field – above all the
activity of the Bçtiòð ensemble – no doubt could have been stimulating
the national pride feelings in the Latvian audience.
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Alfrçda Kalniòa vokâlâ kamermûzika
20. gadsimta sâkumâ vâcu un krievu mûzikas

kritiíu skatîjumâ

Dr. art.  Baiba Jaunslaviete
docente un pçtniece

Jâzepa Vîtola Latvijas Mûzikas akadçmija,
Daugavpils Universitâte

20. gadsimta pirmajâs desmitgadçs Alfrçda Kalniòa (1879–1951) vârds
regulâri parâdîjâs ne tikai latvieðu, bet arî vâcu un krievu presç. Lîdzâs
Jâzepam Vîtolam ðis komponists bija viens no mûsu mûzikas klasiíiem, kas
piesaistîja vislielâko cittautu kritiíu uzmanîbu. Viedokïu spektrs bija visai
plaðs. Vieni kritizçja viòa jaunradi, otri pçtîja to no etnogrâfiskâm pozîcijâm:
proti, intereðu objekts bija ne tik daudz Kalniòa mûzika pati par sevi, cik ar
tâs starpniecîbu gûtais priekðstats par Eiropâ mazpazîstamâs latvieðu tautas
identitâti. Visbeidzot, bija arî atseviðíi jûsmîgi vçrtçtâji, jo îpaði vâcu recen-
zentu vidû, kas neskopojâs ar cildinâjumiem un minçja Kalniòu kâ piemçru
saviem tautasbrâïiem.

Ar ko tas skaidrojams? Iespçjams, zinâma nozîme bijusi paða komponista
izcelsmei un audzinâðanai. Dzimis jauktâ latvieðu/vâcu ìimenç, viòð bçrnîbâ
uzturçjâs vâciskâ vidç, un vâcu valoda dominçja arî saziòâ ar vecâkiem. Jau-
nîbâ, jo îpaði skolas gados, tika iepazîta cita pasaule; tâ veicinâja pavçrsienu
topoðâ mûziía uzskatos, ko simboliski atainoja principiâlâ atteikðanâs no
uzvârda vâcu versijas Kalning (vairâk par to sk.: Klotiòð 1979: 29). Taèu
vâcu kultûru un mentalitâti viòð bija iepazinis no iekðpuses, nevis ârçji, un
varbût tâpçc, jau apzinâdamies sevi kâ latvieti, spçja skart savâ mûzikâ arî
vâcu klausîtâjam tuvas stîgas. Krievu auditorijas un kritikas uzmanîbas centrâ
Kalniòa mûzika turpretî nonâca retâk nekâ viòa laikabiedra Jâzepa Vîtola
jaunrade, tomçr atseviðías ievçrîbas cienîgas atsauksmes rodamas arî krievu
preses slejâs.

Raksta mçríis ir atklât, kâ vâcu un krievu mûzikas kritika uztvçrusi
vienu no Alfrçda Kalniòa daiïrades pamatþanriem – viòa vokâlo kamer-
mûziku. Tai veltîtie raksti atspoguïo ne vien cittautu recenzentu priekðstatus
par komponista radoðo personîbu, bet arî laikmeta – 20. gadsimta sâkuma –
mainîgo un pretrunîgo gaisotni, tâ vispârestçtiskâs un politiskâs nostâdnes.
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* * *

Pirmâs jaunâ autora kompozîcijas, kas piesaistîjuðas Vâcijas mûzikas
kritiíu uzmanîbu, pârstâv solodziesmas þanru. 1904. gadâ ietekmîgâ Leip-
cigas avîze Signale für die musikalische Welt publicçjusi recenzenta Karla
Tîsena (Thiessen, 1867–?) atsauksmi par pavisam svaigiem izdevumiem –
Kalniòa V und VI dziesmu burtnîcu, ko Rîgâ 1904. gada septembrî laidis
klajâ Pauls Neldners un Leipcigâ tiraþçjis apgâds Breitkopf & Härtel.  Tîsena
atsauksme, lai arî ne jûsmîga, liecina, ka visvairâk recenzenta uzmanîbu
Kalniòa darbos saistîjuðas viòam lîdz ðim nepazîstamâs latviskâs savdabîbas
izpausmes: Îpatnçju, mûsu uztverei sâkotnçji mazliet sveðâdu iespaidu rada
A .  K a l n i ò a  L a t v i e ð u  d z i e s m a s. Turpinâjumâ recenzents skaidro
sîkâk, kâ ðî îpatnîba parâdâs:

Melodiskâ un harmoniskâ izveide nepârprotami liecina, ka komponista
daiïrade sakòojas viòa dzimtajâs tautasdziesmâs un arî garîgajâs dziesmâs.
Veselus posmus viòð bieþi atvçl dziedâtâja balsij bez pavadîjuma, kas, iespç-
jams, bijis raksturîgi arî viduslaiku rapsodijâm un vçl senâkai mûzikai; tikai
atseviðíos gadîjumos [dziedâjumam] pa vidu klavieru partijâ iesprausta kâda
îsa, ar pâris raksturîgiem akordiem izcelta melodiska frâze vai arî pçcspçlç
pievienota vçl kâda instrumentâla noslçguma doma. K. labprât lieto arî senâs
baznîcas skaòkârtas, un dziedâtâjam, lîdzîgi kâ priesterim baznîcâ, daþkârt
nâkas psalmodçt uz v i e n a s  v i e n î g a s skaòas; citkârt atkal komponists
psalmodisko elementu îslaicîgi pârvieto klavieru partijâ (Thiessen 1904).

Jâatzîst, ka kritiíis visai trâpîgi uztvçris bûtiskas Kalniòa agrîno solo-
dziesmu stila iezîmes. Viens no piemçriem, kas labi ilustrç viòa vçrojumu
pamatotîbu, ir Imanta dziesma (vâcu versijâ Imantas Sterbelied, resp., Imanta
pirmsnâves dziesma) ar Ata Íeniòa tekstu (1904). Tâ ieturçta askçtiski skarbâ
mûzikas izteiksmç, un vâcu recenzenta pieminçtâ psalmodçðana uz vienas
skaòas (sk., piem., 10. t.) patiesi kïûst par spilgtu ðî skaòdarba izteiksmes
îpatnîbu.
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Alfrçds Kalniòð, Imanta dziesma: sâkums. Pirmiespiedums
(A. Kalniòð. Dziesmas. Komponista apgâdîbâ Rîgâ, Elizab. ielâ 37.

komisijâ pie P. Neldnera Rîgâ. VI burtnîca) / A. Kalniòð. Lieder.
Selbstverlag des Komponisten. Riga, Elisabethstr. 37.

In Kommision bei P. Neldner. Riga. VI Heft
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Senlatvieðu varoòa Imanta(s) tçls, kâ jau zinâms, vairâkkârt iedvesmojis
nacionâlâs atmodas mâksliniekus – paða Kalniòa darbu klâstâ ir arî kora
kompozîcija Imanta ar Andreja Pumpura tekstu (1903). Interesanti atzîmçt,
ka gan skarbi episkâs pamatnoskaòas, gan psalmodijas elementu ziòâ tâ
sasaucas ar komponista solodziesmu.

Nedaudz vçlâk, 1905. gada novembrî, latvieðu dziesmu vakaru Berlînç
rîkoja pirmâ ievçrojamâ latvieðu koncertdziedâtâja Malvîne Vîgnere-Grîn-
berga (1871–1949). Programmâ bija èetru komponistu – Jâzepa Vîtola, Al-
frçda Kalniòa, Emîla Dârziòa un Jurjânu Andreja – solodziesmas. Laikraksta
Staatsbürger Zeitung recenzents izceï ðo koncertu kâ neparastu mûzikas dzîves
notikumu:

Malvînes Vîgneres rîkotais Latvieðu dziesmu vakars (Romas sçtâ 9)
beidzot iezîmçja mazu pârmaiòu moderno dziesmu koncertu vienveidîgajâ
virknç. Nav noliedzams, ka mûsu “modernie” savâ mûzikâ ir zinâmâ mçrâ
vienpusîgi. Viòi mîl disonanses, pelçkâs un brûnâs krâsas, un katrs vçlas bût
dziïdomîgs prâtnieks. Pavisam citâdi, ðíiet, ir komponisti, kuri pârstâv to
savdabîgo cilti, kas veido Vidzemes iedzîvotâju pamatdaïu. Tur gaiss ir tîrâks,
tâpçc arî priekðroka tiek dota tîriem trijskaòiem, laipnâkâm, gaiðâkâm un
dzîvâkâm krâsâm (Über das Liederkonzert von Malwine Wiegner Grünberg
1905).

Jâatgâdina, ka recenzijas tapðanas laikâ – 20. gadsimta sâkumâ – pazîs-
tamâkie vâcu solodziesmas pârstâvji bija Gustavs Mâlers, Rihards Ðtrauss,
Hugo Volfs un arî Hanss Pficners. Viòu vçlîni romantiskâ harmoniskâ valoda
ar tâs tumðo kolorîtu, bagâtîgajâm alterâcijâm un eliptiskajiem disonanðu
uzslâòojumiem patiesi iezîmçja spilgtu pretstatu tâlaika latvieðu vokâlajai
mûzikai. Îsi raksturojot katru programmâ pârstâvçto komponistu, recenzents
îpaðu uzmanîbu veltî Alfrçdam Kalniòam – salîdzinot ar Jâzepu Vîtolu, viòð
atzîmçts kâ îpatnçjâks un stingrâk latviskâ stilâ ieturçts. [..] izmantojot
kadencç mediantes, [Kalniòð] rada burvîgu iespaidu (Über das Liederkonzert
von Malwine Wiegner Grünberg 1905).

Komponista daiïradi koncertâ pârstâvçja viòa solodziesmas Ceïinieks
un Sapòu tâlumâ. Taèu kritiía minçtâs iezîmes rodamas arî daudzos citos
ðajâ periodâ tapuðajos Kalniòa vokâlâs lirikas paraugos. Var atzîmçt, pie-
mçram, solodziesmu Mâmiòai , kas sacerçta 1903. gada rudenî un arî veltîta
Malvînei Vîgnerei-Grînbergai. Latvisko stilu tajâ apliecina askçtiskais pava-
dîjums, bagâtîgais diatonisko mediantu lietojums un arîdzan piedziedâjuma
jauktais metrs. Zîmîga ir teksta izvçle – tâ autors Atis Íeniòð savu dzejoli
apzinâti veidojis latvieðu dainu ritçjumâ. To apliecina balsts uz horejiskas
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èetrrindes struktûru, kâ arî tautasdziesmâm raksturîgais bieþais deminutîvu
lietojums un veselu frâþu (Ko tu raudi, kas tev kaite..) aizguvums no tautas
dzejas. Tas arî likumsakarîgi, jo latviskâ stila meklçjumi 19./20. gadsimta
mijâ intensîvi noritçja ne tikai mûzikâ, bet arî literatûrâ.

Savukârt pâris gadus vçlâk cits Vâcijas recenzents Makss Canks (Zank)
laikrakstâ Die Wacht sniedz lîdzîgu komponista stila raksturojumu – arî
viòð Kalniòa daiïradi pretstata vâcu vçlînâ romantisma tradîcijai kâ pozitîvu
piemçru:

Iepriecinoði darbi ar savu krasi izteiktu seju, neparastiem intervâliem
un iezîmîgiem akcentiem. Bieþi vien tajos parâdâs seno baznîcas skaòkârtu
veseltoòu gâjieni. Vâgnera un Ðtrausa ziedu laikos tas tomçr ir ievçrîbas
cienîgi. Rosina asociâcijas ar lietuvieðu pïavu melanholiju [..] un tumði
pelçkajiem ûdeòiem. Kâ seviðíi spilgtas solodziesmas ðajâ recenzijâ izceltas
Sapòu tâlumâ un Vakara miers (Zank 1908) .

Vârdkopa lietuvieðu pïavas Zanka rakstâ acîmredzot uztverama kâ ìeogrâ-
fisks pârpratums1; tomçr kopumâ visas citçtâs recenzijas râda, ka daudzus
vâcu kritiíus Alfrçda Kalniòa mûzikâ pirmâm kârtâm saistîjusi tâs nacionâlâ
nokrâsa. Tiesa, ne vienmçr tâ guvusi tik labvçlîgus vçrtçjumus. Nacionâlais
romantisms, kas jau kopð 19. gadsimta vidus triumfçja daþâdos Eiropas re-
ìionos (Polijâ, Èehijâ, Baltijâ, Skandinâvijâ u. c.), mûzikas lietpratçju vidç
raisîja pretrunîgus viedokïus. Lîdzâs apjûsmotâjiem un entuziastiem bija arî
ne mazums skeptiíu. Viòu vidû îpaði jâizceï laikraksta Rigasche Rundschau
ilggadçjais mûzikas recenzents Hanss Ðmits (Schmidt, 1854–1923), kurð guvis
plaðu ievçrîbu arî kâ komponists, pianists kamermûziíis, dzejnieks un Johan-
nesa Brâmsa draugs – viòa Sapfo odas dzejas autors. Pçc Jâzepa Vîtola atmi-
òâm, Ðmits bijis viens no retajiem latvieðu mûzikai labvçlîgajiem Rîgas vâcu
kritiíiem – vienîgais, kurð kopð 1889. gada apmeklçjis visus Rîgas latvieðu
koncertus (Vîtols 1923: 3). Tomçr vairâkus Ðmita rakstus kâ sarkans pave-
diens caurvij doma, ka latvieðu komponisti savas nacionâlâs identitâtes aplie-
cinâjumam velta nepamatoti daudz uzmanîbas:

1 Jâatzîst, ka ìeogrâfiski pârpratumi  Vâcijas autoru rakstos par latvieðu mûziku
20. gadsimta sâkumâ sastopami vairâkkârt. Piemçram, Kristiâns Knaiers Vâcijas
laikrakstâ Neue Musikzeitung izklâsta Alfrçda Kalniòa darbu raisîtâs asociâcijas:
Viòa mûzikâ skan tâlu stepju melanholija un gurdenums, ciema mâcîtâja un Daugavas
zvejnieka dziesma (Knayer 1907). Ðâds Kalniòa mûzikas tçlainîbas skaidrojums,
kur stepes (mâkslâ tradicionâli viens no Krievijas plaðumu simboliem) minçtas lîdzâs
Latvijas lielâkajai upei – Daugavai, protams, ir savveida kuriozs.
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Daiïrades pirmavots viòiem visiem ir kopîgs – sakòojums latvieðu tautas
mûzikas motîvos, ïauðanâs to ierosmei un ietekmei. Lai gan ðî îpatnîba pati
par sevi ðíiet nenoliedzami simpâtiska un interesanta, tâ ietver arî zinâmas
briesmas. Pârmçrîgi kultivçjot nacionâlo, individualitâtes attîstîbai, kâ tas
viegli pamanâms, tiek vienîgi kaitçts. Tieði jaunâko laiku mûzikas vçsture
ðai ziòâ râda ne vienu vien brîdinoðu piemçru (Schmidt 1906).

Ðî pati doma atbalsojas arî Ðmita paustajâ viedoklî par Kalniòa vokâ-
lajiem duetiem:

[..] aprobeþoðanâs galvenokârt ar latvieðu nacionâlajiem motîviem un
seviðíâ piecdaïu taktsmçru mîlestîba sava ilgstoðâ lietojuma dçï, iespçjams,
var atstât nevçlamu iespaidu. Tâdçjâdi neviïus tiek iegroþota fantâzija un
izdoma, ko labi redzam daþu norvçìu un somu skaòraþu darbos (Schmidt
1913). Tepat gan kritiíis piebilst: Bet vienlaikus ðâdai intîmai miniatûr-
glezniecîbai ir arî savs îpaðs valdzinâjums (Schmidt 1913).

Tâtad komponistam tiek adresçts aizrâdîjums, lai arî ïoti smalkâ, taktiskâ
formâ, un, daþâdos vârdos formulçts, tas atkârtojas citos ðî kritiía rakstos.
Komentçjot Ðmita viedokli, jâatzîst: no vienas puses, viòa baþas un brîdi-
nâjums nav radies gluþi tukðâ vietâ, jo 19. gadsimta beidzamajâs desmitgadçs
un 20. gadsimta sâkumâ aizrauðanâs ar nacionâlajiem motîviem varçja bût
ne vien pilsoniskâs drosmes apliecinâjums (kâ pirmajiem jaunlatvieðiem),
bet savâ ziòâ arî modes lieta, par ko paði latvieðu kultûras pârstâvji ðad tad
atïâvâs pazoboties – var atgâdinât kaut vai Pietuka Krustiòa tçlu brâïu
Kaudzîðu românâ Mçrnieku laiki (1879). No otras puses, Alfrçda Kalniòa
vokâlo kamermûziku nekâdâ ziòâ nevaram reducçt tikai uz tautisko ietekmju
atspulgu. It îpaði laikâ pçc Pirmâ pasaules kara impresionisma un citu 20.
gadsimta modernisma strâvojumu atbalsis viòa daiïradç ieskanas arvien
spçcîgâk. Latviskâ intonâcija, lai gan saglabâjas, nav vairs tik tieði tverama
un formulçjama kâ agrînajos darbos, jo cieðâk savijas ar komponista indivi-
dualitâtes izpausmçm. Tâdçjâdi varam secinât: vai nu citçtâs kritikas iespaidâ,
vai, drîzâk, neatkarîgi no tâs, Alfrçda Kalniòa daiïrade kopumâ attîstîjusies
Ðmita ieteiktajâ virzienâ – tiecoties pirmâm kârtâm uz personiskâs, indivi-
duâlâs, nevis tîri nacionâlâs savdabîbas apliecinâjumu.

No vietçjiem krievu recenzentiem Alfrçda Kalniòa solodziesmâm lielâku
vçrîbu veltîjis laikraksta Ðèæñêàÿ Ìûñëü pastâvîgais mûzikas kritiíis Vsevo-
lods Èeðihins (×åøèõèí , 1865–1934). Viòa pozîcija atðíiras no iepriekð rakstu-
rotajâm tendencçm, kas iezîmçjâs vâcu recenzentu vidç; proti, ðis kritiíis
necentâs akcentçt Kalniòa mâkslâ ne personisko, ne nacionâlo savdabîbu,
toties ieinteresçti meklçja paralçles ar citiem pasaules skaòraþiem. Raksturîga
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ir viòa atsauksme par komponista autorkoncertu 1910. gada 6. decembrî
Rîgas Latvieðu teâtrî. Tajâ atrodam ðâdu Kalniòa mûzikas kopraksturojumu:

A. Kalniòð raksta diezgan populârâ stilâ, kam triviâlisms tomçr ir sveðs;
viòð iecienîjis dabisko minoru, tâdçjâdi apliecinot zinâmu radniecîbu ar Grîgu,
lai gan A. Kalniòam nepiemît izsmalcinâtâ, sieviðíîgâ nervozitâte, kas rak-
sturîga ðim “ziemeïu Ðopçnam” – atðíirîbâ no Grîga viòð ir vienkârðâks,
vîriðíîgâks, bet arî bezkrâsainâks (×åøèõèí 1910).

Èeðihins aplûko arî atseviðíus Kalniòa darbus, kas skançjuði ðajâ kon-
certâ. Vokâlo kamermûziku tajâ pârstâvçja Emîla Mauriòa dziedâtâ dziesma
Krîvu krîvs, Malvînes Vîgneres-Grînbergas atskaòotâ tautasdziesmas apdare
Tumsiòâi dienu gaidu un duets Turp tâ vien gribas, ko dziedâja tenors Pauls
Sakss un baritons Pâvuls Jurjâns – ðis itâïu stilâ veidotais, tercâs ritoðais
darbs ir ïoti labskanîgs (×åøèõèí 1910).

Brîþam ðíiet, ka iespçjamo paralçïu meklçjumi ir pârspîlçti, jo tie noliedz
Kalniòa spçju bût viòam paðam, nevis ziemeïu Ðopçnam, itâïu stila pârstâvim
vai tml. Taèu katrâ ziòâ Èeðihina paustâs idejas, lai arî subjektîvas, latvieðu
muzikologiem varçtu vismaz daïçji noderçt kâ viens no impulsiem, pçtot
Kalniòa mûzikas stilistisko spektru un tâ uztveri.

***

Alfrçds Kalniòð nekad nav bijis starp mûziíiem, kuriem kritiíu viedokïi
bûtu vienaldzîgi. Gan Latvijas Nacionâlajâ bibliotçkâ, gan Rakstniecîbas
un mûzikas muzejâ glabâjas vairâki albumi ar laikrakstu izgriezumiem – tos
veidojis pats komponists, visâ dzîves gaitâ apkopojot savu darbu atska-
òojumiem veltîtâs atsauksmes. Viòa meita Biruta Kalniòa-Tripodi 1973. gada
2. jûnija vçstulç muzikologam Arnoldam Klotiòam atzinusi, ka tçvs vçlçjies
iegût vârdu, kas ir tikpat pazîstams kâ Leoðam Janâèekam, Þanam Sibçliusam
vai citiem mazo nâciju pârstâvjiem. Tepat nosaukti arî galvenie ðíçrðïi, kas
lieguði sasniegt iecerçto mçríi – pirmâm kârtâm finansiâlas un sabiedriskas
aizmugures trûkums (Klotiòð 1979: 291).

Neraugoties uz nepiepildîto sapni, raksta gaitâ iztirzâtâs mûzikas kritiíu
atsauksmes apliecina – Alfrçda Kalniòa vokâlâs kamermûzikas klâstâ ir daudz
kompozîciju, kas spçj raisît dziïu interesi ne vien latvieðu, bet arî cittautieðu
auditorijâ. Mûsdienâs ðie darbi noteikti bûtu pelnîjuði bieþâku atskaòojumu
pasaules koncertzâlçs. Lîdzâs latviskam kolorîtam tiem piemît arî stipras,
neordinâras personîbas zîmogs.
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The Evaluation of Alfrçds Kalniòð’ Vocal Chamber Music
by German and Russian Music Critics in the Early 20th Century

Baiba Jaunslaviete

Summary

The creative activities of the Latvian composer Alfrçds Kalniòð (1879–
1951) attracted a significant attention of German and Russian music critics
in the early 20th century. It is evident from the publications in the newspapers
of Riga (newspapers Rigasche Rundschau, Ðèæñêàÿ Ìûñëü, et al.), and also
in various foreign magazines (for example, the respectable Signale für die
musikalische Welt in Leipzig, et al.). The articles by Russian and German
music critics on this composer are helpful for the understanding of his style.
They discuss not only the pecularities of the music by Alfrçds Kalniòð, but
also the Zeitgeist, the most important aesthetic and politic guidelines of the
first half of the 20 th century. The focus of this article is on the following
themes:
1) the evaluation of the quantitatively most significant genre by Alfrçds

Kalniòð – the vocal chamber music – by German and Russian music
critics. There are different points of view on the expression of Latvian
identity in the songs by Kalniòð, both positive and negative. Reviewers,
such as Hans Schmidt, et al., particularly discuss the possibility or
impossibility to combine the national identity with the composer’s
individuality;

2) knowledge about the influence of foreign music stylistics on vocal com-
positions of Alfrçds Kalniòð; positive and negative evaluation of various
aspects of this influence.
Introduction to the broad reviews’ spectrum of German and Russian

periodicals about Kalniòð raises interest in the context of the music history.
At the same time, this introduction also could have a certain practical effect:
the references by German and Russian music critics, although they belong
to the past, at least partially give the opportunity to predict, which pages of
Latvian classical music could be interesting for contemporary non-Latvian
audience, too.

Key words: Alfrçds Kalniòð; his vocal chamber music; the early 20th

century; German and Russian music critics; the national music style; the
influences of foreign music stylistics.
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Jaunu izteiksmes veidu meklçjumi Rîgas kinostudijas
spçlfilmu mûzikâ 20. gadsimta 60. gados

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

60. gadi Latvijas kino vçsturç iegâjuði kâ radoðâ pacçluma laiks doku-
mentâlo filmu jomâ. Spçlfilmu mâkslinieciskais lîmenis gan nesasniedza ðâdus
augstumus, tomçr arî ðajâ jomâ vçrojamas jaunas, interesantas tendences.
50. gados iezîmçjâs labu oriìinâlscenâriju trûkums, tâpçc 1962. gadâ Rîgas
kinostudijâ tika dibinâta scenâriju redakcijas kolçìija. Tâs darbîba pozitîvi
ietekmçja scenâriju kopçjo lîmeni un sekmçja arî spçlfilmu tematikas daþâ-
doðanos. Blakus literatûras klasikai (Purva bridçjs, 1966; Mçrnieku laiki ,
1968; Pie bagâtâs kundzes, 1969), vçsturiski revolucionâriem motîviem (Sûtòu
sazvçrestîba, 1965; Noktirne , 1966; Cîruïi atlaiþas pirmie, 1967; Ilgâs dienas
rîts, 1968) un Otrâ pasaules kara notikumiem noteiktâ ideoloìiskâ interpre-
tâcijâ (Akmens un ðíembas, 1966; Kad lietus un vçji sitas logâ, 1967) dzima
jauni atzari latvieðu kinomâkslâ – piedzîvojumu filmas (Tobago maina kursu,
1965; Ciklons sâksies naktî, 1966; 24-25 neatgrieþas, 1968; Trîskârtçja pâr-
baude, 1969) un bçrnu filmas (Cielaviòas armija, 1964; Kapteiòa Enriko
pulkstenis, 1967; Cielaviòas armija atkal cînâs, 1968; Lîvsalas zçni, 1969).
Bieþâk nekâ iepriekð spçlfilmu veidotâji tiecâs atainot laikmetîgâ cilvçka
iekðçjo pasauli, viòa centienus atrast savu vietu dzîvç. Tas tika darîts ïoti
atturîgâ manierç, jo politiskâ cenzûra saskatîja zemtekstus pat tur, kur to
nebija. Tika aizliegtas Rolanda Kalniòa spçlfilmas Akmens un ðíembas (pir-
mâ pievçrðanâs Latvijas leìionâru gaitâm, 1963) un Elpojiet dziïi jeb Èetri
balti krekli (par cenzûru un dubultmorâli, 1967), kas skâra padomju varai
politiski nevçlamas tçmas.

60. gados Rîgas kinostudijâ turpinâja strâdât reþisori Pâvels Armands,
Leonîds Leimanis, Varis Krûmiòð, Ada Neretniece un Rolands Kalniòð. Ar-
manda pâragrâ nâve (1964) un Leimaòa ilgstoðâ un rûpîgâ gatavoðanâs katrai
filmai 1 60. gadu vidû radîja situâciju, kurâ pârçjie reþisori fiziski nespçja
nodroðinât plânoto filmu skaitu. Tâpçc kinostudijâ galveno reþisoru statusâ
sâka darboties viesreþisori, tai skaitâ arî teâtra reþisori (Aleksandrs Leimanis),

1 Salna pavasarî, 1955; Nauris, 1957; Ðíçps un roze, 1959; Kapteinis Nulle,
1964; Purva bridçjs, 1966; Pie bagâtâs kundzes, 1969.
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kinooperatori (Mâris Rudzîtis), dokumentâlisti (Aloizs Brenès). 60. gadu
otrajâ pusç viòu pulkam pievienojâs Imants Krenbergs, Çriks Lâcis, Jânis
Streiès un Oïìerts Dunkers. Rîgas kinostudijâ ienâca jauna operatoru pa-
audze– Miks Zvirbulis, Gvido Skulte, Rihards Pîks un Mârtiòð Kleins.

Paaudþu maiòa bija vçrojama arî komponistu vidû. Lîdzâs Marìerim
Zariòam, kurð spçlfilmu mûzikas jomâ darbojâs jau kopð 50. gadiem, parâ-
dîjâs jauni vârdi – debitçja Romualds Grînblats (Pieviltie, 1961), Imants
Kalniòð (Velna ducis, 1961), Ïudgards Gedraviès (Akmens un ðíembas, 1963),
Raimonds Pauls (Nekur vairs nav jâiet, 1963), Ringolds Ore (Hipokrâta
zvçrests, 1965), Ìederts Ramans (Tobago maina kursu, 1965), Romualds
Kalsons (Diena bez datuma, 1966) un Pauls Dambis (Kad lietus un vçji sitas
logâ, 1967). Viòu veikums tomçr bieþi palika bez plaðâkas ievçrîbas. Ðai ziòâ
interesanti citçt Vijas Muðkes rakstîto par 60. gadu teâtra mûziku: [..] tâ
gan apzinîgi un nereti arî talantîgi veic savus tieðos, daþkârt visai svarîgos
pienâkumus izrâdes kopçjâ veidola radîðanâ, bet ârpus uzveduma ietvariem
teâtra mûzika it kâ vairs neizraisa nekâdu interesi. Teâtru kritiíi, izrâdes
presç vçrtçjot, labâkajâ gadîjumâ piemin mûziku ar daþâm standarta frâzçm
(Muðke 1968: 30). Akmens tiek mests arî mûzikas zinâtnieku dârziòâ, kurâ
nekâda interese par ðo þanru tâ kâ nebûtu manâma, lai gan tajâ darbojas
virkne spilgtu komponistu – Romualds Grînblats, Ìederts Ramans, Imants
Kalniòð u. c. Tâdçjâdi kopumâ teâtra mûzika lîdzinâs aizmirstai Pelnruðíîtei
(Muðke 1968: 30). Ðos Muðkes vârdus var attiecinât arî uz 60. gadu film-
mûziku un tâs kritiku. Te iezîmçjâs atðíirîba no nesenas pagâtnes: 20.–40.
gadu presç filmmûzika tika iztirzâta visai sîki, sâkot ar instrumentâciju un
beidzot ar tautasdziesmu harmonizçjumu, taèu katrâ nâkamajâ kinovçstures
periodâ filmas skaniskajam veidolam veltîtâ uzmanîba saruka. Daþkârt
rakstos par jaunajâm filmâm nebija atrodamas ne tikai atsauces uz mûziku,
bet arî komponista vârds un uzvârds. Iespçjams, ðî situâcija daïçji saistîta ar
mûzikas kritikas attîstîbu kopumâ. Pretstatâ Latvijas brîvvalsts periodam,
tâ pçckara gados bija krietni apsîkusi – daudzi koncerti presç netika atspo-
guïoti vispâr, un pat nozîmîgâkie notikumi parasti guva, augstâkais, vienu
recenzenta atsauksmi, nevis veselu virkni vçrtçjumu, kâ tas bija pirmskara
gados.

Lai gan kritikas nepietiekami ievçrota, tomçr 60. gadu filmmûzika iezî-
mîga ar interesantâm jaunâm tendencçm. Viena no tâm: ðajâ laikposmâ inten-
sîvâk nekâ iepriekð latvieðu kino ienâca e s t r â d e s  u n  d þ e z a þanri. Tie
kïuva par savveida manifestu brîvai izteiksmei. Muzikologs Arnolds Klotiòð,
raksturojot 60. gadu teâtra mûziku, rakstîja: [..] un tomçr pçdçjos piecos,
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desmit gados esam bijuði liecinieki mûzikas izteiksmes lomas pakâpeniskam
pieaugumam – it seviðíi gan dokumentâlajâ filmâ, gan arî teâtrî. Bieþi
praktizçtâ dziesmu un songu iekïauðana ir vairojusi mûzikas daudzumu izrâ-
dçs. [..]  Mûsu laikmeta progresîvâs dramaturìijas vairîðanâs no vienkârðoti
viennozîmîgiem dzîves problemâtikas izrisinâjumiem, tâ vietâ tiecoties pçc
sazarota, patstâvîgâm ierosmçm un atziòâm bagâta tçmu traktçjuma, ietekmç
arî teâtra mûzikas formu – tâs atseviðío komponentu izteiksmîba indivi-
dualizçjas, kopskançjums kïûst ðíautòains jeb, mûzikas terminoloìijâ izsa-
koties, polifonisks (Klotiòð 1972: 29–31). Ðo muzikologa vçrojumu ir pamats
attiecinât arî uz filmmûzikas jomu.

Savukârt otra bûtiska tendence lîdzâs estrâdes un dþeza klâtbûtnei ir
ðâda: 60. gados kâ pretreakcija 50. gadu simfonismam filmmûzikas sfçrâ
ienâca s o n o r i k a s izpausmes, jo îpaði t. s. konkrçtâ mûzika, kas saistîta ar
daþâdiem trokðòu efektiem. Arî ðîs tendences iedîgïus viens no pirmajiem
jau 60./70. gadu mijâ fiksçjis Arnolds Klotiòð: Mçìinâjumi ar skaòas lîdzek-
ïiem sniegt filmâ skopus, bet konkrçti priekðmetiskus raksturojumus un
savdabîgus poçtiski simboliskus mâjienus radâs kâ reakcija pret 40. un 50.
gados valdoðo kinomûzikas praksi, kura dokumentâlajâs filmâs izmantoja
gandrîz nepârtrauktu pilna simfoniskâ oríestra skançjumu un tiecâs gal-
venokârt uz plaðiem tematiskajiem un emocionâlajiem vispârinâjumiem
(Klotiòð 1970: 71).

Viens no aktîvâkajiem jauno sonoro krâsu meklçtâjiem, komponists
Pauls Dambis2, apzîmç ðo periodu kâ eksperimentâlâ kino laiku. Viòð atzîst,
ka iedvesmas avots bijuðas franèu un poïu filmas, kas sociâlpolitisko apstâkïu
dçï tâlaika Rîgâ bija vispieejamâkâs, un viòð pats eksperimentçjis kopâ ar
domubiedriem – reþisoriem Hercu Franku3 un Ansi Epneru4 (Dambis 2011).

2 Lûgts raksturot 60. gadu filmmûziku kopumâ, Pauls Dambis atzîst, ka ðajâ laikâ
latvieðu kinematogrâfs attîstîjâs divos virzienos: vienâ gadîjumâ filmmûzikâ plaði
tika izmantotas dziesmas (piem., Raimonda Paula, Imanta Kalniòa spçlfilmu mûzikâ),
otrâ gadîjumâ notika eksperimentçðana ar izteiksmes lîdzekïiem (ðis virziens ir kompo-
nistam tuvâks: Dambis 2011). Ðâds divu virzienu nodalîjums daïçji sasaucas ar ten-
dencçm, ko teâtra mûzikas jomâ iezîmçjis Arnolds Klotiòð (Klotiòð 1972: 29–31).

3 Hercs Franks (Hercels Franks, 1926–2013) – viens no latvieðu poçtiskâ doku-
mentâlâ kino tradîcijas radîtâjiem, dzimis 1926. gadâ Ludzâ ebreju ìimenç. Beidzis
Vissavienîbas neklâtienes juridisko institûtu Sverdlovskâ (1947), bijis þurnâlists, lek-
tors, reklâmas mâkslinieks Krievijâ (1952–1954). 1955. gadâ atgriezies Latvijâ, dar-
bojies þurnâlistikâ (Padomju Jaunatne, Rîgas Balss). 1959. gadâ sâcis strâdât Rîgas
kinostudijas fotocehâ, 1961. gadâ Franka scenâriju savam diplomdarbam Vissavie-
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Visi kopâ centuðies lauzt pastâvoðâs kliðejas, skatîtâju uztveres inerci un
mainît mûzikas attiecîbas ar kadru. Pauls Dambis atzîst, ka aizrâvies ar mik-
sçðanu, tâdçï viòa spçlfilmu mûzikâ ïoti grûti noteikt precîzu skaòas avotu.
Tieði tolaik, pçc komponista domâm, izteiksmes lîdzekïu skala kïuva neiedo-
mâjami plaða, romantisko pasaules uztveri nomainîja racionâlâ (Dambis
2011). Simfoniska vçriena vietâ komponisti bieþâk tiecâs uz ïoti lakoniskâm
tçmâm, seviðíi svarîgu lomu guva ritms. Kâ savu tieðo priekðteci Dambis
min Ïudgardu Gedravièu, uzsverot: viòð viens no pirmajiem latvieðu kino
eksperimentçja ar skaòu celiòiem, apvienojot trokðòus un muzikâlas skaòas
sinkrçtiskâs vienîbâs, kâ arî montâþâ izmantoja no elektroniskâs un konkrçtâs
mûzikas aizgûtus paòçmienus (Dambis 2011).

Ðajâ rakstâ plaðâk tiks analizçti divi latvieðu kinovçsturç pirmie sonoro
meklçjumu augïi – mûzika filmâm Akmens un ðíembas (Ïudgards Gedraviès,
1966) un Kad lietus un vçji sitas logâ (Pauls Dambis, 1967).

* * *

Ïudgards Gedraviès5 sacerçjis mûziku galvenokârt dokumentâlajâm
filmâm 6, kâ arî divâm reþisora Rolanda Kalniòa spçlfilmâm – Akmens un

nîbas Valsts kinematogrâfijas institûtâ izvçlçjies reþisors Ivars Kraulîtis, un sadarbîbâ
ar operatoru Uldi Braunu tapusi leìendârâ filma Baltie zvani, kuru 90. gados Kler-
monferânas festivâlâ (Francija) kinokritiíi iekïâvuði pasaules visu laiku labâko 100
îsfilmu sarakstâ.

4 Ansis Epners (1937–2003) – reþisors, scenârists, producents. 1962. gadâ absol-
vçjis Latvijas Valsts universitâtes Vçstures un filozofijas fakultâti, 1971. gadâ beidzis
Augstâkos reþisoru kursus Maskavâ. 1962.–1968. gadâ strâdâjis par redaktoru Lat-
vijas televîzijâ. Pçc tam, lîdz 1991. gadam, bijis Rîgas kinostudijas reþisors. 1991. gadâ
kïuvis par kino un video studijas AVE vadîtâju. Laikâ no 1993. lîdz 1997. gadam
bijis Latvijas Kinoproducentu asociâcijas prezidents. Reþisçjis 67 dokumentâlâs fil-
mas, piemçram, Irbe: cilvçks un maska (1996). Epnera reþisçtâ mâkslas filma Bûris
(1993) saòçmusi Lielâ Kristapa balvu. 2002. gadâ apbalvots ar ceturtâs ðíiras Triju
Zvaigþòu ordeni.

5 Ïudgards Gedraviès (Gedravièius, 1933 Viïòâ – 2003 Minskâ) – skaòu reþisors
un komponists. No 1950. lîdz 1952. gadam mâcîjies kordiriìçðanu Panevçþas mûzikas
skolâ. 1955.–1959. gadâ (ar pârtraukumiem) studçjis kompozîciju Latvijas Valsts
konservatorijâ pie Âdolfa Skultes, turpat strâdâjis arî par fonotçkas laborantu. 1959.–
1965. gadâ bijis skaòu reþisors Latvijas televîzijâ. Pçc aizbraukðanas no Latvijas
sadarbojies ar Krievijas, Baltkrievijas u. c. kinostudijâm.

6 Spriedums (1965, reþisori Hercs Franks, Imants Brils), Gada reportâþa (1965,
reþisors Aivars Freimanis), Saules kvadrâti (1965, reþisore Doloresa Hmeïòicka),
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ðíembas (1966, scenârija autors Viktors Lorencs) un Karalienes bruòinieks
(1970, scenârija autori Bruno Saulîtis un Mâris Rudzîtis).

Filmas Akmens un ðíembas ideja kinoscenâristam Viktoram Lorencam
(1927–1992) radâs vçl studiju gados Vissavienîbas Valsts kinematogrâfijas
institûtâ. Zinâmâ mçrâ to rosinâja paða pârdzîvotais – kara beigu posmâ
(1944) viòð, vçl pilngadîbu nesasniedzis, tika iesaukts leìionâ, bet pçc kara
nâcâs pabût arî filtrâcijas nometnç Krievijâ, Komsomoïskâ pie Amûras. 1957.
gadâ tapa filmas scenârija pirmvariants ar nosaukumu Dzimtene, piedod!
Tas noraidîts, jo vedinâjis piedot leìionâriem, un arî nâkamais piedâvâtais
nosaukums Akmens un ðíembas ideologiem nav paticis. Tâdçï sâkotnçji filma
laista klajâ ar nosaukumu Es visu atceros, Rièard! 1967. gadâ tâ bez lielas
publicitâtes tika izrâdîta vien nepilnu mçnesi (no 3. lîdz 26. aprîlim) un pçc
tam aizmirstîbâ nogulçja gandrîz divdesmit gadus, jo padomju neoficiâlajiem
cenzoriem nebija pieòemams Otrâ pasaules kara leìionâru atainojums.
Cçloòus ðai nepatikai atklâj reþisora Rolanda Kalniòa teiktais: Mums bija
ïoti svarîgi patiesi pastâstît par leìionu, nevis atmaskot un kompromitçt to,
kâ prasîja tâ laika ideoloìija. Mçs gribçjâm bût un bijâm godîgi  (Matîsa
2005: 58).

Spçlfilmas demonstrçðana atsâkâs tikai t. s. perestroikas priekðvakarâ–
1986. gada maija sâkumâ tâ tika râdîta Rîgas Kino namâ, bet decembrî –
kinoteâtrî Rîga. 1991. gadâ studija Trîs atjaunoja filmu tâs sâkotnçjâ variantâ
ar nosaukumu Akmens un ðíembas.

 Komponistam Ïudgardam Gedravièam, kâ atzîmç þurnâliste Kristîne
Matîsa, ðî bija pirmâ aktierfilma pçc raþîga darba dokumentâlajâ þanrâ.
Matîsas ieskatâ, [..] varbût no turienes nâk viòa jaunievedums filmas mûzi-
kas veidoðanâ, izmantojot trokðòu partitûru un mûzikas cieðu saistîbu ar
attçlu. Ar ðâdu jauno stilu Gedraviès kïuva populârs visâ Padomju Savie-
nîbâ un viòu vçlâk bieþi aicinâja strâdât pie citu studiju filmâm (Matîsa
2005: 52).

Filmas skanisko veidolu kopçjâs struktûras kontekstâ var atainot
ðâdi:

Zemes atmiòa (1965, reþisors Gunârs Piesis), Kuldîgas freskas (1966, reþisors Aivars
Freimanis), Jânis Rozentâls (1966, reþisors Varis Krûmiòð), Lomi  (1969, reþisors
Aivars Freimanis), Tâ dejo Latvijâ (1969, reþisors Rolands Kalniòð), Dienas rîtdienai
(1970, reþisore Biruta Veldre), Fricis Bergs (1978, reþisors Leonîds Bruðteins), Valsts–
bçrniem (1978, reþisors Varis Krûmiòð), Vecâks par desmit minûtçm (1978, reþisors
Hercs Franks), Flashback (2002, reþisors Hercs Franks).
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   20. gs. 2. pasaules karð –  Saruna Atmiòu ainas – 60. gadu Brâïu kapi
 Volhovas purvs dzîvoklî 20. gs. 30. gadipilsçtvide

Stacijas, Sçru marðs Strçlnieku un leìi- Saviesîga
tirgus, ielu onâru dziesmas, mûzika
trokðòi ðlâgeri, piemçram,

Zilais lakatiòð,
Kâ var aizmirst,
Paliec sveiks, mans
mazais draugs

Netiek Netiek
izmantota izmantota
fona fona
mûzika mûzika
Darbîbas Emocionâlâ Kontrastu Bezrûpîgas
vietas un pârdzîvo- radîðana atmosfçras
vides juma radîðana
raksturojums izpausme

1. shçma. Filma Akmens un ðíembas:
skaniskais veidols un tâ konteksts

50. gadu filmâm bija tipiski, ka gan dabas ainavas, gan pilsçtas skatus
pavadîja fona mûzika, turpretî filmâ Akmens un ðíembas piedâvâts jauns,
agrâk latvieðu kino neraksturîgs risinâjums – klusums tiek izmantots kâ efekts.
Tiesa, tas nav absolûts klusums. Komponists veido filmas skaòas ainavu
(t. s. soundscape), priekðplânâ izvirzot pilsçtvides, dabas skaòas un sadzîves
trokðòus, kas saasina skatîtâja uzmanîbu. Efekta palielinâðanai visas skaòas
ir pastiprinâtas; tas panâkts, piemçram, ieraksta brîdî novietojot mikrofonu
ïoti tuvu skaòas avotam. Arî runâtu dialogu izteiksmîba uztverama jo asâk,
ja tos nepavada fona mûzika (ðai ziòâ iezîmçjas sasauce ar citâm tâlaika
latvieðu filmâm).

Filma sâkas ar spilgtu ievadu – monotoni uzstâjîgs bungu ritms apvie-
nojumâ ar klavieru un metâla pûðaminstrumentu tembriem smagnçjâ dþeza
manierç izskan kâ aicinâjums uz cîòu. Ðis filmas posms koncentrçti pauþ
visa darba dramatisko zemtekstu. Interesanti, ka ievada mûzika it kâ apraujas
pusvârdâ un tiek pabeigta tikai filmas noslçguma traìiskajâ atrisinâjumâ.
Tâdçjâdi visâ filmâ kopumâ izpauþas reprizitâte oriìinâlâ traktçjumâ – kâ
atgrieðanâs pie sâkumâ paustâs domas, to neatkârtojot, bet pabeidzot.
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Ïoti izteiksmîga ir epizode Brâïu kapos, kad galvenais varonis Rièards
(bijuðais leìionârs, tikko atgriezies no izsûtîjuma Sibîrijâ) pastaigâjas gar
monumentu, lasot krituðo karavîru uzvârdus. Ieskanas Hammond çrìeles
un bungu ritms gâjiena solî; pats gâjiens nav redzams, taèu skatîtâjs nojauð
tâ esamîbu. Mûzika apklust – valda pârdomu gaisotne. Ieskanas fagota solo,
un beidzot skatam paveras gâjiena dalîbnieki. Fagotam atkal pievienojas
bungu ritms, un kïûst skaidrs, ka tiek atskaòots sçru marðs. Galvenajam
varonim derdzas lîdz ar ziediem nestie sarkanie karogi – mûzikâ ðo padomju
varas atribûtu parâdîðanos pavada metâla pûðaminstrumentu ieskançðanâs.
Uz iepriekð vientuïâs, sçrîgâs fagota spçles fona tie atstâj agresîvu iespaidu,
ko jo vairâk paspilgtina mûþîgâs uguns spoþs uzplaiksnîjums kadrâ. Sçru
marðu noslçdz klavieru kadence, it kâ noapaïojot muzikâlo domu.

Kopumâ spçlfilmas mûzika ir ïoti lakoniska un reizç izteiksmîga. Oriìi-
nâlmateriâls mijas ar tautâ pazîstamu dziesmu citâtiem (sk. 1. shçmu), tâdç-
jâdi raksturota darbîbas vieta un arîdzan izcelts kontrasts starp trim paralç-
lajâm vidçm, kurâs risinâs notikumi: padomju laiku, karu un – kâ ideâlu –
bezrûpîgâm senâkas pagâtnes ainâm. Lîdzâs sâkuma/beigu arkai (reprizitâtei)
par vienotâjfaktoru – refrçnu – kïûst klavieru kadences materiâls, kas into-
natîvi ieskandinâts jau ievadâ, bet pilnîbâ parâdâs Brâïu kapu ainâ un vienâ
no purva (cîòu) ainâm. Tie ir daþi klavieru akordi, kas parasti izskan nosvçrti,
vçstoði, korâliskâ faktûrâ un dabiskajâ minorâ – kâ kontrasts iepriekð ekspre-
sîvajai, dramatiskajai izteiksmei; tie noòem sâpçm asumu, it kâ pavçrð cieða-
nas filozofiskâ rakursâ. Artikulâcijas dçï iespçjamas asociâcijas arî ar zvaniem.
Reizç klavierçm ir vçl kâda cita funkcija – tieði ar tâm saistîtas Pirmâs Latvijas
Republikas (bezrûpîgâs pagâtnes) ainas, kurâs savukârt konkrçtâs mûzikas
elementi (trokðòu efekti) nav izmantoti.

* * *

Pauls Dambis sacerçjis 36 kinomûzikas partitûras spçlfilmu, dokumen-
tâlâ kino 7 un animâcijas8 filmu þanros. Spçlfilmu þanrâ tapuðas partitûras

7 Dzîvais mâls (1965, reþisors Ansis Bçrziòð), Senâ saule (1965, reþisors Ansis
Bçrziòð), Melnbaltâ varavîksne (1966, reþisors Vilberts Opalais), Bez leìendâm (1967,
reþisors Aloizs Brenès), Pie senèa (1967, reþisors Ansis Bçrziòð), Pusstunda Latvijâ
(1967, reþisors Zigurds Zariòð), Koki aug (1968, reþisors Ansis Epners), Latvijas
vitrâþas (1968, reþisors Ansis Bçrziòð), Reiz paaudzçm stâstîs (1968, reþisore Biruta
Veldre), Ziedi tev (1968, reþisors Ansis Epners), Gadskârtas (1971, reþisors Arnis
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diviem reþisora Aloiza Brenèa detektîviem (Kad lietus un vçji sitas logâ,
1967, un Ðahs briljanta karalienei, 1973), kâ arî mûzika spçlfimâm Zobena
çnâ (1976, reþisors Imants Krenbergs), Gaidiet Dþonu Graftonu  (1979, re-
þisors Andris Rozenbergs), Vilkatis Toms (1983, reþisors Gunârs Cilinskis),
Fronte tçva pagalmâ (1984, reþisors Çriks Lâcis) un Apbraucamais ceïð (1986,
reþisors Çriks Lâcis).

Reþisora Aloiza Brenèa spçlfilma Kad lietus un vçji sitas logâ (scenârija
autori Emîls Braginskis un Osvalds Kublanovs) Rîgas kinostudijâ uzòemta
pçc tâda paða nosaukuma Arvîda Griguïa dokumentâlâ româna motîviem.
Filmas darbîba risinâs 20. gadsimta 40. gadu beigâs. Dzimtenç atgrieþas
Leinasars, kurð no Rietumu saimniekiem saòçmis uzdevumu nodibinât saka-
rus ar meþabrâïiem, kuri joprojâm pretojas padomju varai.

Pauls Dambis spçlfilmu Kad lietus un vçji sitas logâ uzskata par savu
pirmo nozîmîgo filmu, jo piedalîjies gan skaòieraksta veikðanâ, gan montâþâ
un sinhronizçðanas procesâ. Kopâ ar reþisoru Aloizu Brenèu abi meklçjuði
vienotu skaòas ainavas (soundscape) koncepciju, kas atbilstu filmas materi-
âlam. Brîvi eksperimentçjot ar daþâdu instrumentu tembriem, Dambis centies
atrast neparastas skaòas baisa tçla radîðanai, jo dabiskâ skaòa ðíitusi pârâk
neizteiksmîga (Dambis 2011). Daudz izmantoti jauktie tembri. Piemçram,
lietus siðanos logâ ilustrç tamboradatas piesitieni uz timpâna membrânas,
savukârt mistisku nakts vçtru ataino meþraga signâli apvienojumâ ar zvanu
skaòâm.

Filmâ valda saspringta un konspiratîva atmosfçra. Arî ðeit nesastapsim
fona mûziku – klusums kïûst par efektu. Savukârt mûzikas izmantojums ir
ïoti konkrçts un lietiðís, lakonisks.

Filmas skanisko veidolu kopçjâs struktûras kontekstâ var attçlot
ðâdi:

Lîcis), Rîga akmenî un bronzâ (1971, reþisors Ansis Bçrziòð), Dziesma Rîgai (1972,
reþisors Ansis Bçrziòð), Vçstules no tçva mâjâm (1972, reþisors Ansis Bçrziòð), Jûriò’
prasa smalku tîklu (1975, reþisore Skilla Rikarde), Lâsts (1976, reþisore Maruta Jur-
jâne), Sirmâ gvarde (1977, reþisors Hercs Franks), Noaust varavîksni (1977, reþisore
Vija Bunka), Kanta kaps (1991, reþisors Viktors Jansons), Ebreju iela (1992, reþisors
Hercs Franks), Kârlis Ulmanis (1996, reþisors Çriks Lâcis), Madonna ar bçrnu. XX
gadsimts (2001, reþisors Hercs Franks).

8 Lietaina diena (1966, reþisors Jânis Dzenîtis), Jautrie draugi (1966, reþisors
Jânis Dzenîtis), Dullais Dauka  (1968, reþisors Arnolds Burovs), Dillî Dallî Saules
dârzâ (1978, reþisore Roze Stiebra).
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Konspirâcija   Pakaïdzî-     Soda    Dabas Dialogi  Romantiskas
ðanâs ainas    izpilde   ainavas        jûtas

Bungas, ko- Bungas, ko- Trompeðu Flautas Klavieres:
ciòi un citi ciòi un citi sirçnas imitç putnu Frideriks
daþâda aug- daþâda aug- balsis, kâ Ðopçns,
stuma sitam- stuma sitam- arî sasau- Prelûdija h moll
instrumenti instrumenti cas ar put- op. 28 nr. 6

nu balsîm
Tiek Netiek Vientulîba, vçl-
lietotas izmantota me kâdam uz-
dabas fona mû- ticçties, roman-
skaòas zika un tisku jûtu at-

fona klâsme
trokðòi

Darbîbas Darbîbas Konflikta Kontrastu Emocionâlâs
atmosfçras atmosfçras saasinâ- radîðana noskaòas
radîðana radîðana ðana izteikðana

2. shçma. Filma Kad lietus un vçji sitas logâ: skaniskais veidols un tâ konteksts

Viens no galvenajiem filmmûzikas uzdevumiem ir vienota vçstîjuma
radîðana – to atzîst daudzi autori, viòu vidû amerikâòu kinozinâtniece Klau-
dija Gorbmena (Gorbman 1987: 73). Klasiskâ variantâ (piem., Marìera Za-
riòa partitûrâs) ðo vienotîbu iemieso melodija, turpretî Dambim priekðplânâ
izvirzâs ritma elementi, jo darbîbas intensitâti nosaka komplicçtas ritma
grupas. Proti, notikumu interpretâcija un ilustrâcija norit, variçjot ritma
elementus un eksperimentçjot ar instrumentu tembriem, kas vçl jo vairâk
saasina skatîtâja uztveri tieði skaòas avota nenosakâmîbas dçï. Ritma lîniju
savijums raksturo arî lietus motîvu (lietus siðanos logâ), kas caurvij visu
filmu. Finâlâ komponists izmantojis Friderika Ðopçna Prelûdiju h moll op. 28
nr. 6 (jau iepriekð filmas gaitâ saistîta ar galvenâ varoòa Leinasara mîlas
jûtâm), kas tagad no melanholiska klavierdarba pâraug plaði izdziedâtâ,
smeldzîgâ vokalîzç ar simfoniskâ oríestra pavadîjumu – taèu negaidîti ap-
raujas pirms Leinasara aresta. Grâmatas autors Arvîds Grigulis esot bijis
saðutis par tik emocionâlu noslçgumu, tomçr komponistam izdevies viòu
pârliecinât par ðâda finâla nepiecieðamîbu. Mûzika cilvçcisko visu filmu.
Tas ir reâls cilvçks [Leinasars] ar savâm izjûtâm, par spîti tam, ka ir noziedz-
nieks. Tikai mûzika varçja pateikt, ka turpinâs kaut kas cits, ko nevarçja
pateikt kadrs, atzîst Pauls Dambis (Dambis 2011).

Raksta noslçgumâ akcentçðu daþas paralçles, ko rosina sonoro krâsu
meklçjumi 60. gadu latvieðu filmâs. Vispirms, daudzçjâdâ ziòâ tie sasaucas
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ar franèu kino Jaunâ viïòa (La nouvelle vague9) tendencçm. Vienlaikus jûtama
radniecîba jaunajiem procesiem paðâ latvieðu mûzikâ: kâ jau zinâms, 60.ga-
dos tajâ ienâca laikmetîgâs kompozîcijas tehnikas (sonorika, aleatorika) un
viens no ðîs jomas pionieriem bija tieði Pauls Dambis – jo îpaði vokâlajos
darbos (Kurzemes burtnîca jauktajam korim un klavierçm, 1967; Itâlijas
dienasgrâmata balsij un klavierçm, 1970; u. c.). Tâdçjâdi varam secinât:
kaut arî Dambja un Gedravièa filmmûzikas rakstîbas stils ir tikai atseviðís
virziens, bet ne vispârçja 60. gadu latvieðu kino iezîme, tomçr viòu izraudzîtais
ceïð visspilgtâk atspoguïo centienus sekot lîdzi laikmeta garam – jaunâkajâm
tendencçm un meklçjumiem gan Latvijâ, gan pasaulç.

Searching for New Approaches in Riga Film Studio Music
in the 60s of the 20th Century

Zane Saulîte
Summary

The period of the 60s in Latvian film history began with a search of
new expressions and musical approaches, for the first time in Latvian film
music appeared the noise music.

In film music of the 60s emerged a number of new trends. Unlike inten-
sively dominant symphonic music of the 50s film music, in the 60s more
than ever, for describing the contemporary urban environment, composers
used jazz and pop genres. Composers more inclined to film music’s internal
unity and more commonly used leitmotif principle.

Composer Pauls Dambis (1936) described this period as a time of Latvian
experimental cinema. One of the first film music scores in this field belonged
to composer of Lithuanian origin Liudgardas Gedravièius and it was created
for director Rolands Kalniòð’ movie Akmens un ðíembas (Stone and Ruble,

9 Termins kinematogrâfijâ, kas raksturo vairâku Francijas filmu veidotâju radîto
kino 20. gadsimta 50. gadu beigâs un 60. gadu sâkumâ. Lai arî franèu jaunâ viïòa
pârstâvji paði nekad teorçtiski nav formulçjuði kopîgu estçtisko platformu, viòu
radîtajâm filmâm raksturîga visai lîdzîga stilistika. Zinâmâ mçrâ to ietekmçja itâlieðu
neoreâlisms un Holivudas klasiskais kino, bûtisks iedvesmas avots bija arî tâlaika
sociâli politiskâ situâcija (jaunieðu nemieri u. tml.). Jaunâ viïòa filmu veidotâji no-
liedza, viòu skatîjumâ, konservatîvo Francijas klasisko kino, plaði eksperimentçjot
ar savu filmu vizuâlo stilu, montâþu, siþetu izvçli un arî skanisko veidolu – daþâdiem
trokðòu efektiem. Spilgtâkie pârstâvji bija Fransuâ Trifo (Truffaut , 1932–1984) un
Þans Liks Godârs (Godard, 1930).
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1966). Gedravièius was one of the first in Latvian film music, who experi-
mented with soundtracks, combining noise and sound in syncretic units, as
well as combining the specific techniques borrowed from electronic and
concrete music. Composers Pauls Dambis and Liudgardas Gedravièius were
inspired by French and Polish cinema, which, considering sociopolitical
circumstances, were most accessible (Dambis 2011).

Using different instruments and tools, they experimented with sound,
so very often, it is impossible to say, if it is natural or artificial sound. Instead
of traditional background symphonic music, in their film scores composers
Pauls Dambis and Liudgardas Gedravièius used complex rhythm patterns,
which not only accompanied action scenes and unified different scenes, but
also described intensity of the action. Along with increasing the role of
rhythm, composers increased the role of silence in their film scores, thus
silence became an important element of the expression.

For creating a historical background, composers used more traditional
method – citing popular songs from the specific historical era. For example,
Liudgardas Gedravièius in his film score for director Rolands Kalniòð’ movie
Akmens un ðíembas (Stone and Ruble, 1966), incorporated well known
songs from the beginning of the 20th century, which were sung by the Latvian
solders in the First World War and later also in the Second World War.

But, it should be noted, that experiments with film soundscape were
just one of the new trends, but not something very characteristic for Latvian
film music in general.
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Ìóçûêà Ýðèêà Ôîðäåëëÿ è å¸ ìåñòî
â èñòîðèè ôèíñêîé ñèìôî íèè

Dr. art. Èðèíà Êîïîñîâà
Àññîöèèðîâàííûé ïðîôåññîð

Ïåòðîçàâîäñêîé ãîñóäàðñòâåííîé êîíñåðâàòîðèè
(àêàäåìèè) èìåíè Àëåêñàíäðà Ãëàçóíîâà

Ïîñòñèáåëèó ñîâñêàÿ ñèìôîíè÷åñêàÿ òðàäèöèÿ ñòàëà îäíèì èç íàèáî-
ëåå çàìåòíûõ ÿâëåíèé â èñòîðèè ñèìôîíèè ÕÕ âåêà. Íà÷àâøèñü ñî÷è-
íåíèÿìè áëèæàéøèõ ïîñëåäîâàòåëåé Ñèáåëèó ñà – Áåíãäòà ôîí Ò ¸ðíå
(von Törne), Ýéíàðà Ýíãëóíäà ( Englund) –, ñèìôîíè÷åñêàÿ ëèíèÿ çàòåì
áûëà ïîäõâà÷åíà â òâîð÷åñòâå áîëåå ìîëîäûõ êîìïîçèòîðîâ: À óëèñà Ñàë-
ëèíåíà ( Sallinen), Éîîíàñà Êîêêîíåíà ( Kokkonen), Óñêî Ìåðèëÿéíåíà
(Meriläinen), Ýéíîþõàíè Ðà óòàâààðû (Rautavaara), Ïåðà-Õåíðèêà Íóð-
äãðåíà (Nordgren), Ýðêêè Ñàëìåíõààðû ( Salmenhaara), Ëåéôà Ñåãåðñòà-
ìà ( Segerstam), Êàëåâè Àõî (Aho). Èõ óñèëèÿìè çà ïîñëåäíèå ñòî ëåò â
Ôèíëÿíäèè ñîçäàí âíóøèòåëüíûé êîðïó ñ ñèìôîíè÷åñêèõ îïó ñîâ îá-
ùèì ÷èñëîì îêîëî ïÿòèñîò .

Ñòðàíèöû ôèíñêîãî ñèìôîíè÷åñêîãî ïóòè â ðàçíîé ñòåïåíè îñâå-
ùåíû â ðó ññêî- è èíîÿçû÷íîé ëèòåðàòóðå. Êðîìå Ñèáåëèó ñà, ÷üå òâîð÷å-
ñòâî çàêîíîìåðíî ïðèâëåêàåò íàèáîëüøèé èíòåðåñ, ñóùåñòâóþò ðàáîòû
î ñèìôîíèÿõ Êîêêîíåíà, Ýíãëóíäà, Ðà óòàâààðû è äð. Ïðè ýòîì ìóçûêà
íåñêîëüêèõ ôèíñêèõ ñèìôîíèñòîâ ïîêà îáîéäåíà âíèìàíèåì. ×àùå âñåãî
ýòî ñîâðåìåííèêè è áëèæàéøèå ïîñëåäîâàòåëè Ñèáåëèó ñà, îêàçàâøèå-
ñÿ â òåíè åãî ôèãóðû è òâîð÷åñòâà. Îäèí èç íèõ – Ýðèê Ôðèòèîô Ôîð-
äåëëü (Erik Fritiof Fordell ), àâòîð îêîëî òðåõñîò îïó ñîâ, èç êîòîðûõ áîëåå
äåñÿòè êîíöåðòîâ (äëÿ ôîðòåïèàíî, äëÿ ñêðèïêè, äëÿ âàëòîðíû, äëÿ ôà-
ãîòà ñ îðêåñòðîì, êîíöåðò äëÿ îðãàíà), äâàäöàòü ñòðóííûõ êâàðòåòîâ, ïÿòü
äóõîâûõ êâèíòåòîâ, äðóãèå êàìåðíûå ñî÷èíåíèÿ, ïî äåñÿòü êàíòàò è
îðãàííûõ ñèìôîíèé, ìíîãî÷èñëåííûå êîìïîçèöèè äëÿ ôîðòåïèàíî è
îðãàíà, ñîòíè õîðîâûõ è ñîëüíûõ ïåñåí, íàêîíåö, 44 ñèìôîíèè.

Êîëè÷åñòâî íàïèñàííûõ ñèìôîíèé ñòàëî ïåðâîé ïðè÷èíîé íàøåãî
èíòåðåñà ê Ôîðäåëëþ. Ïîñòåïåííî ïîÿâèëèñü è äðóãèå. Îêàçàëîñü, ôè-
ãóðà êîìïîçèòîðà, åãî ìóçûêà íå âîñòðåáîâàíû â ôèííîÿçû÷íîé êóëü-
òóðíîé ñðåäå: ïðîèçâåäåíèÿ íå èçäàíû è ïðàêòè÷åñêè íå çâó÷àò â êîíöåð-
òàõ; ôèíñêàÿ èññëåäîâàòåëüñêàÿ ëèòåðàòóðà â îñíîâíîì îãðàíè÷èâàåòñÿ
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óïîìèíàíèåì î Ôîðäåëëå, êàê àâòîðå 44 ñèìôîíèé. Ëèøü íåñêîëüêî
èñòî÷íèêîâ èíûå ïî ñîäåðæàíèþ. Ýòî êíèãà ñàìîãî Ôîðäåëëÿ En musi-
kers minnesbilder (Âîñïîìèíàíèÿ ìóçûêàíòà : ñì. F ordell 1981), èññëåäî-
âàíèå Êüåë Ëîëàêñ Tonsättaren Erik Fordell  (Êîìïîçèòîð Ýðèê Ôîðäåëëü :
ñì. Lolax 1985)1 è ïîñâÿùåííàÿ êîìïîçèòîðó ñòðàíèöà íà ñàéòå ãîðîäñ-
êîé áèáëèîòåêè Êîêêîëà, êóäà â êîíöå æèçíè îí ïåðåäàë âåñü ñâîé àðõèâ :
íîòû, êíèãè, çàïèñè 2. Òàê ïîÿâèëñÿ ðåñóðñ, ðàáîòà ñ êîòîðûì ïîçâîëèëà
ðåêîíñòðóèðîâàòü ýòàïû æèçíåííîãî è òâîð÷åñêîãî ïóòè ôèíñêîãî àâ-
òîðà, î÷åðòèòü ñôåðó åãî èíòåðåñîâ.

Áî ëüøóþ ÷àñòü æèçíè Ýðèê Ôîðäåëëü ïðîâåë â ãîðîäå Êîêêîëà íà
çàïàäå Ôèíëÿíäèè. Çäåñü 2 èþëÿ 1917 ãîäà îí ðîäèëñÿ, ñþäà â 1938 ãîäó
âåðíóëñÿ ïîñëå ó÷åáû â Õåëüñèíêè è æèë äî ñâîåé êîí÷èíû â 1981 ãîäó .
Íà íåñêîëüêî äåñÿòèëåòèé Ôîðäåëëü ñòàë îäíîé èç ãëàâíûõ ôèãóð â ìó-
çûêàëüíîé æèçíè ñâîåãî ãîðîäà è âñåãî ðåãèîíà. Åìó ïðèøëîñü ïðîÿâèòü
ñåáÿ íà ðàçíûõ ïîïðèùàõ: èãðàòü â ðåñòîðàíàõ (íà ñêðèïêå, èíîãäà íà
âèîëîí÷åëè è ôîðòåïèàíî); áûòü ðåïîðòåðîì è ðåäàêòîðîì ãîðîäñêîé
ãàçåòû3; ïðåïîäàâàòü äèðèæèðîâàíèå è ôîðòåïèàíî â äâóõ ó÷åáíûõ çà-
âåäåíèÿõ Êîêêîëà 4; íàêîíåö, ðóêîâîäèòü õîðîì 5. Ñóäÿ ïî äàòàì, âñÿ ýòà
äåÿòåëüíîñòü âåëàñü ïàðàëëåëüíî; âåðîÿòíî, Ôîðäåëëü áûë åþ íåìàëî
çàãðóæåí, íî ïðè ýòîì ðåãóëÿðíî íàõîäèë âðåìÿ äëÿ êîìïîçèöèè. Èí-
òåíñèâíîñòü, ñ êàêîé îí ðàáîòàë, ïîçâîëÿåò âèäåòü â Ôîðäåëëå ÷åëîâåêà
íåîáû÷àéíî äåÿòåëüíîãî, èìåþùåãî áîëüøóþ æèçíåííóþ ýíåðãèþ, íî
ãëàâíîå – î÷åâèäíóþ ïîòðåáíîñòü ñî÷èíÿòü.

1 Â îñíîâå äàííîãî èññëåäîâàíèÿ – äèññåðòàöèÿ, âûïîëíåííàÿ â 1985 ãîäó â
óíèâåðñèòåòå ãîðîäà Òóðêó. Ê ñîæàëåíèþ, ïîêà äèññåðòàöèÿ Ëîëàêñ, êàê è êíè-
ãà Ôîðäåëëÿ, íàì îêàçàëèñü íåäîñòóïíû.

2 Ðåæèì äîñòóïà ê ýòîìó ðåñóðñó: http://lib.kokkola.fi/fordell .
3 Ñâîè ðåöåíçèè è ñòàòüè îí ïå÷àòàë â Österbottningen–sanomalehdessä (Ãàçåòà

Îñòðîáîòíèè ) è â æóðíàëå Keskipohjanmaa (Öåíòðàëüíàÿ Îñòðîáîòíèÿ ). Ïî âîñ-
ïîìèíàíèÿì ñîâðåìåííèêîâ, Ôîðäåëëü ïèñàë îñòðî, ïðÿìî è ÷åñòíî, áûë èçâå-
ñòåí êàê îñòðîñëîâ è ñïîðùèê; åãî ñòèëü âñåãäà áûë óçíàâàåì (ñì.: Pulakka).

4 Ýòî Ãîðîäñêîé øâåäñêèé êîëëåäæ ( Gamlakarleby Svenska Arbetarinstitut),
ãäå îí ðàáîòàë ñ 1943 ïî 1979 ãîä, è Öåíòð îáðàçîâàíèÿ äëÿ âçðîñëûõ ã . Êîêêîëà
(Kokkolan työväenopisto), â í¸ì Ôîðäåëëü ïðåïîäàâàë c 1966 ïî 1971 ãîä.

5 Â 1956–1961 ãîäàõ Ôîðäåëëü ðóêîâîäèë ìóæñêèì õîðîì Êîêêîëà ( Gamlar-
karleby Manskör). Íà ïðîòÿæåíèè áîëåå ïÿòèäåñÿòè ëåò îí ðàáîòàë â êà÷åñòâå
ìóçûêàíòà è ðóêîâîäèòåëÿ â Ïåñåííîì è ìóçûêàëüíîì îáúåäèíåíèè ðåãèîíà
Êîêêîëà ( Karlebynejdens sång- och musikförbund). Êðîìå òîãî, âðåìÿ îò âðåìå-
íè îí ðóêîâîäèë äðóãèìè ìåñòíûìè õîðàìè è îðêåñòðàìè.
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Åãî äâèæåíèå ïî ìóçûêàíòñêîé ñòåçå ñêëàäûâàëàñü íåïðîñòî. Ðàíî
ïðîÿâèâ òÿãó ê ìóçûêå (íîòû îí âûó÷èë ðàíüøå áóêâ; íà âðåìÿ ó÷åáû â
íà÷àëüíîé øêîëå ïðèøëèñü ïåðâûå îïûòû ñî÷èíèòåëüñòâà, èãðû íà
îðãàíå è ñêðèïêå), ïîñëå øêîëû îí íå ñðàçó âçÿëñÿ çà ïðîôåññèîíàëü-
íîå ìóçûêàëüíîå îáðàçîâàíèå. Ñíà÷àëà áûëè ïÿòü ëåò ðàáîòû íà êîæå-
âåííîì çàâîäå, êîãäà ìóçèöèðîâàíèþ è ñî÷èíåíèþ ïîñâÿùàëèñü âå÷åðà
è íî÷è. Ò îëüêî â 1936 ãîäó áóäóùèé êîìïîçèòîð ïîñòóïèë â Õåëüñèíñêèé
èíñòèòóò öåðêîâíîé ìóçûêè, ÷åòûðåõëåòíèé êóðñ êîòîðîãî îêîí÷èë çà
äâà ãîäà. Îáó÷åíèå ïðîäîëæàëîñü â òå÷åíèå æèçíè. Ñ 1944 ïî 1945 ãîä
Ôîðäåëëü çàíèìàëñÿ â Àêàäåìèè Ñèáåëèó ñà: ïî êîìïîçèöèè ó Áåíãòà
Êàðëññîíà ( Karlsson), ïî äèðèæèðîâàíèþ ó Þññè ßëëàñà ( Jallas); ñ 1949
ïî 1956 ãîä áðàë èíäèâèäóàëüíûå óðîêè êîìïîçèöèè ó Ààððå Ìåðèêàíòî
(Merikanto ), ñàìîãî ìàñòèòîãî íà òî âðåìÿ èç ïåäàãîãîâ Àêàäåìèè. Ïî-
çäíåå, áëàãîäàðÿ ñòèïåíäèÿì, îí ñòàæèðîâàëñÿ â Ñòîêãîëüìå (1963), â
Ãîëëàíäèè (1964 è 1967), â Âåíå (1969), â Áåðëèíå (1971). Âñå ïåðå÷èñ-
ëåííûå ôàêòû – ñâèäåòåëüñòâî íåêîòîðîé íåñèñòåìíîñòè ïîëó÷åííîãî
îáðàçîâàíèÿ, íî è ïîñòîÿííîãî ñòðåìëåíèÿ èäòè âïåðåä è ñîâåðøåíñòâî-
âàòü ñâîè íàâûêè (òóò ïîêàçàòåëüíî, ÷òî íà âðåìÿ ïîñëåäíèõ øòóäèé
Ôîðäåëëþ áûëî óæå 54 ãîäà). Î êîìïîçèòîðñêîé ïûòëèâîñòè ãîâîðèò è
áèáëèîòåêà êîìïîçèòîðà 6.

Â îñíîâíîì êíèãè, ïåðåäàííûå êîìïîçèòîðîì â äàð ãîðîäó , îòðàæà-
þò ñòîðîíû åãî ïðîôåññèîíàëüíîé äåÿòåëüíîñòè è ñâÿçàíû ñ ïåäàãîãèêîé ,
äèðèæèðîâàíèåì 7, ðóêîâîäñòâîì õîðîì 8. Íî á î ëüøóþ ÷àñòü êíèã ìîæíî
îòíîñèòü íåïîñðåäñòâåííî ê êîìïîçèöèè. Ýòî èçäàíèÿ ìóçûêàëüíî-èñòî-
ðè÷åñêîé íàïðàâëåííîñòè (êíèãè ïî âñåîáùåé è ôèíñêîé ìóçûêàëüíîé
èñòîðèè, áèîãðàôèè, òâîð÷åñêèå ïîðòðåòû, èíòåðâüþ, ñïðàâî÷íûå áóê-
ëåòû î êîìïîçèòîðàõ ðàçíîãî âðåìåíè 9), ó÷åáíûå ïîñîáèÿ è êíèãè, ïî-

6 Ñ å¸ ñîäåðæàíèåì ìîæíî ïîçíàêîìèòüñÿ íà ñòðàíèöå êîìïîçèòîðà (ñì.: Erik
Fordell. Kirjakokoelma ).

7 Çäåñü êíèãè, îáðèñîâûâàþùèå ïîðòðåòû âåäóùèõ äèðèæåðîâ: Àðòóðî Ò îñ-
êàíèíè, Êàðëà Áàìáåðãåðà, Áðóíî Âàëü òåðà, Ãåðáåðòà ôîí Êàðàÿíà, Âèëüãåëü-
ìà Ôóðòâåíãëåðà; ïðàêòè÷åñêèå ðóêîâîäñòâà, íàïðèìåð, Íàñòîëüíàÿ êíèãà äè-
ðèæåðà Êàðëà Øð¸äåðà (Carl Schroeder, Handbuch des Dirigierens, 1916).

8 Ýòî áóêëåòû ðàçíûõ ïåñåííûõ ïðàçäíèêîâ è ôåñòèâàëåé; ïðàêòè÷åñêèå ïî-
ñîáèÿ, íàïðèìåð, Ïîñîáèå äëÿ õîðîâûõ äèðèæåðîâ Íèëüñà Ýðèêà Ôóãøòåäòà (Nils-
Erik Fougstedt, Handbok för kördirigenter , 1948).

9 Êðóã ïðåäñòàâëåííûõ â íèõ àâòîðîâ î÷åíü øèðîê. Ýòî Èîãàíí Ñåáàñòüÿí
Áàõ, Ãåîðã Ôðèäðèõ Ãåíäåëü, Âîëüôãàíã Àìàäåé Ìîöàðò , Ëþäâèã âàí Áåòõîâåí,
Ôðàíö Øóáåðò , Ðîáåðò Øóìàí, Ôåðåíö  Ëèñò, Ôðèäåðèê Øîïåí, Êàðë  Ìàðèÿ
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ñâÿùåííûå ðàçíûì îáëàñòÿì ìóçûêàëüíîé òåîðèè (ãàðìîíèè, ïîëèôî-
íèè, àíàëèçó ôîðì, ýëåìåíòàðíîé òåîðèè, ìóçûêàëüíîé àêó ñòèêå). Áîëü-
øîé âåñ ñðåäè êíèã ìóçûêàëüíî-òåîðåòè÷åñêîé ëèòåðàòóðû êðàñíîðå÷èâî
ïîäòâåðæäàåò òÿãó Ôîðäåëëÿ ê ñàìîîáðàçîâàíèþ; âûÿâëÿåò ñòðåìëåíèå
îñìûñëèòü ïàðàëëåëüíî ñ êëàññèêî-ðîìàíòè÷åñêîé ìóçûêîé è êëàññè-
÷åñêîé òåîðèåé (òóò ãàðìîíèÿ, ãåíåðàë-áàñ, ó÷åíèå î êàíîíå è ôóãå) ìó-
çûêó ÕÕ âåêà è ñâÿçàííûå ñ íåé ÿâëåíèÿ (íàïðèìåð, äîäåêàôàíèþ).

Ñîîòíîñÿ ñîäåðæàíèå áèáëèîòåêè êîìïîçèòîðà ñî ñôåðàìè åãî ïðî-
ôåññèîíàëüíîé äåÿòåëüíîñòè, îáëàñòÿìè òâîð÷åñòâà, ìîæíî îáîçíà÷èòü
äâå òåìû, âîëíîâàâøèå êîìïîçèòîðà íà ïðîòÿæåíèè âñåé æèçíè. Ýòî
âîïðîñû ðàçâèòèÿ êóëü òóðû è ìóçûêàëüíîãî îáðàçîâàíèÿ òîãî ðåãèîíà,
ãäå îí ðîäèëñÿ è ïðîæèë (åãî ðîäíîãî Êîêêîëà, Îñòðîáîòíèè, à øèðå –
Ôèíëÿíäèè è Øâåöèè), à òàêæå ñóäüáà ñèìôîíèè. Êàê ñîáñòâåííûå ñèì-
ôîíè÷åñêèå øòóäèè íå îòïó ñêàëè åãî íà ïðîòÿæåíèè âñåé æèçíè 10, òàê
è ðàçìûøëåíèÿ î ñóùíîñòè ñèìôîíèè, ñïåöèôèêå ñèìôîíè÷åñêîãî ìå-
òîäà ðàçíûõ àâòîðîâ ñòîÿò çà ìíîãèìè èç êíèã 11. Êàêîâû æå ñèìôîíèè
ñàìîãî Ôîðäåëëÿ?

Íàì îêàçàëèñü äîñòóïíû íîòû íåñêîëüêèõ ïðîèçâåäåíèé, ñîçäàí-
íûõ â ðàçíûå ãîäû. Ñàìîå ðàííåå – Ïðåëþä  (Prelude) äëÿ ñòðóííîãî êâèí-
òåòà (1952), çàòåì äâå ñèìôîíèè (Âîñüìàÿ 1955-ãî è Äåñÿòàÿ 1964 ãîäà) è
äâà ñî÷èíåíèÿ äëÿ îðêåñòðà, íàïèñàííûå â êîíöå æèçíè, â 1980 ãîäó:
×àñòü ñèìôîíèè  (Simfonisats) è Äâå îðêåñòðîâûõ ÷àñòè (Två orkester-
satser), îáà ïî òåìïîâûì îáîçíà÷åíèÿì, õàðàêòåðó ìàòåðèàëà âïîëíå

ôîí  Âåáåð, Èîãàííåñ  Áðàìñ, Àíòîíèí  Äâîðæàê, Ýäâàðä Ãðèã, Ï¸òð ×àéêîâñêèé,
Ðèõàðä Âàãíåð, îòåö è ñûí Øòðàóñû, Êëîä Äåáþññè, Ñèðèë Ñêîòò , Èãîðü Ñòðà-
âèíñêèé, Áåëà Áàðòîê, Àíòîí Âåáåðí, Àðíîëüä  Øåíáåðã , Âèòîëüä Ëþòîñëàâñ-
êèé, ñïðàâî÷íîå èçäàíèå Âîñåìü ñîâåòñêèõ êîìïîçèòîðîâ  (Gerald Abraham, Åtta
sovjetkomponister, 1947); êíèãè î ôèíñêèõ êîìïîçèòîðàõ (Îñêàðå Ìåðèêàíòî,
Ëååâè Ìàäåòîéÿ, Ôðèäðèõå Ïàñèó ñå, Òàóíî Êàðèëà, Þðü¸ Êèëüïèíåíå, Ò îéâî
Êóóëà, ñïðàâî÷íî-ýíöèêëîïåäè÷åñêèå èçäàíèÿ) è øâåäñêèõ àâòîðàõ: íåñêîëüêî
êíèã î Õ óãî Àëüâåíå è Ôðàíöå Áåðâàëüäå, ñïðàâî÷íèê Ã. Áåðãåíäàëÿ 33 øâåäñ-
êèõ êîìïîçèòîðà  (Göran Bergendal, 33 svenska komponister, 1972), êíèãè îá Ó ëîôå
Âèëüãåëüìå Ïåòåðñîí-Áåðãåðå è Àâãóñòå Ñ¸äåðìàíå.

10 Ïåðâûå äâå ñèìôîíèè ïîÿâèëèñü â 1949 ãîäó , â ãîä íà÷àëà èíäèâèäóàëüíûõ
çàíÿòèé ñ Ààððå Ìåðèêàíòî, ñ ýòîãî âðåìåíè ïðàêòè÷åñêè êàæäûé ãîä äàâ àë ïî
íåñêîëüêó  ñèìôîíè÷åñêèõ ïîëîòåí.

11 Íàçîâåì íåñêîëüêî êíèã î ñèìôîíèÿõ Áåòõîâåíà  è Ñèáåëèóñà, èññëåäîâà-
íèå Ôîëüêå Õ. Ò¸ðíáëîìà Ñèìôîíèÿ: îò Ã àéäíà äî Ìàëåðà  (Folke H. Törnblom ,
Symfoniboken: från Haydn till Mahler , 1948).
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ìîãëè áû ñòàòü ÷àñòÿìè ñèìôîíèé. Èìåþùèåñÿ îïó ñû ïðèíàäëåæàò ðàç-
íîìó âðåìåíè. Êàæäûé èç íèõ îáëàäàåò íåïîâòîðèìûìè ÷åðòàìè è ðÿ-
äîì îáùèõ ïðèçíàêîâ. Ýòî ïîçâîëÿåò äåëàòü çàêëþ÷åíèÿ î ñòèëèñòèêå
êîìïîçèòîðà, ïèòàâøèõ å¸ èñòîêàõ, îá èçìåíåíèè êîìïîçèòîðñêîãî ñòè-
ëÿ âî âðåìåíè, îá îñîáåííîñòÿõ ïîäõîäà ê ñèìôîíè÷åñêîìó æàíðó .

Ïðåëþä  îòíîñèòñÿ ê ðàííèì ñî÷èíåíèÿì, ðÿäîì ñ íèì âîçíèêëè
ïåðâûå òðè ñèìôîíèè (Ïåðâàÿ è Âòîðàÿ â 1949-ì, Ò ðåòüÿ – â 1952 ãîäó),
ôîðòåïèàííûå ìèíèàòþðû, îòäåëüíûå ïåñíè. Ìíîãèå îñîáåííîñòè èç-
ëîæåíèÿ â ýòîì îïó ñå ãîâîðÿò î áëèçîñòè íåîêëàññèöèçìó: ëèíåàðíîñòü
è äàæå íåêîòîðàÿ ðàôè÷íîñòü ôàêòóðû, îïðåäåëåííàÿ ýêîíîìíîñòü
ñðåäñòâ, êàìåðíûé ñîñòàâ, êîìïîçèöèÿ. Ôîðìà ñî÷èíåíèÿ ñæàòà, èìååò
äîêëàññè÷åñêóþ îñíîâó . Ñòðîåíèå Ïðåëþäà  áëèçêî ôîðìå áàð, ñîñòîèò
èç äâóõ ïðîòÿæåííûõ ñòðîô, ïîäîáíûõ ïî ìàòåðèàëó ñ èäåíòè÷íûìè
êàäàíñàìè, è çàêëþ÷èòåëüíîé áîëåå êîìïàêòíîé ñòðîôû.

Ëåæàùèå â îñíîâå êàæäîé ñòðîôû ìåëîäèè øèðîêîãî äûõàíèÿ íà-
ïðÿæåííî ñòàíîâÿùèåñÿ, ñ âàðèàíòíîñòüþ ñòóïåíåé è øèðîêèìè äèññî-
íàíòíûìè õîäàìè â îñíîâå, ïîçâîëÿþò â êà÷åñòâå îäíîãî èç îðèåíòèðîâ
ýòîé ìóçûêè âèäåòü òàêæå ñî÷èíåíèÿ Äìèòðèÿ Øîñòàêîâè÷à. Íàïîì-
íèì, êàê ðàç ðóáåæ 1940–50-õ ñòàë îòïðàâíîé òî÷êîé óâëå÷åíèÿ ìóçû-
êîé ñîâåòñêîãî êîìïîçèòîðà â Ôèíëÿíäèè, ïîðîäèâ öåëûé ðÿä îïó ñîâ â
øîñòàêîâè÷åñêîì äóõå (îá ýòîì ñì.: Heiniö 1995: 28–32). Ôîðäåëëü ðå-
ãóëÿðíî áûâàë â ýòè ãîäû â Õåëüñèíêè, ìîã ñëûøàòü ìóçûêó Øîñòàêî-
âè÷à â êîíöåðòàõ è îò ñâîèõ ïåäàãîãîâ, ïîïàñòü ïîä å¸ âëèÿíèå.

Â öåëîì æå îïó ñ íåñåò íà ñåáå ñëåäû ó÷åíè÷åñòâà. Åìó ïðèñóùà íåêî-
òîðàÿ âÿçêîñòü, òÿæåëîâåñíîñòü ãîëîñîâåäåíèÿ; ðàçâèâàþùèì ïîñòðîå-
íèÿì íå õâàòàåò ãèáêîñòè è ñàìîñòîÿòåëüíîñòè ãîëîñîâ, çäåñü ìíîãî åäèíî-
ðèòìè÷íîãî ïàðàëëåëüíîãî äâèæåíèÿ, óòÿæåëÿþùåãî êàìåðíóþ ôàêòóðó .

Áîëåå óâåðåííûé è ñàìîñòîÿòåëüíûé ñòèëü ïðèñóù Âîñüìîé è Äåñÿ-
òîé ñèìôîíèÿì. Èõ îáëèê îòëè÷åí. Çà Âîñüìîé îùóòèìà ïîçäíåðîìàí-
òè÷åñêàÿ òðàäèöèÿ, ïðîñòóïàþùàÿ â çâóêîâîé è âðåìåííîé ìàñøòàáíî-
ñòè, â òèïå öèêëà áëèçêîì ïî õàðàêòåðó òåìïîâûõ, îáðàçíûõ îòíîøåíèé
ìóçûêå Ìàëåðà. Â ñèìôîíèè çà óìåðåííî áûñòðîé ïåðâîé ÷àñòüþ ñëåäó åò
ñêåðöî, âñ¸ çàâåðøàåò ìåäëåííûé ôèíàë. Äåñÿòàÿ ïðåäñòàâëÿåò êëàññè÷å-
ñêèé âàðèàíò ÷åòûð¸õ÷àñòíîãî öèêëà ñî ñêåðöî íà âòîðîì ìåñòå. Ìàòå-
ðèàë ñî÷èíåíèÿ óáåæäàåò â çíàêîìñòâå Ôîðäåëëÿ ñ äâåíàäöàòèòîíîâîé
òåõíèêîé 12. Õîòÿ â Äåñÿòîé íåëüçÿ ãîâîðèòü î ïîñëåäîâàòåëüíîì å¸ ïðè-

12 Åñëè ñóäèòü ïî áèáëèîòåêå êîìïîçèòîðà, åãî èíòåðåñ ê äîäåêàôîíèè ïðè-
ø¸ëñÿ íà êîíåö 1950-õ, ÷òî çàêîíîìåðíî: ñðåäè ôèíñêèõ àâòîðîâ òåõ ëåò äîäå-
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ìåíåíèè, òóò åñòü öåëûé ðÿä å¸ õàðàêòåðíûõ àòðèáóòîâ. Òåìû âñåõ ÷àñòåé
îðèåíòèðîâàíû íà äâåíàäöàòèòîíîâîñòü, íåðåäêî èìåþò èçëîìàííûé êîí-
òóð; ôàêòóðà îïèðàåòñÿ íà ëèíåàðíîñòü, ïðåèìóùåñòâåííî ìàëîãîëîñíà ,
ñîñòîèò èç îòäåëüíûõ ëèíèé; çäåñü àêòèâíî èñïîëüçóþòñÿ èìèòàöèîí-
íûå ïðèåìû, âûñòóïàþùèå îäíèì èç îñíîâíûõ ñðåäñòâ ðàçâèòèÿ. Ïî-
êàçàòåëüíà â ýòîì îòíîøåíèè, íàïðèìåð, îòêðûâàþùàÿ ñèìôîíèþ òåìà:

Ïðèìåð 1. Äåñÿòàÿ ñèìôî íèÿ: íà÷àëüíàÿ òåìà ïå ðâîé ÷àñòè
(ìàíó ñêðèïò êîìïîçèòîðà)

Ñòèëåâûå ðàçëè÷èÿ ñî÷èíåíèé íå çàòåíÿþò îáùèõ ÷åðò , ñâÿçàííûõ
ñ êîìïîçèòîðñêîé ñòèëèñòèêîé. Â ÷èñëå ïåðâûõ – äèññîíàíòíîñòü ìó-
çûêàëüíîãî ÿçûêà. Îíà áîëåå î÷åâèäíà â  äîäåêàôîííîé  Äåñÿòîé, ãäå íà-
ëèöî õðîìàòè÷åñêàÿ ïðèðîäà òåì, íî ñóùåñòâó åò è â ìàòåðèàëå Âîñüìîé.
Äèññîíàíòíîñòü îïðåäåëÿåò è òåðïêîñòü ñîñòàâëÿþùèõ òêàíü ñîçâó÷èé:
ñòðîèòåëüíûì ýëåìåíòîì âåðòèêàëè çà÷àñòóþ ÿâëÿþòñÿ ñåêóíäà, òðèòîí ,
ñåïòèìà; íåðåäêè ðàñùåïëåíèÿ çâóêîâ, â ïðîâåäåíèÿõ òåì âñòðå÷àþòñÿ
ñåêóíäîâûå è ñåïòèìîâûå ìèêñòóðû. Ò àê, áîëüøåñåêóíäîâîé ìèêñòóðîé
èçëîæåíà âòîðàÿ òåìà Äåñÿòîé ñèìôîíèè, ïîÿâëÿþùàÿñÿ â òàêîì âèäå
íà ïðîòÿæåíèè ÷àñòè çàòåì åùå äâàæäû (ñð. òò. 9– 13 è òò. 19– 23, 46– 50):

Ïðèìåð 2. Äåñÿòàÿ ñèìôî íèÿ: âòîðàÿ òåìà ïå ðâîé ÷àñòè
(ìàíó ñêðèïò êîìïîçèòîðà)

êàôîíèÿ âîñïðèíèìàëàñü êàê ñàìîå ñîâðåìåííîå ÿâëåíèå; åé ñèìïàòèçèðîâàë
çàíèìàâøèéñÿ ñ Ôîðäåëëåì Ìåðèêàíòî. Íàïîìíèì, ïåðâûìè ôèíñêèìè äîäå-
êàôîííûìè ñî÷èíåíèÿìè ñòàëè ôîðòåïèàííîå  Espressivo (1952) è Òðè ôàíòà-
çèè äëÿ êëàðíåòà è ôîðòåïèàíî  (1954) Ýðèêà Áåðãìàíà (Bergman).
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Äðóãàÿ îñîáåííîñòü ñâÿçàíà ñ êà÷åñòâîì ðàçâèòèÿ, ñâîéñòâåííûì
îáåèì ïàðòèòóðàì. Â íèõ îáðàùàåò íà ñåáÿ âíèìàíèå îòñóòñòâèå ìîòèâ-
íîãî ðàçâèòèÿ, íî âûñîêèé âåñ ïîâòîðíîñòè ðàçíîãî ðîäà. Îíà îðãàíèçó åò
ýêñïîíèðîâàíèå ëþáîé èç òåì. Äëÿ ýòèõ ìîìåíòîâ õàðàêòåðíî âèäîèç-
ìåí¸ííîå, ðåæå áóêâàëüíî òî÷íîå ïåðåèçëîæåíèå; ïîâòîðíîñòü îðãàíè-
çóåò è ïîñëåäóþùèå ôàçû ôîðìû: â íèõ ìíîãîêðàòíî ïîÿâëÿþòñÿ òî÷íûå
èëè òðàíñïîíèðîâàííûå ïî âûñîòå ðåïðèçíûå ïðîâåäåíèÿ óæå çâó÷àâ-
øåãî ìàòåðèàëà; â íåêîòîðûõ ñëó÷àÿõ âñòðå÷àåòñÿ ïîäîáèå òåì. Âîçíè-
êàþùèé çäåñü êîìïîçèöèîííûé ðèòì ïîíà÷àëó îñòàâëÿåò âïå÷àòëåíèå
ñòàòè÷íîñòè, òîëüêî âñëóøèâàÿñü â ýòó ìóçûêó, ïî äîñòîèíñòâó îöåíè-
âàåøü îðèãèíàëüíîñòü êîìïîçèöèé Ôîðäåëëÿ. Ñîáñòâåííî, ýòîò ðèòì,
ðåàëèçóþùèé ýïè÷åñêóþ â ñâîåé ñóòè èäåþ ïðåáûâàíèÿ, íóæíî ñ÷èòàòü
îäíîé èç îñîáåííîñòåé ìóçûêè ôèíñêîãî àâòîðà. Êàê ñòðîèò îí ñâîè
êîìïîçèöèè?

Îíè ìíîãîòåìíû; ôîðìó , ïðè ñóùåñòâóþùèõ àíàëîãèÿõ ñ êëàññè-
÷åñêèìè ñõåìàìè (çäåñü ìîæíî ãîâîðèòü î äâîéíûõ, î ðîíäîîáðàçíûõ
ôîðìàõ; ñþèòíûõ öåïÿõ, çàìêíóòûõ ïîâòîðàìè), òóò ñêîðåå íóæíî ïî-
íèìàòü êàê èíäèâèäóàëüíóþ, ñêëîííóþ áûòü îòêðûòîé ñïðàâà. Öåëîå íà
íà÷àëüíîì ýòàïå ïðîäâèãàåòñÿ çà ñ÷åò âàðèàíòíîñòè, íàêàïëèâàþùåéñÿ
â èçìåí¸ííûõ ïåðåèçëîæåíèÿõ; îíà âûëèâàåòñÿ â íîâûå òåìû, â êîòî-
ðûõ ïðîäîëæàåòñÿ âàðèàíòíûé òîê; íàíèçûâàíèå òåìàòè÷åñêèõ áëîêîâ
ñêðåïëÿåòñÿ ïîâòîðàìè; ñäâèã ïîâòîðÿåìûõ òåì ïî âûñîòå, ÷àùå âñåãî
ñåêóíäîâûé, ñòàíîâèòñÿ èìïóëüñîì äëÿ íîâûõ ýòàïîâ èçëîæåíèÿ. Êîðíè
ôîðäåëëåâñêèõ ôîðì, ñ îäíîé ñòîðîíû, â ñîâðåìåííîé ìóçûêå, îáëþ-
áîâàâøåé ðîíäîîáðàçíûå êîìïîçèöèîííûå ñõåìû è âàðèàíòíûé ïîâòîð,
íî â áîëüøåé ñòåïåíè îíè ñâÿçàíû ñ ôèíñêèì ôîëüêëîðîì, äëÿ êîòîðî-
ãî âàðèàíòíîñòü ÿâëÿåòñÿ îäíîé èç ñïåöèôè÷åñêèõ ÷åðò . Òàêèì îáðàçîì,
ðàññìàòðèâàåìûå äâå ñèìôîíèè õàðàêòåðèçóþò Ôîðäåëëÿ êàê àâòîðà, äî-
âîëüíî ïî÷âåííîãî: åãî ñî÷èíåíèÿ îòðàæàþò îñíîâíûå òåíäåíöèè ôèí-
ñêîé ìóçûêè ñâîåãî âðåìåíè (ñêëîííîñòü ê äèññîíàíòíîñòè ÿçûêà, èíòå-
ðåñ ê íåîêëàññèöèçìó è äîäåêàôîíèè), èìåþò îùóòèìî íàöèîíàëüíûé,
ýïè÷åñêèé â ñâîåé ñóòè êîìïîçèöèîííûé ðèòì.

Ïîçäíèå îïó ñû (×àñòü ñèìôîíèè , Äâå îðêåñòðîâûå ÷àñòè) ðàçâèâàþò
îòìå÷åííûå íàìè îñîáåííîñòè, çàêðåïëÿÿ ïðåäñòàâëåíèå îá èõ ñòèëå-
îáðàçóþùåé ñóòè. ßçûê êîìïîçèòîðà îñòàåòñÿ æåñòêèì: âåðòèêàëü îïè-
ðàåòñÿ íà ðåçêèå ñîçâó÷èÿ, âñòðå÷àþòñÿ ïðîâåäåíèÿ òåì äèññîíèðóþùè-
ìè ëèíèÿìè (òàê, òåìà â ïðèìåðå 3 âíîâü îôîðìëåíà ñåêóíäîâîé ìèê-
ñòóðîé, êîòîðóþ ïðîâîäÿò ôëåéòà è ïåðâûå ñêðèïêè), íåìàëî øèðîêèõ
ðàçíîíàïðàâëåííûõ äèññîíèðóþùèõ õîäîâ âíóòðè òåì-ìåëîäèé:
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Ïðèìåð 3. Ôðàãìåíò Adagio èç Äâóõ îðêåñòðîâûõ ÷àñòåé
(ìàíó ñêðèïò êîìïîçèòîðà)

Ïðè ýòîì òóò î÷åâèäíû ïðèçíàêè ñòèëåâîé çðåëîñòè. Îðêåñòðîâêà
îòëè÷àåòñÿ áî ëüøèì ðàçíîîáðàçèåì è ãèáêîñòüþ, åñòåñòâåííî ïî õîäó
èçëîæåíèÿ ñìåíÿåò êàìåðíîå çâó÷àíèå íà òóòòèéíîå; ñðåäñòâà ðàçâèòèÿ,
âñòðå÷åííûå äî òîãî â ðàçíûõ îïó ñàõ, âçàèìîäåéñòâóþò (íàïðèìåð, âàðè-
àíòíî-âàðèàöèîííîå ðàçâèòèå òåïåðü âñåãäà ñîåäèíÿåòñÿ ñ êîíòðàïóíê-
òè÷åñêèì). Áîëåå çðåëûì âûãëÿäèò ïðåòâîðåíèå óæå çíàêîìûõ êîìïîçè-
öèîííûõ ïðèíöèïîâ. Èõ òðàêòîâêó íà ýòîì ýòàïå ïîäðîáíåé ðàññìîòðèì
íà ïðèìåðå Adagio èç Äâóõ îðêåñòðîâûõ ÷àñòåé.

Ïüåñà ñêëàäûâàåòñÿ èç òðåõ òåìàòè÷åñêèõ áëîêîâ, çàìêíóòûõ ïîâòî-
ðîì ïåðâîãî (îáîáùåííî ôîðìà âûãëÿäèò òàê: ÀÂÑÀ

1
). Âíóòðè ñåáÿ êàæ-

äûé áëîê âíîâü îïèðàåòñÿ íà âàðèàíòíûé ïîâòîð, íî ïðè ýòîì ñàìà ôîðìà
äâèæåòñÿ áîëåå óâåðåííî è ãèáêî. Äðîáíîå ïî ñâîåé ñóòè ïåðåèçëîæåíèå
îðãàíèçó åòñÿ â öåëîå íåñêîëüêèìè áîëåå êðóïíûìè êîìïîçèöèîííûìè
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èäåÿìè. Îäíà èç íèõ ñâÿçàíà ñ ïîñòåïåííûì äèíàìè÷åñêèì è ôàêòóð-
íûì ðîñòîì, îáðàçóþùèì äâà ýòàïà. Ïåðâûé îõâàòûâàåò äâà íà÷àëüíûõ
ðàçäåëà è ñòðîèòñÿ ïî ïðèíöèïó êðåùåíäî; âòîðîé äâèæåòñÿ îò öåíòðà
äî êîíöà ÷àñòè è îáðàçó åò âîëíó. Äðóãàÿ èäåÿ – ðîñò ìåëîäè÷åñêîãî íà-
÷àëà, ïðèâîäÿùèé ê ëèíåàðíîñòè ôàêòóðû: ôîðìà, âûðàñòàþùàÿ èç íå-
áîëüøèõ ìåëîäè÷åñêèõ ôðàç, â êóëüìèíàöèîííîé ôàçå âûõîäèò íà ìàñ-
øòàáíûé äâóõãîëîñíûé êàíîí. Âñå èçëîæåíèå ñ ýòîãî ìîìåíòà ôàêòè-
÷åñêè öåëèêîì îïèðàåòñÿ íà êîíòðàïóíêò ïðîòÿæåííûõ ëèíèé.

Åñòü â ïîçäíèõ ñî÷èíåíèÿõ è ðîñòêè íîâîé ñòèëèñòèêè. Ò óò ïîêàçà-
òåëüíî âûøå ðàññìîòðåííîå Adagio. Åãî òåìà ñòðîèòñÿ íà äâèæåíèè ïà-
ðàëëåëüíûõ ìàæîðíûõ ñåêñòàêêîðäîâ:

Ïðèìåð 4. Ôðàãìåíò Adagio èç Äâóõ îðêåñòðîâûõ ÷àñòåé
(ìàíó ñêðèïò êîìïîçèòîðà)
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Â äàëüíåéøåì èçëîæåíèè èñõîäíûé òðåçâó÷íûé ìàòåðèàë ðàçâèâà-
åòñÿ, îáðàçóÿ ñåïòàêêîðäû è ïîëèàêêîðäèêó . Òðåçâó÷íàÿ èëè òåðöîâàÿ
âåðòèêàëü ñòàëè íîâûì ýòàïîì êîìïîçèòîðñêîé ýâîëþöèè. Ýòîò ñòèëå-
âîé ïîâîðîò âíîâü ñîçâó÷åí âðåìåíè, âïèñûâàåòñÿ â îáùèé êîíòåêñò
íîâîé ïðîñòîòû 13. Òàêèì îáðàçîì, ñòèëü êîìïîçèòîðà ïðè î÷åâèäíûõ
êîíñòàíòàõ âèäîèçìåíÿåòñÿ âî âðåìåíè, ðåàãèðó ÿ íà òå ïîâîðîòû, êîòî-
ðûìè îòìå÷åíî ðàçâèòèå ôèíñêîé ìóçûêè âî âòîðîé ïîëîâèíå ÕÕ âåêà,
ïîíà÷àëó èìååò ÷åðòû íåîêëàññèöèçìà, çàòåì äîäåêàôîíèè, íàêîíåö,
íîâîé ïðîñòîòû . Íàñêîëüêî ìîæíî ñóäèòü, ïðîÿâëåíèÿ ýòèõ òå÷åíèé ó
Ôîðäåëëÿ äîâîëüíî ñäåðæàííû è óìåðåííû. Íå ðàäèêàëåí è âçãëÿä êîì-
ïîçèòîðà íà ñèìôîíèþ. Íå ñòðåìÿñü ê ïåðåîñìûñëåíèþ æàíðà, ôèí-
ñêèé àâòîð î÷åâèäíî îðèåíòèðó åòñÿ íà êëàññè÷åñêî-ðîìàíòè÷åñêóþ ìî-
äåëü: âíåøíå åãî öèêëû äîâîëüíî òðàäèöèîííû, îáÿçàòåëüíûé àòðèáóò
åãî ñèìôîíèé – ñêåðöî. Â Äåñÿòîé è Äâóõ îðêåñòðîâûõ ÷àñòÿõ ïðèñóò-
ñòâóåò âàæíàÿ ïðèìåòà õîðîøåé ñèìôîíèè – ðåìèíèñöåíöèè òåì ïðå-
äûäóùèõ ÷àñòåé â êîíöå. Çäåñü íóæíî ãîâîðèòü îá îáíîâëåíèè ñèìôî-
íèè èçíóòðè áëàãîäàðÿ îðèãèíàëüíûì ñïîñîáàì ðàáîòû ñ ìàòåðèàëîì,
ñâîéñòâåííûì âñåé ðàññìîòðåííîé ìóçûêå.

Îáíàðóæåííàÿ óìåðåííîñòü òâîð÷åñêîé ïîçèöèè îáúÿñíÿåò , ïî÷åìó
â ôèíñêîé ìóçûêàëüíîé èñòîðèè ôèãóðà êîìïîçèòîðà îêàçàëàñü íà ïåðè-
ôåðèè. Êîíå÷íî, òîìó åñòü ðàçíûå ïðè÷èíû. Ò àê óæå ïîòîìó , ÷òî Ôîðäåëëü
âñþ æèçíü ñâÿçàë ñ óäàë¸ííûì îò öåíòðà ãîðîäîì, ãîâîðèë ïðåèìóùåñòâåí-
íî ïî-øâåäñêè, îí ìîæåò âîñïðèíèìàòüñÿ â Ôèíëÿíäèè êàê ÿâëåíèå ìåñò-
íîå. Íî ê êîìïîçèòîðàì âòîðîãî ðÿäà îí ïðè÷èñëåí èç-çà íåáðîñêîñòè
åãî ìóçûêè â îáùåôèíñêîì êîíòåêñòå. Êàê èçâåñòíî, ìóçûêàëüíàÿ èñòîðèÿ
Ôèíëÿíäèè âòîðîé ïîëîâèíû ÕÕ âåêà íåîáû÷àéíî èíòåíñèâíà, áîãàòà
ÿðêèìè ñî÷èíåíèÿìè è êîìïîçèòîðñêèìè èìåíàìè 14. Íà ýòîì ôîíå òâîð-
÷åñòâî Ôîðäåëëÿ è åãî ôèãóðà âûãëÿäÿò íå îñîáî âûèãðûøíî, íî, êàê ïî-
êàçàë àíàëèç, äîñòîéíû èçó÷åíèÿ. Ñàì êîìïîçèòîð îùóùàë ñâîå íàñëå-
äèå íåäîîöåíåííûì è íàäåÿëñÿ, ÷òî ñ ãîäàìè òàêîå ïîëîæåíèå èçìåíèòñÿ .
Îí ïèñàë: Ìî¸ âðåìÿ åù¸ íå ïðèøëî, íî ó ìåíÿ åñòü ñèëüíîå îùóùåíèå, ÷òî îíî
ïðèäåò è óæå íå çàêîí÷èòñÿ (öèò. ïî: Pulakka). Âåðîÿòíî, ñåé÷àñ òàê è ïðî-
èñõîäèò, ïîñêîëüêó î÷åâèäíî: áåç èçó÷åíèÿ ìóçûêè êîìïîçèòîðà êàðòèíà
ðàçâèòèÿ ôèíñêîé ñèìôîíè÷åñêîé òðàäèöèè íå ìîæåò áûòü ïîëíîöåííîé.

13 Â ôèíñêîé ìóçûêå ýòî òå÷åíèå, â ïåðâóþ î÷åðåäü, ñâÿçàíî ñ òâîð÷åñòâîì
Ýðêêè Ñàëìåíõààðû.

14 Èç-çà àêòèâíîñòè ìóçûêàëüíîé æèçíè êàæäîå äåñÿòèëåòèå çäåñü, íà÷èíàÿ
ñ 1960-õ, íàçûâàþò íîâîé âîëíîé àâàíãàðäà.
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Erik Fordell’s Music and Its Place in the History of Finnish Symphony

Irina Koposova

Summary

Erik Fritiof Fordell wrote about three hundred opuses, from which 44
are symphonies. Despite the active reference to a symphony, he is not a
popular figure in the Finnish cultural environment. His works aren’t published
and investigated. Fordell’s music is performed in concerts very seldom. Thus,
my goal here is to analyse the true state of the symphonic heritage of the
composer in Finnish musical culture.

Erik Fordell has spent the most part of his life in the city of Kokkola in
the west of Finland. For some decades he became one of the main persons in
musical life of the city and all region. He played in restaurants, was the
reporter and the editor of the city newspaper, taught conducting and the
piano, at last, supervised over chorus. This activity was conducted in parallel;
thus he regularly composed.

The musical way of the composer was not easy. Fordell was strongly
drawn to music early, but he hasn’t got systematic education. He constantly
gravitated to perfection of his skills. His library shows the wideness of his
interests and mind: pedagogics, conducting, management of the choir, but
the most of books are connected with composition.

What are the Fordell like to look at? The available materials allow to
draw the following conclusions. The style of the composer has the obvious
constants: a penchant for sharp, discordant statements, to the repetition of
different levels. At the same time his style changed over time, responding to
the turns that mark the development of Finnish music in the second half of
the 20th century. First, it has the features of Neo-Classical (Prelude), dode-
caphony (Eigth, Tenth Symphony), and, finally, a new simplicity (later
opuses).

As far as I can judge, the displays of these currents are moderate enough
at Fordell. The composer’s sight at a symphony isn’t radical either. He doesn’t
aspire to reconsideration of symphony and alters it thanks to original modes
of work with the material.

The moderation of his creative views explains peripheral position of
Fordell in Finnish culture. He looks not especially advantageously against
an intensive musical history in Finland of the second half of the 20th century,
but Fordell is noteworthy. The picture of Finnish symphonic school will not
be high-grade without study of music of the composer.
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Ëèòåðàòóðà è èíûå èñòî÷íèêè

Erik Fordell. Kirjakokoelma . http://lib.kokkola.fi/fordell/bok.htm (20.04.2012.)
Fordell, Erik (1981). En musikers minnesbilder. Karleby: Osterbottningens
Heiniö, Mikko (1995). Aikamme musiikki, 1945–1993. Porvoo: WSOY
Lolax, Kjell (1985). Tonsättaren Erik Fordell (Meddelanden från Musikvetenskapliga

Institutionen vid Åbo Akademi 5). Åbo: Åbo akademi
Pulakka, Lauri. Erik Fordell. Biografi.  http:/www.lib.kokkola.fi/fordell/bio_se.htm

(20.04.2012.)
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Îáùååâðîïåéñêîå è íàöèî íàëüíîå
â ôèíñêîé êàìå ðíî-âîêàëüíîé ìóçûêå ÕÕ âåêà

Dr. art. Èðèíà Ãîðíàÿ
Ïðîôåññîð Ïåòðîçàâîäñêîé ãîñóäàðñòâåííîé êîíñåðâàòîðèè

(àêàäåìèè) èìåíè Àëåêñàíäðà Ãëàçóíîâà

ÕÕ âåê ñòàë çîëîòûì âåêîì â èñòîðèè ôèíñêîé âîêàëüíîé ìóçûêè.
Ñòèëèñòè÷åñêèå óñòðåìëåíèÿ ôèíñêèõ êîìïîçèòîðîâ ïåðâîé ïîëîâèíû
ÕÕ âåêà êîðåíèëèñü â íàöèîíàëüíîì ðîìàíòèçìå. Äëÿ ìíîãèõ èç íèõ
ôîëüêëîð áûë âàæíåéøèì èñòî÷íèêîì âäîõíîâåíèÿ. Êîìïîçèòîðû èñ-
êàëè ôèíñêèå íàöèîíàëüíûå èñòîêè, ýïèêó è àðõàèêó â Êàëåâàëå (Kale-
vala) è åå ñåñòðèöå Êàíòåëåòàð (Kanteletar). Îñåíüþ 1890 ãîäà ßí Ñèáå-
ëèóñ (Sibelius) ïèñàë: Êàëåâàëà ïðåäñòàâëÿåòñÿ ìíå íåîáûêíîâåííî ñîâðå-
ìåííîé; íà ìîé ñëóõ, ýòî íàñòîÿùàÿ ìóçûêà – ñïëîøíûå òåìû ñ âàðèàöèÿìè.
Ñþæåò åå íå ñòîëü âàæåí ïî ñðàâíåíèþ ñ ìûñëÿìè è íàñòðîåíèÿìè, çàëî-
æåííûìè â íåé: áîãè òîæå æèâûå ñóùåñòâà (Òàâàñòøåðíà 1981: 65). Îáðàçû
ôèíñêîé ïðèðîäû è êðåñòüÿíñêîé æèçíè îòðàæåíû êàê â ïîýòè÷åñêèõ
òåêñòàõ, òàê è â ìóçûêå ïåñåí. Òîéâî Ê óóëà (Kuula) è Ëååâè Ìàäåòîéÿ
(Madetoja) èñïîëüçîâàëè ïàñòóøåñêèå íàèãðûøè ñâîåé ðîäíîé Îñòðî-
áîòíèè. Ê óóëà ïîëàãàë, ÷òî ôèíñêèå íàðîäíûå ïåñíè ãëóáîêè, îñíîâàòåëüíû ,
ðàññêàçûâàþò î øèðîêîì, ÿñíîì ñâåòå äíÿ, î øèðîòå è òåìíîòå íî÷è. Â íèõ
ïðèñóòñòâóåò íàðîäíûé îïûò [..]  ñàìà æèçíü â åå áîðüáå, åå ïðîÿâëåíèÿõ
(Elmgren-Heinonen 1983: 206). Ôèíñêàÿ íàðîäíàÿ ïîýçèÿ èç ñáîðíèêà
Êàíòåëåòàð ïîñëóæèëà èñòî÷íèêîì òåêñòîâ äëÿ îãðîìíîãî âîêàëüíîãî
öèêëà Þðü¸ Êèëïèíåíà ( Kilpinen). Õîòÿ Ñèáåëèóñ è Êèëïèíåí íèêîãäà
íå èñïîëüçîâàëè ïîäëèííûõ ôîëüêëîðíûõ íàïåâîâ â ñâîèõ ïåñíÿõ, âëè-
ÿíèå ðóí îùóòèìî â òàêèõ ýëåìåíòàõ, êàê ÷àñòîå ïîâòîðåíèå ìîòèâîâ â
óçêîì äèàïàçîíå, ìîäàëüíîñòü, ðèòìè÷åñêàÿ îñòèíàòíîñòü, ãàðìîíè÷åñêàÿ
ñòàòèêà. Êèëïèíåí âûðàçèë îáùóþ äëÿ ìíîãèõ ôèíñêèõ ìàñòåðîâ ýñòåòè-
÷åñêóþ ïîçèöèþ, ÷òî èñêóññòâî ìîæåò ñòàòü èíòåðíàöèîíàëüíûì òîëü-
êî íà íàöèîíàëüíîé îñíîâå  (Aho, Jalkanen, Salmenhaara, Virtamo 1996:73).

Âî âòîðîé ïîëîâèíå ÕÕ âåêà ôèíñêàÿ êàìåðíî-âîêàëüíàÿ ìóçûêà ïå-
ðåæèâàëà ïðîöåññ àêòèâíîãî îáíîâëåíèÿ, â êîòîðîì îñîáóþ ðîëü èãðàëî
ðàñøèðåíèå ìåæíàöèîíàëüíûõ êîíòàêòîâ, ïðèîáùåíèå ê àâàíãàðäíî-
ìó çàïàäíîåâðîïåéñêîìó îïûòó , îòêðûòèå íîâûõ ñëîåâ íàöèîíàëüíîãî
ôîëüêëîðà (íàïðèìåð, ñààìñêîãî). Ôèíñêàÿ ïåñíÿ èñïîëüçó åò òåêñòû,
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íàïèñàííûå íà ðàçíûõ ÿçûêàõ. Åñëè ïðåæäå ýòî áûëè ôèíñêèé, øâåäñ-
êèé è íåìåöêèé ÿçûêè, òî â êîíöå 1970-õ ãîäîâ ïèøóòñÿ ïåñåííûå öèê-
ëû íà àíãëèéñêîì, ôðàíöóçñêîì, èñïàíñêîì.

Ðàçâèòèå ôèíñêîé âîêàëüíîé ìóçûêè ïîñëå Âòîðîé ìèðîâîé âîé-
íû ïðîøëî íåñêîëüêî ïåðèîäîâ. Ò àê, Ñåïïî Íóììè ( Nummi ) ó÷èëñÿ ó
Êèëïèíåíà, è ìíîãèå åãî ïðîèçâåäåíèÿ îáíàðóæèâàþò ñâÿçè ñ íåìåöêîé
Lied. Â êîíöå 1950-õ – íà÷àëå 1960-õ ãîäîâ îáíîâëåíèå ýñòåòè÷åñêèõ
âêóñîâ âûðàçèëîñü â ñòðåìëåíèè âëèòüñÿ â îáùèé ïîòîê ìèðîâîãî ìóçû-
êàëüíîãî èñêó ññòâà. Ýðèê Áåðãìàí (Bergman) – îäèí èç ïèîíåðîâ ìóçû-
êàëüíîãî àâàíãàðäà â Ôèíëÿíäèè. Ýéíîþõàíè Ðà óòàâààðà (Rautavaara)
òàêæå ïðîøåë áûñòðûé ïóòü îò ðàííèõ òîíàëüíûõ ñî÷èíåíèé äî äîäåêà-
ôîíèè è ñåðèàëèçìà.

Ìîëîäûå êîìïîçèòîðû íåðåäêî ðàññìàòðèâàëè ñåðèàëèçì è äîäå-
êàôîíèþ â êà÷åñòâå ñðåäñòâ, ñïîñîáíûõ ïðîòèâîñòîÿòü ãåãåìîíèè íà-
öèîíàëüíîãî ðîìàíòèçìà è åãî âîçâûøåííîìó ïàôîñó . Îñíîâíàÿ èäåÿ
ýòèõ âçãëÿäîâ çàêëþ÷àëàñü â ïðåîäîëåíèè íåêîåãî áàðüåðà (ìíîãèå
ñêëîííû îïðåäåëÿòü åãî êàê ïðîâèíöèàëèçì), îòäåëÿâøåãî ôèíñêîå
èñêóññòâî îò îáùååâðîïåéñêîãî. Ïîñòèæåíèå âñåõ ìóçûêàëüíûõ òåõíèê
è ñòèëåé ðàññìàòðèâàëîñü ôèíñêèìè êîìïîçèòîðàìè êàê åñòåñòâåííûé
è íåîáõîäèìûé ýëåìåíò ïðîôåññèîíàëèçìà, ïðèîáùåíèå ê áîëüøîé
åâðîïåéñêîé êóëü òóðå. Â ïîèñêàõ âäîõíîâåíèÿ ôèíñêèå êîìïîçèòîðû
îáðàùàþòñÿ ê íååâðîïåéñêèì êóëü òóðàì. Íàïðèìåð, Ïåð Õåíðèê Íóðä-
ãðåí (Nordgren) âêëþ÷àåò â ñâîþ âîêàëüíóþ ìóçûêó ÿïîíñêèå ìóçûêàëü-
íûå èíñòðóìåíòû. Â ñåðåäèíå 1990-õ ãîäîâ êîìïîçèòîðû ïðîÿâëÿþò
èíòåðåñ ê òîíàëüíîñòè è ñòèëåâîìó ïëþðàëèçìó . Ôèíñêàÿ âîêàëüíàÿ
ìóçûêà ñèíòåçèðóåò ðàçëè÷íûå æàíðû è ñòèëåâûå ñèñòåìû. Ïðàâäà, Ðàó-
òàâààðà íå óñòàåò ïîâòîðÿòü, ÷òî ñîâðåìåííîñòü ðàáîòû çàâèñèò íå îò
ìàòåðèàëà èëè ïðèìåíÿåìîé òåõíèêè  (Aho 1998: 4).

Â ïîñëåäíåé òðåòè ÕÕ âåêà ôèíñêèå êîìïîçèòîðû ïåðåæèëè íîâóþ
âîëíó óâëå÷åíèÿ íàöèîíàëüíûìè ñþæåòàìè, ôèíñêèì ôîëüêëîðîì è
ïîýçèåé Êàëåâàëû.

Ðàçóìååòñÿ, òðàêòîâêà êàëåâàëüñêèõ ñòèõîâ Ýëèàñà Ë¸ííðîòà (Lönn-
rot) â òå÷åíèå ÕÕ âåêà ïðåòåðïåâàëà èçìåíåíèÿ. Åñëè â ïåðâîé ïîëîâèíå
ÕÕ âåêà êîìïîçèòîðû ïî÷òèòåëüíî ñîõðàíÿþò âñå ñòðóêòóðíûå îñîáåí-
íîñòè ñòèõà, òî â êîíöå âåêà ïîäõîäÿò ê íåìó áîëåå ñâîáîäíî. Ò àê ïîñòó-
ïàåò, íàïðèìåð, Ò èìî Þõàíè Êþëë¸íåí ( Kyllönen), Äâå êàëåâàëüñêèå
ïåñíè  (Two Kalevala Songs for soprano and piano, îð. 47, 1996) êîòîðîãî
ÿâëÿþò ñîáîé ôðàãìåíòû ñîðîê ïåðâîé ðóíû, ïîâåñòâóþùåé î âïå÷àò-
ëåíèè, âûçâàííîì èãðîé Âÿéíÿì¸éíåíà íà êàíòåëå. Õîòÿ òåìàòèçì ïðî-
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èçâåäåíèÿ ïðÿìî íå ñâÿçàí ñ ðóíè÷åñêèì ôîëüêëîðîì, òåì íå ìåíåå, çäåñü
ìîæíî îáíàðóæèòü íåêîòîðûå åãî ýëåìåíòû. Ýòî èíòåðïðåòàöèÿ ìåëî-
äè÷åñêèõ ïîñòðîåíèé êàê çàìêíóòûõ èíòîíàöèîííûõ ôîðìóë, ÷åìó îï-
ðåäåëåííî ñïîñîáñòâóþò ìíîãîêðàòíûå ïîâòîðåíèÿ ïîýòè÷åñêèõ ñòðîê,
îòñóòñòâóþùèå â îðèãèíàëüíîì òåêñòå Ë¸ííðîòà. Êîìïîçèòîð íå òîëüêî
öåëèêîì ïîâòîðÿåò ñòèõîòâîðíóþ ñòðîêó , íî è îòäåëüíûå ñëîâà, ÷òî åùå
áîëåå óìíîæàåò è ïîä÷åðêèâàåò àëëèòåðàöèþ: helkähti hopea helkähti
helkähti hopea hopea hopeaniiet, niiet (äàííûé âåðáàëüíûé ðÿä äàåòñÿ àâòî-
ðîì ïðàêòè÷åñêè áåç çíàêîâ ïðåïèíàíèÿ). Ýòà íîâàÿ îðãàíèçàöèÿ òåêñòà
ñ ïðîèçâîëüíûìè ïîâòîðàìè è ðàçðûâîì ñëîâ, êàæåòñÿ, âïîëíå ÿñíî èëëþñ-
òðèðóåò ôðàçó íèòü ñåðåáðÿíàÿ ñáèëàñü. Îñîáîå ìåñòî çàíèìàþò ó Êþëëå-
íåíà ôèãóðàöèè-ôîíû – îñòèíàòíî ïîâòîðÿþùèåñÿ òåìàòè÷åñêèå ïëàñòû.

Â êîíöå ÕÕ âåêà ñâîé âêëàä â êàëåâàëüñêóþ òåìàòèêó âíåñëè êîìïî-
çèòîðû-ïîñòìîäåðíèñòû, ÷üè íåîôîëüêëîðíûå óâëå÷åíèÿ ñî÷åòàëèñü ñ
íîâåéøåé ýêñïåðèìåíòàëüíîé ïîýçèåé, íàâåÿííîé ýïîñîì. Çäåñü ïðåîá-
ëàäàþò àíñàìáëåâûå ñî÷èíåíèÿ, ñîõðàíÿþùèå, îäíàêî, àáñîëþòíî êà-
ìåðíûå ìàñøòàáû. Ê 150-ëåòèþ ñî äíÿ ïåðâîãî èçäàíèÿ Êàëåâàëû Òàïèî
Òóîìåëà ( Tuomela) ïèøåò äâå Ëàìåíòàöèè , ïî ìîòèâàì ýïîñà íà ñëîâà
Ïààâî Õààâèêêî ( Haavikko ). Ïåðâàÿ Ëàìåíòàöèÿ (Lamentation 1, 1997),
äëÿùèéñÿ 5 ìèíóò , ïðåäíàçíà÷åíà äëÿ ïåâèöû è êàìåðíîãî àíñàìáëÿ,
ñîñòàâ êîòîðîãî ìîã âàðüèðîâàòüñÿ. Âòîðàÿ Ëàìåíòàöèÿ  (Lamentation 2,
1998/2001), ïðîäîëæèòåëüíîñòüþ 6 ìèíóò , íàïèñàíà äëÿ ñîïðàíî è êàìåð-
íîãî àíñàìáëÿ, ñîñòîÿùåãî èç ôëåéòû, êëàðíåòà, ôàãîòà, ôîðòåïèàíî è
ñòðóííîãî êâèíòåòà. Ò èïè÷íûì äëÿ ýòîãî ïëà÷à ÿâëÿåòñÿ ïðåîáëàäàíèå
â âîêàëüíîé ëèíèè ñåêóíäîâîé èíòåðâàëèêè, âîñõîäÿùåé îò ïîâòîðå-
íèÿ àâòîíîìíûõ ñåêóíäîâûõ ëàìåíòàöèé ê öåïè íèñõîäÿùèõ õîðåè÷åñ-
êèõ ñåêóíä, êîòîðûå âñÿêèé ðàç íà÷èíàþòñÿ ñ òåññèòóðíî áîëåå âûñîêîãî
çâóêà. Â íàïåâå äåêëàìàöèîííîãî ñêëàäà âàæíóþ ðîëü èãðàþò èíòîíà-
öèè, âûðîñøèå èç âñõëèïûâàíèé.

Òàêèì îáðàçîì, ìóçûêàëüíîå âîïëîùåíèå êàëåâàëüñêèõ ñþæåòîâ è
òåêñòîâ â ïåðâîé ïîëîâèíå âåêà è â ïîñëåäíåé åãî òðåòè èìååò çàìåòíûå
ðàçëè÷èÿ. Îíè êàñàþòñÿ íå òîëüêî ìóçûêàëüíîãî ÿçûêà, êîòîðûé âïîëíå
åñòåñòâåííî ýâîëþöèîíèðîâàë, íî è æàíðîâîãî ñòàòó ñà. Åñëè â ïåðâîé
ïîëîâèíå âåêà ýïè÷åñêèå è ëèðè÷åñêèå ñþæåòû Êàëåâàëû ïðèñóòñòâóþò
â ðàìêàõ ïåñíè äëÿ ãîëîñà è ôîðòåïèàíî (êîòîðàÿ, ïðàâäà, óæå âûøëà çà
ïðåäåëû òèïè÷íîãî ðåïåðòóàðà äëÿ äîìàøíåãî ìóçèöèðîâàíèÿ), òî âî
âòîðîé ïîëîâèíå âåêà êàìåðíîå çâó÷àíèå ÷àùå âñåãî ïîäðàçóìåâàåò ñî-
åäèíåíèå ãîëîñà ñ èíñòðóìåíòàëüíûì àíñàìáëåì. Âîçðîæäåíèå ðåäêèõ
æàíðîâî-ñòèëåâûõ ïëàñòîâ íàðîäíîé ïåñåííîñòè, èõ ñâîáîäíîå ïåðå-
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èíòîíèðîâàíèå è òÿãîòåíèå ê ìàñøòàáíûì àíñàìáëåâûì êîìïîçèöèÿì
áûëè ðåçóëüòàòîì íîâîãî îñîçíàíèÿ óíèêàëüíîñòè, íåèñ÷åðïàåìîñòè
âûðàçèòåëüíî-ñìûñëîâûõ ëèíèé Êàëåâàëû è Êàíòåëåòàðà.

Òåìà Ëàïëàíäèè â ôèíñêîì ìóçûêàëüíîì èñêó ññòâå âîïëîòèëà èäå-
àë ïåðâîçäàííîé êðàñîòû è àðõàè÷åñêîé ÷èñòîòû. Â ïîñëåäíåé òðåòè ÕÕ
âåêà âîçíèêàåò öåëàÿ ñòèëèñòè÷åñêàÿ âåòâü, ñèíòåçèðóþùàÿ ìóçûêàëü-
íî-ðå÷åâûå îñîáåííîñòè ôîëüêëîðà ñààìîâ, ñâÿçàííîãî ñ ÿçû÷åñêèìè
êóëüòîâûìè îáðÿäàìè. Èçâåñòíî, ÷òî íàèáîëåå àðõàè÷íûå ñëîè ôîëüê-
ëîðà ïðèâëåêàþò, êàê ïðàâèëî, êîìïîçèòîðîâ àâàíãàðäíûõ, ðàôèíèðîâàí-
íûõ  íàïðàâëåíèé, îòëè÷àþùèõñÿ ó ñëîæíåííûì ÿçûêîì è óòîí÷åííîé
îáðàçíîñòüþ. Ò àê âîçíèêàþò áîãàòûå âîçìîæíîñòè ñî÷åòàíèÿ, ñèíòåçà
çàèìñòâîâàííûõ èç ôîëüêëîðà èíòîíàöèé, ëàäîâûõ ñòðóêòóð è ðèòìè-
÷åñêèõ ôîðìóë ñî ìíîãèìè ñðåäñòâàìè è ïðèåìàìè íîâûõ êîìïîçèöè-
îííûõ òåõíèê.

ßðêîå îòðàæåíèå ñààìñêèé ôîëüêëîð íàøåë â Ïÿòè ñààìñêèõ ïåñíÿõ
(Viisi saamelaislaulua, 1971–1972) Éîóêî Ëèíüÿìà ( Linjama) äëÿ ñîïðàíî ,
àëüòîâîé ôëåéòû è ôîðòåïèàíî íà ñòèõè À ñëàêà Ãóòòîðìà ( Guttorm ), â
ïåñåííîì öèêëå Íóðäãðåíà íà ñòèõè Íèëüñà-À ñëàêà Âàëêåàïÿÿ (Lávlla-
ráidu Nils-Aslak Valkeapää divttai’e , 1978) äëÿ áàðèòîíà, âèîëîí÷åëè è
ôîðòåïèàíî, à òàêæå â òðåõ ñî÷èíåíèÿõ Ò óîìåëà íà ñëîâà Âàëêåàïÿÿ – â
Ïåñíå Âóîõåíêè (Vuohenki Luohti , 2000) äëÿ ìåööî-ñîïðàíî è ôîðòåïèà-
íî, Éîéêó  (Juoigga, 2002) äëÿ áàðèòîíà, ôîðòåïèàíî, ñêðèïêè, àëü òà è
âèîëîí÷åëè è Govadas (2002) äëÿ êîíòðàëüòî, áàðèòîíà è àíñàìáëÿ áà-
ðî÷íûõ èíñòðóìåíòîâ – ôëåéòû, ãîáîÿ, ñêðèïêè, âèîëû, âèîëîí÷åëè è
êëàâåñèíà. Ïîÿâëÿåòñÿ öåëàÿ ãðóïïà ñî÷èíåíèé, ÷åé æàíðîâûé ñòàòó ñ ñ
òðóäîì îòâå÷àåò ñëîæèâøèìñÿ îïðåäåëåíèÿì. Èìïðîâèçàöèîííîå èñ-
êóññòâî íàðîäíûõ ñààìñêèõ ïåâöîâ âêëþ÷àåòñÿ â òðàäèöèîííûå æàíðû
ïðîôåññèîíàëüíîé ìóçûêè. Ïîêàçàòåëüíî, ÷òî âñå íàçâàííûå ïðîèçâå-
äåíèÿ ïîþòñÿ íà ñààìñêîì ÿçûêå è íå ñîäåðæàò ïîäñòðî÷íîãî ïåðåâîäà.

Æàíð éîéêó îñîçíàåòñÿ êàê ñëîâî ïðàäåäîâ, ñïîñîáíîå íàèáîëåå
òî÷íî ñîõðàíèòü è ïåðåäàòü ñîáûòèÿ ìèôîëîãè÷åñêîãî ïðîøëîãî. Ã ëàâ-
íîå â ïîýòè÷åñêèõ òåêñòàõ Ãóòòîðìà è Âàëêåàïÿÿ – ýòî óíèêàëüíîå ïî
ñèëå ïðåäñòàâëåíèå îá èçíà÷àëüíîé öåëîñòíîñòè è íåèçìåííîñòè áû-
òèÿ ïðèðîäû, âíå êîòîðîé íåâîçìîæíà æèçíü ñààìîâ.

Ïåñåííîå èñïîëíåíèå ïîâåñòâîâàòåëüíûõ òåêñòîâ ïðèçâàíî ïðåîäî-
ëåòü âðåìåííóìþ äèñòàíöèþ ìåæäó ïðåäêàìè è æèâóùèì ïîêîëåíèåì.
Ïîýçèÿ çíàìåíèòîãî ñààìñêîãî ïåâöà, ïîýòà è õóäîæíèêà Âàëêåàïÿÿ
(1943–2001) äåìîíñòðèðó åò ýïè÷åñêóþ ðàñòâîðåííîñòü â ïðèðîäå – â
ëàïëàíäñêèõ ñîïêàõ, ñåðåáðèñòûõ îçåðàõ è ðåêàõ. Ýòî, ïî ñóòè, îäè÷åñ-
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êîå âûñêàçûâàíèå ñ èäååé êîñìîãîíè÷åñêîãî åäèíåíèÿ ïðèðîäû è ÷åëî-
âåêà: Ñîëíöå – îòåö âñåëåííîé, çåìëÿ – ìàòü æèçíè . Ïîýòè÷åñêèé ÿçûê
Âàëêåàïÿÿ ïðåäåëüíî ïðîñò è îáíàðóæèâàåò äåòñêóþ íåïîñðåäñòâåí-
íîñòü: Ñîëíöå, âåëèêîå, êðàñíîå, òåïëîå, îíî ñâåòèò . Ñîëíöå ñòàíîâèòñÿ
âñåîáúåìëþùèì ïðèðîäíûì îáðàçîì-ñèìâîëîì. Â éîéêó ñ ìèíèìàëü-
íûì òåêñòîì íàáëþäàþòñÿ ðåëèêòû î÷åíü äðåâíèõ ïåñåííûõ ôîðì, ðîä-
ñòâåííûõ íåêîòîðûì ïåñíÿì ïàëåîàçèàòñêèõ íàðîäîâ.

Ïîäîáíî áåçûìÿííûì ôîëüêëîðíûì îáðàçöàì, ñòèõîòâîðåíèÿ Ã óò-
òîðìà è Âàëêåàïÿÿ – íåðèôìîâàííûé âèä ïîýòè÷åñêîãî òâîð÷åñòâà, ñî-
ïðîâîæäàåìûé ìåæäîìåòèÿìè ah, ôîíåòè÷åñêèìè âîçãëàñàìè na, no, noo,
nu, noi, ho, nuhu (ñ ïîñëåäíèìè ÷àñòî ñâÿçàíî ýêñòàòè÷åñêîå ñîñòîÿíèå,
íàïðèìåð, ñîãëàñíî Ò óîìåëå, àðêòè÷åñêàÿ ÿðîñòü). Â êàêîé-òî ìåðå ýòî
ñîîòâåòñòâóåò ñàìîé ñóòè ñààìñêîãî ôîëüêëîðà, â êîòîðîì ïåñíè-èìï-
ðîâèçàöèè íå èìåþò ÷åòêî çàôèêñèðîâàííûõ ñëîâ. Äàííûå ôîíåìû
âûñòóïàþò è êàê àêóñòè÷åñêèå ñèãíàëû, êðóã êîòîðûõ ó ñààìîâ ÷ðåçâû-
÷àéíî øèðîê. Ò àê, ñ êðèêàìè ðàçëè÷íûõ ïòèö ñâÿçàíû ìíîãî÷èñëåííûå
ìåòåîðîëîãè÷åñêèå ïðèìåòû.

Ëåêñèêî-îáðàçíûé ïëàñò ïîýçèè Âàëêåàïÿÿ ñîîáùàåò ïðîèçâåäåíèÿì
Òóîìåëû êàðòèííîñòü. Éîéêó (Ñîëíöå – ìîé îòåö ) íà÷èíàåòñÿ ñëîâàìè:
Êàðòèíà, êàðòèíà, ïîëíàÿ èçîáðàçèòåëüíûõ îáðàçîâ . Ïåñíÿ Âóîõåíêè , íà-
ïðîòèâ, çàêàí÷èâàåòñÿ ñëîâàìè: ß ðèñóþ ýòè êàðòèíû âî âðåìåíè, â êàìíå ,
â áóøåëå. Ïåéçàæíî-êàðòèííîå ïðîñòðàíñòâî ñîçäàåòñÿ ïëåòåíèåì îðíà-
ìåíòàëüíûõ êðóæåâ, ÷åðåäîâàíèåì ñêîëüçÿùèõ, ìåðöàþùèõ, ïåðåëèâà-
þùèõñÿ çâó÷àíèé, øåëåñòàìè è øîðîõàìè, ïðèëèâàìè è îòëèâàìè âîç-
äóøíûõ ôèãóðàöèîííûõ âîëí. Â Éîéêó  ðàïïîðò ïåðâîãî óçîðà – ýòî âîñü-
ìèçâóêîâàÿ âîëíà èç âîñõîäÿùèõ è íèñõîäÿùèõ êâèíòîâî-òåðöîâûõ
øàãîâ, ñîåäèíåííûõ ñåêóíäîâûì ïîêà÷èâàíèåì. Ýòîò óçîð ïîâòîðÿåòñÿ
(â ïàðòèè âèîëîí÷åëè) 11 ðàç è óñòóïàåò ìåñòî äðóãîìó (òåïåðü óæå â ïàð-
òèè ôîðòåïèàíî). Îò ïðåæíåãî ðàïïîðòà íîâûé ñîõðàíÿåò ðèòì òðèä-
öàòüâòîðûõ è íà÷àëüíûé êâèíòîâûé øàã . Ïðèíöèï âîëíîîáðàçíûõ äâè-
æåíèé îñòàåòñÿ, íî îíè áîëåå ñãëàæåíû. Â ýòîì íàì âèäèòñÿ ñõîäñòâî ñ
äåêîðàòèâíî-ïðèêëàäíûì èñêó ññòâîì ñààìîâ, îñíîâíîå ìåñòî â êîòîðîì
çàíèìàþò ðàçëè÷íûå âèäû ãåîìåòðè÷åñêîãî îðíàìåíòà. Âñå ýòè ïðèçíà-
êè, íåñîìíåííî, èìåþò ìåñòî â ïðîèçâåäåíèÿõ ñ ñààìñêîé òåìàòèêîé.

Â ñààìñêèõ ñî÷èíåíèÿõ Ò óîìåëû ìû òàêæå ñêëîííû âèäåòü ïðîÿâëå-
íèå òàêèõ òåõíè÷åñêèõ ïðèåìîâ, êàê ìîçàèêà è àïïëèêàöèÿ. Åñëè òåõíèêà
ìîòèâíîé ìîçàèêè êàæåòñÿ òåðìèíîëîãè÷åñêè ïîíÿòíîé è íàáëþäàåòñÿ
ó ìíîãèõ êîìïîçèòîðîâ ÕÕ âåêà, òî òåõíèêà àïïëèêàöèè ïðèìåíèòåëüíî
ê ìóçûêàëüíîé òêàíè òðåáó åò ïîÿñíåíèÿ. À ññîöèàöèÿ ñ òåõíèêîé àïïëè-
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êàöèè âîçíèêàåò òîãäà, êîãäà èíäèâèäóàëèçèðîâàííàÿ ëèíèÿ (îíà åñòå-
ñòâåííî ïðèíàäëåæèò ãîëîñó) íàêëàäûâàåòñÿ íà óæå ñòàâøèé íåéòðàëü-
íûì (â ñèëó ïðîäîëæèòåëüíîñòè ñâîåãî çâó÷àíèÿ) ôîí. Ò óîìåëà íå ñêðû-
âàåò, ÷òî èñïîëüçó åò ìåëîäè÷åñêèå ýëåìåíòû éîéêó , ïðåäëàãàÿ ïåâöó
(ïó ñòü â îãðàíè÷åííûõ ìàñøòàáàõ) òàêæå âûñòóïèòü ñ èìïðîâèçàöèåé
(Éîéêó , ò. 176). Â ïèñüìå ê àâòîðó äàííîé ñòàòüè êîìïîçèòîð ïîÿñíèë,
÷òî íàèáîëüøåå ÷èñëî ôîëüêëîðíûõ ðåìèíèñöåíöèé èìååòñÿ â Govadas.
Ïðè ýòîì áûëè óêàçàíû êîíêðåòíûå òàêòû. Ìàñøòàáû öèòèðîâàíèÿ â
Éîéêó  ðàçëè÷íû – îò îäíîãî äî äâóõ äåñÿòêîâ òàêòîâ (Ò óîìåëà 2004). Èí-
òîíàöèîííóþ îñíîâó ñîñòàâëÿþò ïðèõîòëèâûå è èçìåí÷èâûå ñî÷åòàíèÿ
äîîêòàâíûõ ôîðìóë-ïîïåâîê. Êîìïîçèöèÿ ïîñòðîåíà íà ñòèëåâûõ ãðà-
äàöèÿõ îò ìèíèìàëèñòñêèõ ïåðâîýëåìåíòîâ – çâóêîâ-òî÷åê-ôîíåì – ê
ðàçâèòûì ìåëîäè÷åñêèì ïîñòðîåíèÿì. Â ïðîèçâåäåíèÿõ Ò óîìåëû öèòè-
ðîâàíèå ïîäëèííûõ ôîëüêëîðíûõ ýëåìåíòîâ ïðåâðàùàåòñÿ â èíòîíà-
öèîííóþ ðàáîòó íà èõ îñíîâå.

Íàöèîíàëüíûé êîëîðèò â ñî÷èíåíèè Ò óîìåëû âûðàæåí è áëàãîäàðÿ
òåìáðîâîìó ñâîåîáðàçèþ, ïðèåìàì âîêàëüíîãî è èíñòðóìåíòàëüíîãî
èíòîíèðîâàíèÿ, ïðèñóùèì íàðîäíûì èñïîëíèòåëÿì. Â Éîéêó  Òóîìåëû
ïåâöó ïðèäåòñÿ âûïîëíèòü àêòåðñêóþ ðåìàðêó êàê åñëè áû ïðîèçîøëà ïîòåðÿ
ãîëîñà, à çàòåì èçîáðàçèòü àãðåññèâíîå âîð÷àíèå. Çäåñü òàêæå èìèòèðó-
åòñÿ ïåâ÷åñêîå ãëèññàíäèðîâàíèå (Ïåñíÿ Âóîõåíêè  Òóîìåëû), ãîðëîâîå
âèáðàòî (îíî ìîæåò èìèòèðîâàòüñÿ èíñòðóìåíòîì). Ã ëèññàíäèðîâàíèå
ãîëîñà íåâîëüíî ïðèñóòñòâó åò íà òàêèõ øèðîêèõ ñêà÷êàõ, êàê óìåíüøåí-
íàÿ óíäåöèìà (âîñõîäÿùàÿ è íèñõîäÿùàÿ) èëè äó îäåöèìà, â êîòîðûõ ê
òîìó æå íà÷àëüíûé òîí ÿâëÿåòñÿ ðèòìè÷åñêè êðàòêèì (íàïîìèíàÿ ôîð ø-
ëàã), à âòîðîé äîëãèì (âîñüìàÿ è ÷åòâåðòü ñ òî÷êîé). Èíîãäà êîìïîçèòîð
ñîåäèíÿåò äîëãîå ãëèññàíäî ñî çâóêîì íåîïðåäåëåííîé âûñîòû. Ñî÷åòà-
íèå ýêñïðåññèè ãîëîñîâûõ ïðèåìîâ (ãîâîð, Sprechstimme, êðèê, ïåíèå) ñ
õëîïêàìè ðóê è íîã (÷òî îòìå÷åíî â ïàðòèòóðå) ñîçäàåò âïå÷àòëåíèå ðè-
òóàëüíîñòè, íåêîåãî ìàãè÷åñêîãî äåéñòâà. Ôèíñêàÿ êàìåðíî-âîêàëüíàÿ
ìóçûêà ïðåäñòàâëÿåò ïðèìåð òåñíîé ñâÿçè àâòîðñêîãî òâîð÷åñòâà ñ òðàäè-
öèÿìè íàðîäíî-ïåñåííîãî èñêó ññòâà. Ïðèíöèïèàëüíîå îòëè÷èå ëàïëàí-
äñêèõ ïðîèçâåäåíèé Ò óîìåëû, Íóðäãðåíà, Ëèíüÿìà îò ïðåäøåñòâåííè-
êîâ çàêëþ÷àåòñÿ â áîëåå ãëóáîêîì, ïî÷òè èññëåäîâàòåëüñêî-àíàëèòè÷åñêîì
ïîäõîäå ê ñààìñêîìó ôîëüêëîðó , à òàêæå â òîì, ÷òî ýòè êîìïîçèòîðû â
íåñðàâíèìî áîëüøåé ñòåïåíè ñîåäèíèëè èñêîííî íàðîäíîå íà÷àëî ñ
ñîâðåìåííûìè, ïîðîæäåííûìè ÕÕ âåêà ñòèëåâûìè òå÷åíèÿìè.

Ñòðåìëåíèå ôèíñêèõ êîìïîçèòîðîâ ðàñøèðèòü òåìàòè÷åñêèé äèà-
ïàçîí èñêó ññòâà, îòêðûòü íåâåäîìûå ïðåæäå ïëàñòû íàðîäíîé æèçíè
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îáðàòèëî èõ ê íàöèîíàëüíîìó ôîëüêëîðó , ê ýïè÷åñêèì ðóíàì Êàëåâàëû
è ëèðèêå Êàíòåëåòàð è äàæå ê ðåöåïòàì íàöèîíàëüíîé êóõíè. ß èìåþ â
âèäó âîêàëüíûé öèêë Èëêêà Ê óóñèñòî (Kuusisto) Ôèíñêîå ãîñòåïðèèì-
ñòâî  (Suomalainen vieraanvara, 1972) äëÿ áàðèòîíà è ôîðòåïèàíî, òåêñò
êîòîðîãî ñîñòàâëÿþò ðåöåïòû íàöèîíàëüíîé êóõíè. Â öèêëå ïÿòü ÷àñ-
òåé: Ïèðîã , Áûñòðî ïðèãîòîâëåííàÿ êîðî÷êà ïèðîãà , Ëàõòèíñêîé áàáóøêè
ìÿñíîé ïèðîã , Îñåííÿÿ ãðèáíàÿ íà÷èíêà äëÿ ïèðîãà , Ðåøåíèå. Ïðîçàè÷åñ-
êèé òåêñò ðåöåïòîâ èçëàãàåòñÿ îáñòîÿòåëüíî: ×åòûðå äåêàëèòðà ïøåíè÷íîé
ìóêè, îäíà è îäíà òðåòü äåêàëèòðà ìàñëà, òðè ÷åòâåðòè äåêàëèòðà ìîëîêà,
ïîëîâèíà ÷àéíîé ëîæêè ñîëè ïåðåìåøàòü ëîæêîé â ìàñëå, ðàçëîæèòü òåñ-
òî ìåæäó äâóìÿ ëèñòàìè ïðîìàñëåííîé áóìàãè. Â êà÷åñòâå íà÷èíêè ïðåäëà-
ãàåòñÿ ïðèãîòîâèòü òóøåíûå ãðèáû, èñïîëüçóÿ ñâåæèå èëè êîíñåðâèðîâàí-
íûå. Îáæàðèòü â ìàñëå ãðèáû, ëóê è íàðåçàííûé êóáèêàìè áåêîí. Äàòü òèõî
êèïåòü ïîä êðûøêîé è äîáàâèòü ïî æåëàíèþ ñëèâîê, ëó÷øå êèñëûõ. Êó-
ëèíàðíûå ñîâåòû ïåðåìåæàþòñÿ íîñòàëüãè÷åñêèìè âîñïîìèíàíèÿìè,
ýêñêóðñàìè â èñòîðèþ íàöèîíàëüíîé êóõíè.

Ìóçûêà îñâåùåíà ìÿãêèì þìîðîì, êîòîðûé ðîæäàåòñÿ îò íàðî÷è-
òîãî íåñîâïàäåíèÿ ìóçûêàëüíîãî è âåðáàëüíîãî ðÿäîâ. Ñëàäîñòíîå âîñ-
ïîìèíàíèå î áàáóøêèíûõ óãîùåíèÿõ ðîæäàåò ìåäëåííûé ýëåãè÷åñêèé
âàëüñ, êîòîðûé ñîïðîâîæäàåò è äåëîâèòîå ÷òåíèå ðåöåïòà: Ñëîåíîå òåñòî
íàïîëíèòå îäíèì äåêàëèòðîì ðèñà, òðåìÿ ÿéöàìè, ñâàðåííûìè âêðóòóþ,
âàðåíûì ìÿñîì è òðåìÿ ñòîëîâûìè ëîæêàìè ìàñëà . Åùå áîëåå âûðàçè-
òåëüíà â ýòîì ïëàíå ÷åòâåðòàÿ ïåñíÿ öèêëà Îñåííÿÿ ãðèáíàÿ íà÷èíêà äëÿ
ïèðîãà. Ôîðòåïèàííîå âñòóïëåíèå îòìå÷åíî ïå÷àëüíûì ïðåëþäèðîâà-
íèåì. Ñáîð ãðèáîâ îáû÷íî ïðèõîäèòñÿ íà îñåíü, êîòîðàÿ ó ôèíñêèõ êîì-
ïîçèòîðîâ íåèçìåííî àññîöèèðó åòñÿ ñî ñêîðáíûìè ýìîöèÿìè. Ëàìåí-
òîçíûé ÷åòûðåõòàêò, âñåãäà íà÷èíàþùèéñÿ ñ òîíàëüíîñòè as moll, ñòàíî-
âèòñÿ â ïåñíå ðåôðåíîì è êîíòðàïóíêòèðó åò ðå÷èòàöèè ãîëîñà: Îáæàðü
â ìàñëå ãðèáû, ëóê è íàðåçàííûé êóáèêàìè áåêîí, ïðèïðàâàìè ñëóæàò ñîëü,
ïåðåö, ïåòðóøêà è óêðîï . Çàêëþ÷èòåëüíàÿ ôðàçà ýòî ðóññêèå òóøåíûå
ãðèáû çâó÷èò ñî ùåìÿùèìè õðîìàòè÷åñêèìè õîäàìè â ýëåãè÷åñêîì e moll,
íà ôîíå èçûñêàííûõ àðïåäæèðîâàííûõ àêêîðäîâ, èìåÿ àâòîðñêîå óêàçà-
íèå â òåìïå ìåäëåííîãî âàëüñà . Äëÿ ïðîèçíåñåíèÿ ðåöåïòà áûñòðî ïðèãî-
òîâëåííîé  êîðî÷êè ïèðîãà  â ìåëîäèè ãîëîñà èñïîëüçó åòñÿ ìåäëåííî âîñ-
õîäÿùèé (öåëûìè íîòàìè) òåòðàõîðä öåëîòîíîâîé ãàììû. Ìûñëü î òîì,
÷òî òåñòî óäèâèòåëüíî ïðîñòî ãîòîâèòñÿ  îáûãðûâàåòñÿ è â ïàðòèè ôîð-
òåïèàíî, êîòîðàÿ íà÷èíàåòñÿ ñ ïðîáåãà ïî çâóêîðÿäó C dur. Äàâíîñòü êó-
ëèíàðíûõ òðàäèöèé ( ïèðîãè ñòàðøå õëåáà) âûðàæåíà ýïè÷åñêîé ìîùüþ
íà÷àëà è êîíöà öèêëà. Àðõàè÷åñêèé êîëîðèò ïîä÷åðêèâàåòñÿ îñòèíàò-
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íûì çâó÷àíèåì íåïîëíûõ òðåçâó÷èé (ïðîïó ñê òåðöèè) ñ äîðèéñêîé ñåêñòîé.
Íàðÿäó ñ ôîëüêëîðíîé ëåêñèêîé, ñþæåòíûìè, æàíðîâûìè ïðèçíàêàìè
áîëüøóþ ðîëü â ñîçäàíèè íàöèîíàëüíîãî êîëîðèòà èãðàåò ïðåòâîðåíèå
òåìáðîâîãî ñâîåîáðàçèÿ è èñïîëíèòåëüñêîé ìàíåðû, õàðàêòåðíûõ ïðè-
åìîâ âîêàëüíîãî è èíñòðóìåíòàëüíîãî èíòîíèðîâàíèÿ, ïðèñóùèõ íàðîä-
íûì èñïîëíèòåëÿì.

Èòàê, âçãëÿäû ôèíñêèõ êîìïîçèòîðîâ íà ó ñòíîå ìóçûêàëüíî-ïîýòè-
÷åñêîå íàñëåäèå è åãî ðîëü â íàöèîíàëüíîé êóëü òóðå âïèòàëè â ñåáÿ ìíî-
ãîå èç òîãî, ÷òî ðîæäàëîñü â íàïðÿæåííûõ õóäîæåñòâåííûõ äèñêó ññèÿõ
íà ðóáåæå XIX–ÕÕ âåêîâ. Êàëåâàëüñêî-êàíòåëåòàðñêàÿ òåìàòèêà (ñ ðàç-
íîé ñòåïåíüþ èíòåíñèâíîñòè) ïðîøëà ÷åðåç âñþ ôèíñêóþ êàìåðíî-âî-
êàëüíóþ ìóçûêó ÕÕ âåêà. Èìåííî â ïåñíÿõ íà ë¸ííðîòîâñêèå òåêñòû
îáðåë ñàìîñòîÿòåëüíîå çíà÷åíèå ïîïåâî÷íî-íàèãðûøíûé òåìàòèçì,
áûëè îòøëèôîâàíû åãî èíòîíàöèîííûå ôîðìóëû. Â ïîñëåäíåé òðåòè
ÕÕ âåêà íàðîäíî-æàíðîâàÿ ëèíèÿ òàêæå ïðîðèñîâûâàåòñÿ âåñüìà ÷åòêî
è äàæå îáðåòàåò íîâîå ïðåëîìëåíèå.

Intercultural and National Contexts in Finnish
Vocal Chamber Music of the 20th Century

Irina Gornaya

Summary

The 20th century became the gold age in the history of Finnish vocal
music. In the 20th century Finnish composers wrote a vast number of songs.

Styles of many Finnish composers of the first half of the 20th century
were rooted in the National Romantic period. Folk music was an important
source of inspiration for many in the 20th century. Images of Finnish nature
and the peasant life were reflected both in poetic texts and music of songs.
Toivo Kuula and Leevi Madetoja used the folk tunes of their native Ostro-
bothnia, for example, shepherd tunes. Finnish folk poetry Kanteletar served
as the textual source in the last huge cycle by Kilpinen. Although Jan Sibelius,
Yrjö Henrik Kilpinen did not use a direct quotation from folk music in their
own songs but runes influence can be seen in such elements as the frequent
repetition of motifs spanning a narrow range, modal melody, rhythmic
ostinato and static harmony in archaic vein.

The musical language and stylistic orientations of Finnish composers of
the second half of the 20th century were not separated from other European
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composers. Finnish songs are based on poetry from different languages.
Usually there were Finnish, Swedish and German. In the late 1970s Finnish
composers also produced a series of songs in English, French, Spanish and
even Lappish (Sámi).

The development of Finnish songs since World War II can be divided
into several periods. Seppo Nummi studied under Kilpinen and many of his
works had stylistic links with the German Lied. Although some of Nummi’s
songs show modern influences, his style is firmly grounded in National Ro-
manticism.

For many composers of the next generation after Kilpinen, the serialism
and dodecaphony can be defined as a weapon to challenge the hegemony of
National Romantics. Erik Bergman is one of the pioneers of musical avant-
garde in Finland.

Erkki Salmenhaara was a precocious composer in the early 1960s and
soon gained a reputation for being a radical experimenter and modernist
applying many of the latest compositional devices in his works. Since the
early 1980s, in musical structure of the songs by Einojuhani Rautavaara
there are some sound constructions with their characteristic linearity and
uniformity of the segments. Repeated notes, recurring linear seconds and
characteristic rhythmic motifs occupy a central position in his songs. His
vocal chamber music is the result of the complex development of an artist
who absorbed influences from various streams and directions of musical
culture during the first half of the 20 th century. In seeking inspiration, Finnish
composers appeal to non-European cultures. Pehr Henrik Nordgren includes
Japanese musical instruments into his vocal work. In the mid 1990s composers
began to take an interest in tonality and stylistic pluralism. Finnish vocal
music synthesized different stylistic systems and genres.

Key words: National Romanticism, musical avantgarde in Finland,
stylistic pluralism.

Ëèòåðàòóðà è èíûå èñòî÷íèêè

Aho, Kalevi (1998). Einojuhani Rautavaara: Avant-gardist, mystic and upholder of
values. Highlights  5: 2–6

Aho, Kalevi, Pekka Jalkanen, Erkki Salmenhaara & Kejo Virtamo  (1996). Finnish
Music. Helsinki: Otava

Elmgren-Heinonen, Tuomi (1983). Toivo Kuula . Porvoo: WSOY
Òàâàñòøåðíà, Ýðèê (1981). Ñèáåëèóñ. Ìîñêâà: Ìóçûêà
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Õîðîâàÿ àêàäåìè÷åñêàÿ ìóçûêà â Áåëàðóñè:
ñïåöèôèêà àâòîðñêèõ òâîð÷åñêèõ êîíöåïöèé

Dr. art. Ãàëèíà Öìûã
Èíñòèòóò èñêóññòâîâåäåíèÿ, ýòíîãðàôèè è

ôîëüêëîðà èìåíè Êîíäðàòà Êðàïèâû
Íàöèîíàëüíîé àêàäåìèè íàóê Áåëàðóñè

Õîðîâàÿ àêàäåìè÷åñêàÿ ìóçûêà â Áåëàðóñè çàíèìàåò îñîáîå ìåñòî
íàðÿäó ñ èíñòðóìåíòàëüíûìè (îðêåñòðîâûìè, àíñàìáëåâûìè, ñîëüíû-
ìè), ñöåíè÷åñêèìè è äðóãèìè æàíðàìè. Èñõîäÿ èç ñîöèî-èñòîðè÷åñêèõ
ïðåäïîñûëîê, à òàêæå áëàãîäàðÿ äîñòàòî÷íî âûñîêîé ïåâ÷åñêîé êóëü òó-
ðå (èçäàâíà ñëîæèâøåéñÿ íà òåððèòîðèè Áåëàðóñè è ðàçâèâàâøåéñÿ â
ôîðìå ôîëüêëîðíîé, öåðêîâíîé è àêàäåìè÷åñêîé ïðàêòèêè 1), ñîâðåìåí-
íûìè êîìïîçèòîðàìè ñîçäàíû âûäàþùèåñÿ ïðîèçâåäåíèÿ, êîòîðûå
èñïîëíÿþòñÿ âåäóùèìè õîðîâûìè êîëëåêòèâàìè ñòðàíû. Â áåëîðó ññêîé
õîðîâîé àêàäåìè÷åñêîé ìóçûêå îòðàæåíû ðàçëè÷íûå àñïåêòû êîìïîçè-
òîðñêîãî òâîð÷åñòâà: Àíàòîëèåì Áîãàòûðåâûì, Àíäðååì Áîíäàðåíêî,
Àëåêñàíäðîì Ëèòâèíîâñêèì, Âèêòîðîì Êîïûòêî, Ëåîíèäîì Çàõëåâíûì,
Âÿ÷åñëàâîì Ê óçíåöîâûì, Àíäðååì Ìäèâàíè, Åâãåíèåì Ïîïëàâñêèì,
Ëàðèñîé Ñèìàêîâè÷, Îëåãîì Õîäîñêî, Ëþäìèëîé Øëåã è äðóãèìè íà-
ïèñàíû ðàçíîîáðàçíûå ïî ñâîåìó ìóçûêàëüíîìó ñîäåðæàíèþ è ñòèëå-
âûì îñîáåííîñòÿì ñî÷èíåíèÿ äëÿ àêàäåìè÷åñêîãî õîðà.

Â êîíöå ÕÕ è íà÷àëå ÕÕI ââ. ïîÿâèëñÿ ðÿä õîðîâåä÷åñêèõ òðóäîâ,
ïîñâÿùåííûõ òåîðèè, èñòîðèè è ïðàêòèêå õîðîâîãî èñêó ññòâà, ñðåäè
êîòîðûõ ôóíäàìåíòàëüíûå èññëåäîâàíèÿ Áîðèñà À ñàôüåâà (Àñàôüåâ
1980), Çèãôðèäà Áèìáåðãà (Bimberg 1981), Ìèõàýëÿ Âåðçèíà (Wersin
2006), Õåëüìóòà Ãðèììåðà (Grimmer 1981), Âëàäèìèðà Æèâîâà (Æèâîâ
1998), Ìèõàèëà Èâàêèíà (Èâàêèí 1980), Êëà óñà-Ïåòåðà Êîõà (Koch
2002), Ìàðêà Êîïûòìàíà (Êîïûòìàí 1971), Âëàäèìèðà Êðàñíîùåêîâà
(Êðàñíîùåêîâ 1969), Ïåòðà Ëåâàíäî (Ëåâàíäî 1984), Âåðíåðà Ýëüìàíà
è Àëåêñàíäðà Âàãíåðà (Oehlmann, Wagner 1999), Âëàäèìèðà Ñàìàðèíà

1 Ïðèìåðîì ìîæåò ïîñëóæèòü òâîð÷åñòâî òàêèõ õîðîâûõ äèðèæåðîâ, êàê
Èãíàò Áóéíèöêèé, Âëàäèìèð Ò åðàâñêèé, Ãðèãîðèé Øèðìà, Ã åííàäèé Öèòîâè÷,
Âèêòîð Ðîâäî, Ìèõàèë Äðèíåâñêèé, Ëþäìèëà Åôèìîâà, Íàòàëüÿ Ìèõàéëîâà
è äð.
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(Ñàìàðèí 2002), Àëåêñàíäðà Ñìàãèíà (Ñìàãií 1998) è äð. Îäíàêî õîðî-
âàÿ àêàäåìè÷åñêàÿ ìóçûêà âñå åùå æäåò íàó÷íî îáîñíîâàííîãî ïîñòè-
æåíèÿ åå ñïåöèôèêè. Âåäü äî ñèõ ïîð íå ñîçäàíî öåëîñòíîé êîíöåïöèè
àêàäåìè÷åñêîãî õîðîâîãî æàíðà, îïðåäåëÿþùåé åãî ìóçûêàëüíûé êîñ-
ìîñ. Âñå âûøåñêàçàííîå îáîñíîâûâàåò àêòóàëüíîñòü äàííîé ñòàòüè: íà-
ñòàëî âðåìÿ îáðàòèòüñÿ ê ïðîáëåìå ôåíîìåíîëîãèè ñîâðåìåííîé õîðî-
âîé àêàäåìè÷åñêîé ìóçûêè. Öåëüþ äàííîé ðàáîòû ÿâëÿåòñÿ îïðåäåëåíèå
ñóùíîñòíûõ ïðèçíàêîâ õîðîâîé àêàäåìè÷åñêîé ìóçûêè íà ïðèìåðå òâîð-
÷åñòâà áåëîðóññêèõ êîìïîçèòîðîâ. Ïðåæäå âñåãî îáðàùàåò íà ñåáÿ âíè-
ìàíèå êîìïëåêñ âîïðîñîâ, ñâÿçàííûõ ñ õóäîæåñòâåííîé ïîçèöèåé àâòîðà
õîðîâîãî ñî÷èíåíèÿ è ïðîöåññîì âûÿâëåíèÿ ñïåöèôèêè ìóçûêàëüíîãî
ìûøëåíèÿ (ñòèëÿ), îïðåäåëÿþùåãî êîìïîçèòîðà êàê õîðîâîãî. Èìåííî
ñ ï î ñ î á í î ñ ò ü  ì ó ç û ê à ë ü í î  ì û ñ ë è ò ü  ï î - õ î ð î â î ì ó  ÿâëÿåòñÿ
çàëîãîì âûñîêîãî õóäîæåñòâåííîãî óðîâíÿ ïðîèçâåäåíèÿ äëÿ õîðà êàê
âîêàëüíîãî èíñòðóìåíòà, îáëàäàþùåãî óíèêàëüíûìè ñâîéñòâàìè. Ïî-
ýòîìó ìû ïîñòàâèì ïåðåä ñîáîé çàäà÷è, ñâÿçàííûå ñ îïðåäåëåíèåì îñî-
áåííîñòåé õîðîâîé îðãàíèêè , õîðîâîé òåìáðîàêóñòèêè  è õîðîâîãî ïèñüìà .
Ñ ýòèõ òðåõ ïîçèöèé è ðàññìîòðèì ñïåöèôèêó õîðîâîãî òâîð÷åñòâà áå-
ëîðóññêèõ êîìïîçèòîðîâ â ñôåðå àêàäåìè÷åñêîé ìóçûêè.

Îñòàíîâèìñÿ íà õîðîâîé îðãàíèêå. Ñïåöèôèêà àêàäåìè÷åñêîãî õîðî-
âîãî æàíðà òàêîâà, ÷òî õîð – ýòî îñîáûé âîêàëüíûé èíñòðóìåíò , êîòîðûé
ìîæåò ìîäèôèöèðîâàòüñÿ ïî ðàçíûì (â òîì ÷èñëå ñîöèî-èñòîðè÷åñêèì)
ïðè÷èíàì. Ò àê, â òâîð÷åñòâå áåëîðóññêèõ êîìïîçèòîðîâ ÕÕ âåêà ìû íà-
õîäèì ìóçûêó äëÿ ðàçíîãî ðîäà õîðîâ-èíñòðóìåíòîâ . À èìåííî:
— äëÿ ê ë à ñ ñ è ÷ å ñ ê î é  õ î ð î â î é  ê à ï å ë ë û  ñîçäàíû ïðîèçâåäåíèÿ

Àíäðååì Áîíäàðåíêî ( Òðè õîðà íà ñòèõè Àëåêñàíäðà Ïóøêèíà; õîðî-
âîé êîíöåðò Ïîõâàëà âåëèêîìó êíÿçþ Âëàäèìèðó Ñâÿòîñëàâîâè÷ó íà
òåêñò èç Ñëîâà î çàêîíå è áëàãîäàòè Ìèòðîïîëèòà Êèåâñêîãî Èëëàðè-
îíà; õîðû Èç ñëóæáû çà óñîïøèõ, Ìèëîñòü ìèðà , Âî  öàðñòâèè òâîåì ,
Åäèíîðîäíûé ñûíå  è äð. íà êàíîíè÷åñêèå òåêñòû); Âÿ÷åñëàâîì Ê óç-
íåöîâûì (êàíòàòà äëÿ õîðà è èíñòðóìåíòàëüíîãî àíñàìáëÿ Âÿñêî-
âûÿ ñâÿòû; õîð Ç ãëûá³í³ ÿ êë³÷ó íà òåêñò Ïñàëìà 130 äëÿ áàðèòîíà è
ñìåøàííîãî õîðà; Èñïîâåäü íà ñëîâà Ëüâà Òîëñòîãî è äð.); Àíäðååì
Ìäèâàíè (õîðîâûå öèêëû Ñíàïî÷àê  íà íàðîäíûå òåêñòû, Ëèòàíèÿ
Ðóñü ñâÿòàÿ íà ñëîâà Ñåðãåÿ Åñåíèíà, ßíêà Êóïàëà íà ñëîâà ßíêè
Êóïàëû, Õîðû íà ñëîâà Ìèõàéëà Ëåðìîíòîâà , Õîðû íà ñëîâà ðóññêèõ
ïîýòîâ ; õîðîâîé êîíöåðò Ïðûìõ³  íà ñëîâà Òåòêè è íàðîäíûå; è äð.);
Åâãåíèåì Ïîïëàâñêèì ( Ïÿòü èçáðàííûõ ðîñïåâîâ  èç Ñóïðàñëüñêîãî
èðìîëîãèîíà );
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— äëÿ ñè ìô î í è÷åñê îã î  õ îðà  ïðåäíàçíà÷åíû ïðîèçâåäåíèÿ  êðóï-
íîé âîêàëüíî-èíñòðóìåíòàëüíîé ôîðìû Àíàòîëèÿ Áîãàòûðåâà (êàí-
òàòà Áåëàðóñü íà ñëîâà Ïåòðó ñÿ Áðîâêè, Ïàâëþêà Ò ðóñà è ßíêè Ê ó-
ïàëû; îðàòîðèÿ Áèòâà çà Áåëàðóñü íà ñëîâà Ãåííàäèÿ Áóðàâêèíà,
Íèëà Ã èëåâè÷à è Àðêàäèÿ Êóëåøîâà); Ñåðãåÿ Êîðòåñà (îðàòîðèÿ-
ïîýìà Ïàìÿòè ïîýòà  íà ñëîâà ßíêè Ê óïàëû); Àíäðåÿ Ìäèâàíè (îðà-
òîðèÿ Âîëüíîñòü  ïî ìîòèâàì êíèãè Àëåêñàíäðà Ðàäèùåâà Ïóòåøå-
ñòâèå èç Ïåòåðáóðãà â Ìîñêâó), Ëþäìèëû Øëåã (îðàòîðèÿ Ñêàç ïðà
²ãàðà íà òåêñò èç Ñëîâà î ïîëêå Èãîðåâîì ; ðåêâèåì Ïîìíèòå  íà ñëîâà
Àëåñÿ Àäàìîâè÷à, ßíêè Áðèëÿ è Âëàäèìèðà Êîëåñíèêà è äð.);

— íà èñïîëíèòåëüñêèå êà÷åñòâà ê à ì å ð í î ã î  õ î ð à - è í ñ ò ð ó ì å í ò à
íàïðàâëåíû ïðîèçâåäåíèÿ Âèêòîðà Êîïûòüêî ( Ìåññà â ÷åñòü Ñâ.
Ôðàíöèñêà Àññèçñêîãî íà òåêñòû èç Öâåòî÷êîâ Ñâ. Ôðàíöèñêà è êà-
íîíè÷åñêèå; Äâà ïåñíîïåíèÿ ïàìÿòè ïðîòîèåðåÿ îòöà Àëåêñàíäðà
Ìåíÿ íà êàíîíè÷åñêèå òåêñòû); Àëåêñàíäðà Ëèòâèíîâñêîãî (êàíòàòà
Çáîðíàÿ ñóáîòêà íà íàðîäíûå ñëîâà; õîðîâîé öèêë Âå÷åðíèå õîðû íà
ñëîâà ðóññêèõ ïîýòîâ XIX âåêà; êàíòàòà Ïåñí³ íà Áîæàå íàðàäæýííå );
Åâãåíèÿ Ïîïëàâñêîãî (õîðîâîé êîíöåðò Ìîé òèõèé äîì  íà ñëîâà
ßíêè  Êóïàëû, ßêóáà Êîëîñà, Ëàðèñû Ã åíèþø) è äð.;

— äëÿ îä í îð îä í îã î  õ îðà-è íñòðóìå íòà  íàïèñàíà ìóçûêà Âÿ÷åñ-
ëàâîì Ê óçíåöîâûì (õðîíèêà ìèíóâøåãî Ñïåâû äà¢íåéøûõ ë³öâ³íà¢
äëÿ ñîëèñòîâ, ìóæñêîãî õîðà è óäàðíûõ èíñòðóìåíòîâ íà ñëîâà Ìè-
õàñÿ ×à÷îòà; õîðîâîé öèêë äëÿ æåíñêîãî õîðà Çàñòîëüíûÿ); Àëåê-
ñàíäðîì Ëèòâèíîâñêèì ( Missa ordinarium äëÿ ìóæñêîãî õîðà); Ëþä-
ìèëîé Øëåã (õîðîâîé êîíöåðò Ïåñíîïåíèÿ î Åâôðîñèíèè Ïîëîöêîé
äëÿ æåíñêîãî õîðà);

— äëÿ ä å ò ñ ê î ã î  õ î ð à  ñîçäàíû ïðîèçâåäåíèÿ Âÿ÷åñëàâîì Ê óçíåöî-
âûì (âåñåëûå èãðû äëÿ äåòñêîãî õîðà Ëàäà÷ê³, òðè âåñåëûå èñòîðèè
äëÿ äåòåé Ñìåøèíêè ); Ëþäìèëîé Øëåã (õîðîâîé êîíöåðò Òåáå ïîåì )
è äð.
Îòìåòèì òàêæå, ÷òî âåÿíèåì íàøåãî âðåìåíè, ñâÿçàííûì ñ âîçðîæ-

äåíèåì íàöèîíàëüíûõ àêàäåìè÷åñêèõ òðàäèöèé õîðîâîãî ïåíèÿ, ÿâè-
ëîñü âîññîçäàíèå âîêàëüíî-èíñòðóìåíòàëüíûõ êàïåëë (âêëþ÷àþùèõ è
õîð, è îðêåñòð è ñîëèñòîâ). Ñ ïîÿâëåíèåì ýòèõ êîëëåêòèâîâ (Ìèíñê,
Ãðîäíî, Ìîãèëåâ) åùå áîëåå ðàñøèðèëèñü âîçìîæíîñòè ðàçíîîáðàçíîãî
èñïîëüçîâàíèÿ õîðîâîé îðãàíèêè .

Îáðàùàåò íà ñåáÿ âíèìàíèå òî, ÷òî èíäèâèäóàëüíûå æàíðîâî-ñòè-
ëåâûå óñòàíîâêè è òåìáðîàêó ñòè÷åñêèå ïðåäïî÷òåíèÿ êàæäîãî êîìïî-
çèòîðà îáóñëîâëèâàþò ãðàäàöèè äàæå è âíóòðè êðóïíûõ òèïîâ õîðîâ-èí-
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ñòðóìåíòîâ , ïðåäïîëàãàþùèõ êîððåêòèðîâêó èõ óñòðîéñòâà. Òàê, íà-
ïðèìåð, äëÿ èñïîëíåíèÿ ìóçûêè Àíäðåÿ Áîíäàðåíêî òðåáó åòñÿ îñîáîå
âíèìàíèå ê êîìïëåêòàöèè áàñîâîé ãðóïïû ( ìîùíûå  íèçêèå áàñû), à äëÿ
ñî÷èíåíèé Àíäðåÿ Ìäèâàíè – óñèëåíèå òåíîðîâîé ïàðòèè. Îñîáî íàäî
îòìåòèòü è âëèÿíèå íà õîð-èíñòðóìåíò  òðàäèöèé êóëüòîâûõ õîðîâûõ
ïðàêòèê â íåäðàõ áîãîñëóæåíèé õðèñòèàíñêèõ êîíôåññèé, øèðîêî ïðåä-
ñòàâëåííûõ â Áåëàðóñè: îñîáåííîñòè õîðîâîé îðãàíèêè  ïðîäèêòîâàíû ñàê-
ðàëüíûìè ïåâ÷åñêèìè òðàäèöèÿìè Ðó ññêîãî è Âîñòî÷íîãî Ïðàâîñëàâèÿ ,
Êàòîëè÷åñòâà, Ïðîòåñòàíòñòâà.

Îñîáîå ìåñòî çàíèìàþò õîðû-èíñòðóìåíòû  íàðîäíîé ìàíåðû ïåíèÿ ,
êîòîðûå, ïî íàøåìó ìíåíèþ, òàêæå âõîäÿò â ñôåðó àêàäåìè÷åñêîãî õî-
ðîâîãî æàíðà: â ýòîì âèäå èñïîëíèòåëüñòâà â ÕÕ âåêå íà÷àëñÿ ïðîöåññ
àêàäåìèçàöèè, ñõîäíûé ñ ÿâëåíèÿìè â îáëàñòè íàðîäíîé èíñòðóìåíòàëü-
íîé ìóçûêè (àêàäåìèçàöèÿ, íàïðèìåð, öèìáàë, áàÿíà è äð.). Ñîâðåìåí-
íûå áåëîðó ññêèå êîìïîçèòîðû ñîçäàþò ñïåöèàëüíûå ïðîèçâåäåíèÿ, ãäå
ïðåäïîëàãàåòñÿ ó÷àñòèå õîðà-èíñòðóìåíòà  íàðîäíîãî íàïðàâëåíèÿ. Ýòî
è ñâîáîäíûå îáðàáîòêè áåëîðó ññêèõ íàðîäíûõ ïåñåí (íàïðèìåð, Àëåê-
ñàíäðà Ðàùèíñêîãî, Ëåîíèäà Çàõëåâíîãî), è ñïåöèàëüíî ñîçäàííûå îïó ñû
(íàïðèìåð, Îáðÿä-äåéñòâî  äëÿ íàðîäíîãî õîðà Áåëàðóñêàå âÿñåëëå Âÿ÷åñ-
ëàâà Êóçíåöîâà), è âêëþ÷åíèå õîðà íàðîäíîé ìàíåðû ïåíèÿ â âîêàëüíî-
ñèìôîíè÷åñêîå ïðîèçâåäåíèå (íàïðèìåð, îðàòîðèÿ Ïîýò  Äìèòðèÿ
Ñìîëüñêîãî íà ñëîâà ßíêè Ê óïàëû). Â äàííîì ñëó÷àå òèï õîðà-èíñòðó-
ìåíòà  îïðåäåëÿåòñÿ ìàíåðîé ïåíèÿ, êîòîðàÿ â ñâîþ î÷åðåäü ëåæèò â îñ-
íîâå õàðàêòåðíîé ñïåöèôè÷åñêîé òåìáðîâî-ðåãèñòðîâîé øêàëû.

Â öåëîì õîðîâàÿ îðãàíèêà â êîìïîçèòîðñêîì òâîð÷åñòâå Áåëàðó ñè
ïðåäñòàâëåíà âåñüìà ðàçíîîáðàçíî, à åå îñîáåííîñòè îïðåäåëåíû êàê
äàâíåé âîêàëüíîé ïåâ÷åñêîé òðàäèöèåé (íàðîäíîé, ñàêðàëüíîé, àêàäå-
ìè÷åñêîé), òàê è òåìáðîàêó ñòè÷åñêèìè íîâàöèÿìè ñîâðåìåííîñòè.

Â òåñíîé ñâÿçè ñ õîðîâîé îðãàíèêîé  íàõîäèòñÿ è õîðîâàÿ òåìáðîàêó-
ñòèêà ñ åå âûõîäîì íà íåïîñðåäñòâåííîå çâó÷àíèå õîðà-èíñòðóìåíòà .
Îíà ÿâëÿåòñÿ õóäîæåñòâåííûì ïîòåíöèàëîì àêàäåìè÷åñêîé õîðîâîé
ìóçûêè, êîòîðûé âåñüìà ïëîäîòâîðíî èñïîëüçó åòñÿ áåëîðóññêèìè êîì-
ïîçèòîðàìè. Ñîâðåìåííûå õîðîâûå êîìïîçèòîðû îïèðàþòñÿ íà òðàäè-
öèè âîñòî÷íîñëàâÿíñêîãî òèïà õîðîâîãî çâó÷àíèÿ áåç ñîïðîâîæäåíèÿ.
Âìåñòå ñ òåì êàæäûé àâòîð ïîñðåäñòâîì äîñòóïíûõ ñðåäñòâ ôèêñàöèè
ìóçûêàëüíûõ èäåé ñîçäàåò òåêñò õîðîâîé ïàðòèòóðû, ïðåäïîëàãàÿ ñî-
òâîð÷åñòâî èñïîëíèòåëÿ-èíòåðïðåòàòîðà, êîòîðûé ïðîíèêíåò â ãëóáèíó
åãî çàìûñëà è, ìàñòåðñêè âëàäåÿ õîðîâûìè ïåâ÷åñêèìè òåõíîëîãèÿìè
èíòîíèðîâàíèÿ, îñóùåñòâèò ôîíè÷åñêîå âîïëîùåíèå ïðîèçâåäåíèÿ.
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Õîðîâîé çâóê (çâó÷àíèå) ìîæåò âåñüìà ñóùåñòâåííî èçìåíÿòü ñâîè ñâîé-
ñòâà ïîä âîçäåéñòâèåì ðàçíûõ ôàêòîðîâ, òàêèõ êàê: âîêàëüíàÿ øêîëà è
ìàíåðà çâóêîèçâëå÷åíèÿ õîðèñòîâ, êîòîðûìè óêîìïëåêòîâàí êîëëåêòèâ;
ñïåöèôè÷åñêèå êà÷åñòâà òåìáðà ïàðòèé õîðà (èëè òåìáðèçàöèÿ ïî Ïàâëó
×åñíîêîâó: ×åñíîêîâ 1940); ðàçëè÷íûå ïîäõîäû õîðìåéñòåðà ê òðàêòîâ-
êå ñàìîãî ñòðîåíèÿ õîðîâîé îðãàíèêè . Íàïðèìåð, â îäíîì ñëó÷àå àëü òû
èìåþò ãóñòîé, òåìíûé  òåìáð è òåì ñàìûì âûäåëÿþòñÿ â ïàëèòðå òóòòè, à
â äðóãîì ïàðòèÿ àëüòîâ – ïðîäîëæåíèå òåìáðîâîé êðàñêè ñîïðàíî, è â ýòîì
âàðèàíòå âåðòèêàëü çâó÷èò ðîâíî , ñãëàæåííî. Âñå ýòî â ïàðòèòóðå òî÷íî
íå ôèêñèðó åòñÿ è ÿâëÿåòñÿ ïðåðîãàòèâîé ðàáîòû õîðìåéñòåðà, êîòîðûé
âûñòðàèâàåò òåìáðîâóþ øêàëó â ñîîòâåòñòâèè ñî ñâîèìè òâîð÷åñêèìè
óñòàíîâêàìè. Ò àê, â ïðîöåññå ôîíè÷åñêîãî âîïëîùåíèÿ õîðîâîé ìóçûêè
Àíäðåÿ Ìäèâàíè, Àíàòîëèÿ Áîãàòûðåâà õóäîæåñòâåííî óáåäèòåëüíî çâó÷èò
ïåðâûé ïðèâåäåííûé íàìè ïðèìåð òåìáðîâîé ïàëèòðû, à â ïðîèçâåäå-
íèÿõ Àëåêñàíäðà Ëèòâèíîâñêîãî, Ëþäìèëû Øëåã , Åâãåíèÿ Ïîïëàâ-
ñêîãî – âòîðîé.

Îáðàùàåò íà ñåáÿ âíèìàíèå è èñïîëüçîâàíèå ãîëîñîâ â ðàçíûõ òåñ-
ñèòóðíûõ óñëîâèÿõ, ÷òî ïðèâîäèò ê âåñüìà ñïåöèôè÷åñêèì òåìáðîàêó ñ-
òè÷åñêèì ðåçóëüòàòàì (ñîãëàñíî ïðèíÿòîé õîðîâåä÷åñêîé òåðìèíîëîãèè
åñòåñòâåííûé  è èñêóññòâåííûé àíñàìáëü õîðà), – ñîçäàíèþ ïðîñòðàí-
ñòâåííûõ ýôôåêòîâ. Ò àê, íàïðèìåð, âûäâèæåíèå òåíîðîâîé ïàðòèè íà
ïåðâûé ïëàí  â òóòòè èëè ïîìåùåíèå åå òåññèòóðíî âûøå ñîïðàíî ñîçäàåò
îñîáûé òåìáðîàêó ñòè÷åñêèé ýôôåêò â õîðîâîé ìóçûêå Àíäðåÿ Ìäèâàíè ;
à ãðóïïèðîâêà ãîëîñîâ ( cori spezzati) â ðàçíîîáðàçíûå òåìáðîâûå êîìï-
ëåêñû ëåæèò â îñíîâå õîðîâîé ìóçûêè Àíäðåÿ Áîíäàðåíêî.

Ê òåìáðîàêó ñòè÷åñêîé ñïåöèôèêå îòíåñåì è ðàçëè÷íûå âàðèàíòû
ìîäèôèêàöèè àêàäåìè÷åñêîãî çâóêà – âåñüìà ðàñïðîñòðàíåííûå ïðè-
åìû â ïðîèçâåäåíèÿõ â ðó ñëå ýñòåòèêè íîâîé ôîëüêëîðíîé âîëíû , øèðîêî
ïðåäñòàâëåííûå â òâîð÷åñòâå Àëåêñàíäðà Ëèòâèíîâñêîãî, Ëàðèñû Ñèìà-
êîâè÷, Âÿ÷åñëàâà Êóçíåöîâà, Ëåîíèäà Çàõëåâíîãî, Àëåêñàíäðà Ðàùèí-
ñêîãî è äð. Îñîáî îòìåòèì è ýêñïåðèìåíòû â ñôåðå òåìáðîàêó ñòèêè â
òâîð÷åñòâå Âÿ÷åñëàâà Êóçíåöîâà, Àëåêñàíäðà Ëèòâèíîâñêîãî, ñâÿçàííûå
ñ îòõîäîì îò òðàäèöèîííûõ âîêàëüíûõ òåõíîëîãèé çâóêîèçâëå÷åíèÿ è
çâóêîîáðàçîâàíèÿ (õîðîâàÿ ñîíîðèêà, íîâàÿ õîðîâàÿ êîíöåðòíîñòü ; ñì.
Öìûã 2010).

Âëàäåíèå òåõíèêîé õîðîâîãî ïèñüìà  – îñíîâà òâîð÷åñòâà õîðîâîãî
êîìïîçèòîðà, êîòîðûé äîëæåí îáëàäàòü îñîáûì äàðîì ýéäåòè÷åñêîãî ñëó-
õîâîãî âîîáðàæåíèÿ  (Íàçàéêèíñêèé 1988: 10). Ïîíÿòèå õîðîâîå ïèñüìî ,
êàê èçâåñòíî, øèðå îïðåäåëåíèÿ õîðîâàÿ èíñòðóìåíòîâêà , òàê êàê òðå-



213

Ã. Öìûã . Õîðîâàÿ àêàäåìè÷åñêàÿ ìóçûêà â Áåëàðóñè: ñïåöèôèêà àâòîðñêèõ òâîð÷åñêèõ..

áóåò âëàäåíèÿ íå òîëüêî õîðîâîé îðãàíèêîé , íî è çíàíèåì ñïåöèôèêè õî-
ðîâîãî çâó÷àíèÿ. Ò àê, íàïðèìåð, õîðîâîé êîìïîçèòîð íå òîëüêî âëàäååò
çíàíèÿìè äèàïàçîíà ïàðòèé è ãîëîñîâ, íî è èñïîëüçó åò îñîáåííîñòè
òåññèòóðíûõ âîçìîæíîñòåé; íå òîëüêî îáðàùàåò âíèìàíèå íà ëîãèêó
ãîëîñîâåäåíèÿ, íî è ïðèìåíÿåò îñîáåííîñòè ñî÷åòàíèÿ ãîëîñîâ äëÿ äî ñ-
òèæåíèÿ òðåáóåìîãî õóäîæåñòâåííîãî ðåçóëü òàòà; íå òîëüêî àïåëëèðóåò
ïðàâèëàìè ïîäòåêñòîâêè, íî è ñòðåìèòñÿ ê âîêàëüíîñòè  ìóçûêàëüíîãî
öåëîãî. Âëàäåíèå ñïåöèôèêîé õîðîâîãî èçëîæåíèÿ ñîçäàåò è ó ñëîâèÿ äëÿ
ïðåîäîëåíèÿ èíòîíàöèîííûõ ñëîæíîñòåé (íàïðèìåð, êà÷åñòâî õîðîâîãî
ñòðîÿ òåñíî ñâÿçàíî ñ óäîáíûì  ãîëîñîâåäåíèåì).

Áåëîðóññêèå êîìïîçèòîðû äåìîíñòðèðóþò ìàñòåðñêîå âëàäåíèå ðàç-
ëè÷íûìè ïðèåìàìè ñîâðåìåííîãî õîðîâîãî ïèñüìà, äîñòóïíûìè õîðî-
âîìó èñïîëíèòåëüñòâó , à òàêæå îáðàùàþòñÿ ê èñòîðè÷åñêèì ôàêòóðíûì
õîðîâûì ñòèëÿì. Ò àê, íàïðèìåð, õóäîæåñòâåííî óáåäèòåëüíûå ðåçóëü-
òàòû äîñòèãëè Àëåêñàíäð Ëèòâèíîâñêèé, Åâãåíèé Ïîïëàâñêèé (âîêàëü-
íàÿ ïîëèôîíèÿ); Àíàòîëèé Áîãàòûðåâ, Àíäðåé Ìäèâàíè (ñâîáîäíàÿ
õîðîâàÿ ïîëèôîíèÿ); Àíäðåé Ìäèâàíè, Âÿ÷åñëàâ Ê óçíåöîâ, Ëåîíèä Çàõ-
ëåâíûé, Àëåêñàíäð Ëèòâèíîâñêèé (íàðîäíûå âèäû ìíîãîãîëîñèÿ, èëè
quasi-ôîëüêëîðíûé òèï èçëîæåíèÿ); Àëåêñàíäð Ëèòâèíîâñêèé, Àíäðåé
Áîíäàðåíêî, Ëþäìèëà Øëåã , Åâãåíèé Ïîïëàâñêèé (öåðêîâíî-ìóçûêàëü-
íûå ñòèëè õîðîâîãî ôàêòóðíîãî èçëîæåíèÿ); Àíäðåé Ìäèâàíè, Àíäðåé
Áîíäàðåíêî, Ëþäìèëà Øëåã , Ýäóàðä Êàçà÷êîâ, Îëåã Õîäîñêî (õîðîâàÿ
êîíöåðòíàÿ òêàíü), Âÿ÷åñëàâ Ê óçíåöîâ, Ñåðãåé Êîðòåñ, Àëåêñàíäð Ëèòâè-
íîâñêèé (àâàíãàðäíûå ïðèåìû õîðîâîé ôàêòóðû, èëè íîâàÿ õîðîâàÿ êîí-
öåðòíîñòü ) è äð. Âìåñòå ñ òåì èíäèâèäóàëüíûé õîðîâîé ïî÷åðê  êîìïîçè-
òîðà îïðåäåëÿåòñÿ ïîäõîäîì ê òâîð÷åñêîìó ïðåòâîðåíèþ êàê òðàäèöè-
îííûõ, òàê è íîâûõ ïðèåìîâ õîðîâîãî ïèñüìà â àêàäåìè÷åñêîé ìóçûêå.

Ïîäâåäåì èòîãè. Õîðîâàÿ àêàäåìè÷åñêàÿ ìóçûêà â Áåëàðó ñè ïðåä-
ñòàâëåíà îáðàçöàìè âûñîêîãî õóäîæåñòâåííîãî óðîâíÿ, êîòîðûé çèæäåòñÿ
íà îñîáîì õîðîâîì ìûøëåíèè (ñòèëå) êîìïîçèòîðîâ. Â ñâîþ î÷åðåäü
åãî ñïåöèôèêà îïðåäåëÿåòñÿ íå òîëüêî âîïëîùåíèåì ìíîãîâåêîâûõ òðà-
äèöèé õîðîâîãî èñêó ññòâà (ôîëüêëîðíûõ, ñàêðàëüíûõ, àêàäåìè÷åñêèõ)
ñêâîçü ïðèçìó òâîð÷åñêîé èíäèâèäóàëüíîñòè è â ñâÿçè ñ æàíðîâî-ñòè-
ëåâûìè íàïðàâëåíèÿìè ñîâðåìåííîñòè, íî è ñîçäàíèåì àâòîðñêèõ êîí-
öåïöèé â ñôåðå õîðîâîé îðãàíèêè , õîðîâîé òåìáðîàêóñòèêè  è õîðîâîãî
ïèñüìà. Âñå ýòè ñîñòàâëÿþùèå ñîáñòâåííî õîðîâîãî êîìïîçèòîðñêîãî
òâîð÷åñòâà íàõîäÿòñÿ â äèàëåêòè÷åñêîé ñâÿçè, à ïîëüçîâàíèå èìè è åñòü
êà÷åñòâî, îïðåäåëÿþùåå  ìûøëåíèå (ñòèëü) êîìïîçèòîðà êàê õîðîâîå .
Â ýòîé ñâÿçè îáðàòèìñÿ ê âûñêàçûâàíèþ àâòîðèòåòíîãî ó÷åíîãî êàñà-
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òåëüíî ìóçûêàëüíîãî èñêó ññòâà â öåëîì, êîòîðîå âïîëíå àêòóàëüíî è ïî
îòíîøåíèþ ê õîðîâîé ñïåöèôèêå: ìàòåðèÿ ýòîãî èñêóññòâà – çâóêè, çâó÷-
íîñòè è èõ êîìïëåêñû – åñëè íå ñîñòàâëÿåò äëÿ ìóçûêàíòà ïîëíîé òàéíû,
òî âñå æå ïîëíà ìàëåíüêèõ è áîëüøèõ ñåêðåòîâ, ïîñòèæåíèå êîòîðûõ îêà-
çûâàåòñÿ ÷àñòî çàâåòíûì æåëàíèåì èñïîëíèòåëÿ, êîìïîçèòîðà, ïåäàãî-
ãà, èíñòðóìåíòàëüíîãî ìàñòåðà, çâóêîðåæèññåðà (Íàçàéêèíñêèé 1988: 10).
Òàêèì îáðàçîì, èìåííî ó ñïåøíîå ïîñòèæåíèå ñåêðåòîâ  õîðîâîãî çâó÷à-
íèÿ è åñòü çàëîã âûñîêîãî õóäîæåñòâåííîãî óðîâíÿ õîðîâîãî êîìïîçèòîð-
ñêîãî òâîð÷åñòâà. Ôîðìàò äàííîé ñòàòüè íå ïîçâîëÿåò íàì áîëåå ïîäðîáíî
îñòàíîâèòüñÿ íà ñïåöèôèêå õîðîâîãî ìûøëåíèÿ (ñòèëÿ) â èñïîëíèòåëü-
ñêîì èñêó ññòâå, áåç êîòîðîãî äàæå ñàìûå âûñîêèå õóäîæåñòâåííûå ðå-
çóëüòàòû êîìïîçèòîðñêîãî òâîð÷åñòâà íå ìîãóò áûòü óáåäèòåëüíî ðåàëè-
çîâàíû. Ïîñòèæåíèå ôåíîìåíà èñïîëíèòåëüñêîãî õîðîâîãî ìûøëåíèÿ
(ñòèëÿ) íà îñíîâå ïðåäëîæåííûõ â äàííîé ðàáîòå ïîíÿòèé – âåñüìà ïåð-
ñïåêòèâíàÿ òåìà äëÿ äàëüíåéøåãî èññëåäîâàíèÿ â ýòîì íàïðàâëåíèè.

Choral Academic Music in Belarus:
Specificity of Author’s Creative Concepts

Galina Tsmyg

Summary

Choral academic music in Belarus is presented by the compositions of
high artistic value. It holds a special place among instrumental, theatrical
and other genres of contemporary music. Author’s creative concepts in the
sphere of c h o r a l  o r g a n i c s,  c h o r a l  t i m b r e - a c o u s t i c s and the
c h o r a l  w r i t i n g  are the center of our attention. They are based on the
implementation of centuries-old traditions of choral art (folk, sacral, secular)
through the prism of creative individuality and in connection with genre-
stylistic trends of the present.

A number of compositions various in their musical contents and style
were created for different types of chorus-instrument by Anatolij Bogatyrjov
(Àíàòîëèé Áîãàòûðåâ ), Andrej Bondarenko (Àíäðåé Áîíäàðåíêî ), Alexander
Litvinowskij ( Àëåêñàíäð Ëèòâèíîâñêèé), Viktor Kopytsko ( Âèêòîð Êîïûòüêî ),
Leonid Zakhlevnyj (Ëåîíèä Çàõëåâíûé), Wjacheslav Kusnetsov (Âÿ÷åñëàâ
Êóçíåöîâ), Andrej Mdivani ( Àíäðåé Ìäèâàíè ), Evgenij Poplavskij (Åâãåíèé
Ïîïëàâñêèé ), Larisa Simakovitch (Ëàðèñà Ñèìàêîâè÷), Oljeg Chodosko
(Îëåã Õîäîñêî ), Ljudmila Shleg (Ëþäìèëà Øëåã). It is music for a classical
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choral chapel, symphonic chorus, chamber chorus-instrument, vocal-
instrumental chapel, female or male chorus-instrument, etc. Quite peculiar
are the choral works for choruses-instruments with the manner of folk singing.
They also belong to the sphere of the academic choral genre: after all this
kind of choral performance in the 20th century was the starting point for the
process of giving of the academic status to it.

Choral organics and choral timbre-acoustics with its real sounding of
chorus-instrument are very closely connected. Belorussian choral composers
are following the Eastern Slavonic traditions of choral a-cappella sounding.
At the same time each author uses specific methods of musical ideas fixation
and creates the text of the choral score, assuming co-authorship of the
performing musician. The choir conductor should penetrate deep into the
author’s plan and using the choral singing techniques in a masterly fashion
realize a phonic implementation of the score on the basis of its highly artistic
performing interpretation. Timbre-acoustic specificity includes different
variants of the academic sound modification, which are connected with a
certain break from traditional technologies of vocal sound making and voice
production (choral sonority, new choral concertivity).

The skill of using choral writing techniques is the creative basis for the
choral composers. Belorussian authors demonstrate their masterful use of
various modern choral writing methods employed for choral performance
and resort to the historical choral textures. The individual choral style of
writing  of the composer is defined by the specificity of creative realization
both traditional and new methods of choral writing.
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Êîìïîçèòîð â çå ðêàëå ñâîåé ìóçûêè

Dr. habil. art. Ëþäìèëà Êàçàíöåâà
Ïðîôåññîð Àñòðàõàíñêîé ãîñóäàðñòâåííîé

êîíñåðâàòîðèè è Âîëãîãðàäñêîãî ãîñóäàðñòâåííîãî
èíñòèòóòà èñêóññòâ è êóëüòóðû

Ïðåäñòàâëåíèå î òîì, ÷òî â õóäîæåñòâåííîì ïðîèçâåäåíèè çàïå÷àò-
ëåâàåòñÿ è åãî àâòîð, äàâíî ñëîæèëîñü â ñîçíàíèè ïèñàòåëåé, êîìïîçèòî-
ðîâ, õóäîæíèêîâ. Î òîì, ÷òî òâîðåö èçîáðàæàåò â ñâîèõ ñî÷èíåíèÿõ ñàìîãî
ñåáÿ, ÷àñòî äàæå âîïðåêè ñâîåé âîëå, ãîâîðèë Èîãàíí Âîëüôãàíã ôîí Ã åòå
(Ñëîâî î êíèãå 1974: 109). Âëàäèìèð Íàáîêîâ ñåòîâàë: ß ñëèøêîì ïðèâûê
ñìîòðåòü íà ñåáÿ ñî ñòîðîíû, áûòü ñîáñòâåííûì íàòóðùèêîì  (Íàáîêîâ
1990: 343). Êîìïîçèòîð, êàê ÷åëîâåê, â ñâîèõ ñî÷èíåíèÿõ îòðàæàåòñÿ íå
ìåíüøå, ÷åì îòåö â äåòÿõ , ïèñàë Ýäèñîí Äåíèñîâ ( Íåèçâåñòíûé Äåíèñîâ
[..] 1997: 95). Ê ïîíèìàíèþ òîãî, ÷òî õóäîæåñòâåííîå ïðîèçâåäåíèå çà-
êëþ÷àåò â ñåáå è îáëèê åãî ñîçäàòåëÿ, ïðèøëè è ìóçûêîâåäû Íèíà Ã åðà-
ñèìîâà-Ïåðñèäñêàÿ (Ã åðàñèìîâà-Ïåðñèäñêàÿ 1988), Àëåêñåé Êàíäèíñ-
êèé-Ðûáíèêîâ (Êàíäèíñêèé-Ðûáíèêîâ 1995) è äðóãèå.

Ïðè æåëàíèè ðàñïîçíàòü â õóäîæåñòâåííîì ïðîèçâåäåíèè åãî àâòîðà
íåèçáåæíî âñòàåò âîïðîñ: à êàêîé, ñîáñòâåííî, àâòîð çàïå÷àòëåí â îïó ñå?
Íàì êàæåòñÿ ïðàâîìåðíûì âûäåëèòü òðè ôîðìû ïðèñóòñòâèÿ àâòîðà –
â æèçíè, òâîð÷åñòâå è õóäîæåñòâåííîì ïðîèçâåäåíèè – è òåì ñàìûì
êîíñòàòèðîâàòü ñóùåñòâîâàíèå àâòîðà-÷åëîâåêà, àâòîðà-òâîðöà è àâòîðà
õóäîæåñòâåííîãî (Êàçàíöåâà 1998: 10–30).

Àâòîð-÷åëîâåê (àâòîð áèîãðàôè÷åñêèé) – ñ ò î ð î í à  à â ò î ð à ,  ñ î -
ä å ð æ à ù à ÿ  å ã î  ë è ÷ í î ñ ò í û å  ñ â î é ñ ò â à ,  î á í à ð ó æ è â à å ì û å  â
÷ à ñ ò í î é  è  î á ù å ñ ò â å í í î é  æ è ç í è . Ýòî ðåàëüíî ñóùåñòâóþùàÿ
(ñóùåñòâîâàâøàÿ) ëè÷íîñòü ñî ñâîåé ñóäüáîé (áèîãðàôèåé), õàðàêòåðîì,
ïðèâû÷êàìè, ïîâåäåíèåì, ïðèâÿçàííîñòÿìè è ò . ä.

Ôîðìîé îïîñðåäîâàíèÿ àâòîðà-÷åëîâåêà â èñêó ññòâå ÿâëÿåòñÿ àâòîð-
òâîðåö – ñ ï å ö è ô è ÷ å ñ ê è é  ð à ç â î ð î ò  ò â î ð ÿ ù å é  ë è ÷ í î ñ ò è ,
ñ ó ù í î ñ ò ü  ê î ò î ð î é  ç à ê ë þ ÷ à å ò ñ ÿ  â  å å  ò â î ð ÷ å ñ ê î é  ä å ÿ -
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ò å ë ü í î ñ ò è . Áèîãðàôè÷åñêèå ôàêòû è ëè÷íîñòíûå ñâîéñòâà, ñîñòàâ-
ëÿþùèå ñóòü àâòîðà-÷åëîâåêà, â äàííîì ñëó÷àå îòòåñíÿþòñÿ õóäîæåñòâåí-
íûìè êîíöåïöèÿìè, çàìûñëàìè, èäåÿìè è ò . ä., õàðàêòåðèçóþùèìè
èìåííî òâîðöà.

Òðåòüÿ èïîñòàñü àâòîðà – àâòîð õóäîæåñòâåííûé . Îïðåäåëèì åãî êàê
î ò ð à æ å í è å  â  ì ó ç û ê à ë ü í î ì  (õóäîæåñòâåííîì) ï ð î è ç â å ä å í è è
(èëè ðÿäå ïðîèçâåäåíèé) ë è ÷ í î ñ ò è  ê î ì ï î ç è ò î ð à ,  ý ñ ò å ò è ÷ å ñ ê è
î ð ã à í è ç ó þ ù å é  õ ó ä î æ å ñ ò â å í í î å  ö å ë î å . Ïîïàäàÿ â ïðîñòðàí-
ñòâî õóäîæåñòâåííîãî ïðîèçâåäåíèÿ, àâòîð ïðåâðàùàåòñÿ â îáúåêò
è ç î á ð à æ å í è ÿ . Àâòîð õóäîæåñòâåííûé âêëþ÷àåòñÿ â ñèñòåìó ìóçû-
êàëüíîãî ïðîèçâåäåíèÿ, ïîä÷èíÿÿñü çàêîíàì åå ñóùåñòâîâàíèÿ è ôóíê-
öèîíèðîâàíèÿ, ïîýòîìó îí íèêîãäà íå áûâàåò òîæäåñòâåí àâòîðó áèî-
ãðàôè÷åñêîìó, íàõîäÿùåìó ñÿ â ñôåðå ïîâñåäíåâíîé æèçíè, äà è àâòî-
ðó-òâîðöó. Ýòî àâòîð, æèâóùèé â ñïåöèôè÷åñêîé, õóäîæåñòâåííîé
ðåàëüíîñòè, è â íåé ñåáÿ âûÿâëÿþùèé êàê ëè÷íîñòü. Êàê ãîâîðèë îá ýòîì
ôåíîìåíå èçâåñòíûé ðîññèéñêèé ôèëîëîã Âèêòîð Âèíîãðàäîâ, ýòî – íå
ëèöî “ðåàëüíîãî”, æèòåéñêîãî Òîëñòîãî, Äîñòîåâñêîãî, Ã îãîëÿ. Ýòî – ñâî-
åîáðàçíûé “àêòåðñêèé” ëèê ïèñàòåëÿ (Âèíîãðàäîâ 1980: 311).

Ðàçíûå ñòàòóñû àâòîðà ñêëàäûâàþòñÿ â ñèñòåìó, îáúåäèíÿþùóþ àâ-
òîðà-÷åëîâåêà, àâòîðà-òâîðöà è àâòîðà õóäîæåñòâåííîãî. Èìåþùèå ÿâíûå
ñõîäñòâà è îòëè÷èÿ, âñòóïàþùèå âî âçàèìîñâÿçè, âñå îíè – ñóòü åäèíîãî
Àâòîðà, îáëàäàþùåãî ñóáúåêòèâíûì è îáúåêòèâíûì ïëàíàìè, íàõîäè-
ìîñòüþ è â æèçíè, è â èñêó ññòâå. Ïîñêîëüêó àâòîð-÷åëîâåê è àâòîð-òâîðåö
îòîáðàæàþòñÿ â àâòîðå õóäîæåñòâåííîì, íåáåçûíòåðåñíî óçíàòü, êàêèå
ñâîéñòâà àâòîðñêîé ëè÷íîñòè (÷åëîâåêà è òâîðöà) ìóçûêà â ñîñòîÿíèè
ïåðåäàòü è êàêèìè ñðåäñòâàìè îíà ýòîãî äîñòèãàåò.

Èñõîäÿ èç êîíöåïöèè ëè÷íîñòè, âûðàáîòàííîé ïñèõîëîãîì Êîí-
ñòàíòèíîì Ïëàòîíîâûì, â ëè÷íîñòè îáúåäèíÿþòñÿ ÷åòûðå ãðóïïû
ñâîéñòâ: áèîëîãè÷åñêèå, ïñèõîëîãè÷åñêèå, ñîöèàëüíûå, ìèðîâîççðåí-
÷åñêèå (Ñîöèàëüíàÿ ïñèõîëîãèÿ 1975: 39– 43).

Íà íèçøåì óðîâíå èåðàðõè÷åñêîé ñèñòåìû ëè÷íîñòíûõ ñâîéñòâ ðàñ-
ïîëàãàþòñÿ äàííûå ïðèðîäîé áèîëîãè÷åñêè îáóñëîâëåííûå ñâîéñòâà,
òàêèå êàê òåìïåðàìåíò , âîçðàñò, ïîë. Áóéíûé ò å ì ï å ð à ì å í ò  Ëþäâèãà
âàí Áåòõîâåíà, íàïðèìåð, íàñëåäóþò ìíîãèå åãî ïðîèçâåäåíèÿ.

Ñóäèòü î â î ç ð à ñ ò å àâòîðà õóäîæåñòâåííîãî ìíîãî ñëîæíåå, èáî
àâòîðñêèé âîçðàñò ìîæåò áûòü ñîçíàòåëüíî ñìîäåëèðîâàí êîìïîçèòî-
ðîì. Â Ïÿòíàäöàòîé ñèìôîíèè Äìèòðèÿ Øîñòàêîâè÷à ïðîñëåæåíû ýòàïû
æèçíè ëèðè÷åñêîãî ãåðîÿ îò þíîñòè, íàïîëíåííîé ýíåðãèåé äåéñòâîâà -
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íèÿ, äî ðàññóäèòåëüíîé ñòàðîñòè, ñêëîííîé ê ôèëîñîôñòâîâàíèþ è ïåðå-
îöåíêàì öåííîñòåé.

×òî êàñàåòñÿ ï î ë à , òî ýòîò ñóùåñòâåííûé îòëè÷èòåëüíûé ïðèçíàê
÷åëîâåêà ïî÷òè íå îáíàðóæèâàåòñÿ â ìóçûêàëüíîì àâòîðå õóäîæåñòâåí-
íîì. Êîíå÷íî, ãåðîè÷åñêèé ïàôîñ ìóçûêè Áåòõîâåíà àññîöèèðó åòñÿ ñ
ìóæñêèì íà÷àëîì, íî ñêîðåå ýòî èñêëþ÷èòåëüíûé ñëó÷àé. Âðÿä ëè â
îïó ñàõ Ãðàæèíû Áàöåâè÷, Ñîôèè Ã óáàéäóëèíîé, Àëåêñàíäðû Ïàõìóòî-
âîé, Æàííû Ïëèåâîé, Ò àòüÿíû Ñåðãååâîé, Ãàëèíû Ó ñòâîëüñêîé íàì óäà-
ñòñÿ ðàñïîçíàòü àâòîðà-æåíùèíó .

Ïñèõè÷åñêèå ïðîöåññû, îáó ñëîâëåííûå ïðèðîäîé, íî îò÷àñòè êîð-
ðåêòèðóåìûå ÷åëîâåêîì, ñîñòàâëÿþò ñëåäóþùèé óðîâåíü, îáúåäèíÿþ-
ùèé ýìîöèè è ÷óâñòâà, ìûøëåíèå, ïàìÿòü, îùóùåíèÿ, âîñïðèÿòèå,
âîëþ.

Ïå÷àòü àâòîðñêîé ëè÷íîñòè ñïîñîáåí íåñòè íà ñåáå ìíîãîîáðàçíûé
ìèð  ý ì î ö è é  è  ÷ ó â ñ ò â . Â áåçáðåæíîì ìèðå ýìîöèé äåéñòâó åò ïðèí-
öèï îòáîðà, î êîòîðîì ïèñàë ïñèõîëîã Ñåðãåé Ðóáèíøòåéí: Êàæäàÿ
ñêîëüêî-íèáóäü ÿðêàÿ ëè÷íîñòü èìååò ñâîé áîëåå èëè ìåíåå ÿðêî âûðàæåí-
íûé ýìîöèîíàëüíûé ñòðîé è ñòèëü, ñâîþ îñíîâíóþ ïàëèòðó ÷óâñòâ, â êîòî-
ðûõ îíà, ïî ïðåèìóùåñòâó , âîñïðèíèìàåò ìèð  (Ðóáèíøòåéí 1989: 165).
Ýìîöèîíàëüíûé òîí ( òîíèêà äóøè ) ñóáúåêòà ó êðóïíûõ ðóññêèõ ïîýòîâ
áûë ïðåäìåòîì àíàëèçà â ðàáîòàõ ëèòåðàòóðíîãî êðèòèêà Âèññàðèîíà
Áåëèíñêîãî: Åñëè ìû ñêàæåì, ÷òî ïðåîáëàäàþùèé õàðàêòåð ïîýçèè
ã. Áàðàòûíñêîãî åñòü ý ë å ã è ÷ å ñ ê è é, òî ñêàæåì èñòèíó (Áåëèíñêèé
1948b: 466); ïîýçèÿ Ëåðìîíòîâà – ýòî ò î ñ ê à  ï î  æ è ç í è  (Áåëèíñêèé
1948à: 654).

Èìåÿ ýòî â âèäó , ìîæíî îáíàðóæèòü ýìîöèîíàëüíûé òîí è â íàøåì
âèäå èñêóññòâà. Íàïðèìåð, åäâà ëè íå â êàæäîì áåòõîâåíñêîì îïó ñå ìà-
íèôåñòèðóåòñÿ åãî äåâèç: ×åðåç Ñòðàäàíèå ê Ðàäîñòè! Îïó ñû Äæîàêêè-
íî Ðîññèíè îáúåäèíÿåò ÷óâñòâî ðàäîñòè, óïîåíèÿ æèçíüþ, â ìóçûêå
Ìèõàèëà Ã ëèíêè ýìîöèîíàëüíàÿ äîìèíàíòà – ýëåãè÷íîñòü, ïî ìíîãèì
ïàðòèòóðàì Àëüôðåäà Øíèòêå ðàçëèòî ÷óâñòâî òðåâîãè. Èðîíè÷åñêàÿ
óëûáêà òðàíñôîðìèðó åòñÿ â ãðèìàñó òðàãè÷åñêîãî ñòðàäàíèÿ â ðÿäå ñî-
÷èíåíèé Øîñòàêîâè÷à. Îñíîâíîé ýìîöèîíàëüíûé òîí ñðàâíèì ñ èíâà-
ðèàíòîì, ìíîãîîáðàçíî âàðüèðó åìûì â îòäåëüíûõ ñî÷èíåíèÿõ.

Îñîáåííîñòè  ì ûøëå íè ÿ, ïðèñóùèå òîìó èëè èíîìó êîìïîçèòîðó ,
òàêæå çàïå÷àòëåâàþòñÿ â àâòîðå õóäîæåñòâåííîì. Òàêîâû êîíêðåòíîñòü,
ïðåäìåòíîñòü ìûøëåíèÿ ëèðè÷åñêîãî ãåðîÿ â ìóçûêå Ôåðåíöà Ëèñòà è
àáñòðàãèðîâàííîñòü – ó Ñåçàðà Ôðàíêà, áåñïðåäåëüíàÿ, ãðîçÿùàÿ ýê-
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ëåêòèêîé, øèðîòà ìûñëè, îõâàòûâàþùåé ìíîãî÷èñëåííûå è ìíîãîîá-
ðàçíûå îáëàñòè äåéñòâèòåëüíîñòè, – ó ×àðëçà Àéâçà è ãëóáèíà, ñîñðåäî-
òî÷åííîñòü íà ïðîòèâîðå÷èè è äèàëåêòè÷åñêîé âçàèìîñâÿçàííîñòè ÿâ-
ëåíèé – ó Áåòõîâåíà, âñåëåíñêèé ìàñøòàá ìûñëè – ó Øíèòêå, íàöåëåí-
íîñòü íà åäèíè÷íîå ÿâëåíèå – ó Êëîäà Äåáþññè, êëî÷êîâàòàÿ ýïèçî-
äè÷íîñòü, ïðåëþäèéíîñòü ìûøëåíèÿ – ó Ðîäèîíà Ùåäðèíà, íåïðåðûâ-
íàÿ ïðîöåññóàëüíîñòü – ó Èîãàííà Ñåáàñòüÿíà Áàõà, ãèáêîñòü, ïëàñòè÷-
íîñòü óìà, ëåãêî ïðèñïîñàáëèâàþùåãîñÿ ê èçìåíÿþùèìñÿ ó ñëîâèÿì
èãðû, – ó Èãîðÿ Ñòðàâèíñêîãî, ìûøëåíèå íàãëÿäíûìè  õóäîæåñòâåííû-
ìè îáðàçàìè – ó Íèêîëàÿ Ðèìñêîãî-Êîðñàêîâà, Àíàòîëèÿ Ëÿäîâà.

Àâòîð õóäîæåñòâåííûé ïîðîé ïðåäñòàâëåí îñîáåííîñòÿìè åãî
ï à ì ÿ ò è . Âëàñòíûì àâòîðñêèì íà÷àëîì, âîëüíî ìàíèïóëèðóþùèì
îïåðíûìè òåìàìè, ëåïÿòñÿ ýôôåêòíûå êîíöåðòíûå òðàíñêðèïöèè
Ëèñòà Âîñïîìèíàíèÿ î ... . Ïðèìåòû ñîâðåìåííîãî ìóçûêàëüíîãî òâîð-
÷åñòâà– àâòîðñêîå ÿ, èùóùåå ñåáÿ â ðåòðîñïåêòèâíîì ñîïîñòàâëåíèè ñ
äðóãèìè ÿ (Îò ìàäðèãàëà äî àëåàòîðèêè  Áðîíèñëîâàñà-Âàéäóòèñà Êóòà-
âè÷þñà), â ìó÷èòåëüíîì áàëàíñèðîâàíèè íà ãðàíè ïðîøëîãî è íàñòîÿ-
ùåãî ( Àíòèôîíû Èðàêëèÿ Ãàáåëè, Âàðèàöèè èç Ïåðâîãî ôîðòåïèàííîãî
êîíöåðòà Ðîäèîíà Ùåäðèíà).

Î ù ó ù å í è ÿ , áåç êîòîðûõ íåìûñëèìà æèçíü ðåàëüíîãî ÷åëîâåêà,
ïåðåäàþòñÿ â ìóçûêàëüíîì àâòîðå õóäîæåñòâåííîì îïîñðåäîâàííî – ÷å-
ðåç âîñïîìèíàíèÿ, ýìîöèþ, ìûøëåíèå, à òàêæå â î ñ ï ð è ÿ ò è å . Àâòîð
õóäîæåñòâåííûé îáíàðóæèâàåò ñóãóáî èíäèâèäóàëüíûå îñîáåííîñòè âîñ-
ïðèÿòèÿ. Òàêîâû ïðî÷íîå àññîöèèðîâàíèå ñêðÿáèíñêèì ÿ çâóêà ñ öâåòîì,
ïåðåâîïëîùåíèå çðèòåëüíûõ õóäîæåñòâåííûõ ïðåäñòàâëåíèé â çâóêîâûå
è îáðàòíî – â òâîð÷åñòâå Ìèêàëîþñà Êîíñòàíòèíàñà ×þðëåíèñà, ìóçû-
êàëüíî îñìûñëÿåìîå âîñïðèÿòèå ïòè÷üåãî ùåáåòà ëèðè÷åñêèì ãåðîåì
Îëèâüå Ìåññèàíà. Cóáúåêòèâíîå, ëè÷íîñòíîå íà÷àëî ïîðîé îáëåêàåòñÿ
â ôîðìû èëëþçèé, èñêàæåíèé âîñïðèÿòèÿ (ôàíòàñìàãîðè÷åñêîå èñêðèâ-
ëåíèå îáðàçà âîçëþáëåííîé â Ôàíòàñòè÷åñêîé ñèìôîíèè  Ãåêòîðà Áåð-
ëèîçà), ïåðåõîäû è  ïðîâàëû  ðåàëüíîãî â íåðåàëüíîå (Ïåðâûé íîêòþðí
b moll Ôðèäåðèêà Øîïåíà), òàêèå ïëîäû âîîáðàæåíèÿ  êàê ìå÷òà, èäåàë,
ãðåçà (Øîïåí, Ëèñò , ×àéêîâñêèé).

Â î ë ÿ  âêëþ÷àåò â ñåáÿ îñìûñëåíèå ñâîèõ ÷óâñòâ è ñòðåìëåíèé, ÷åò-
êóþ ïîñòàíîâêó öåëåé, îáäóìàííîñòü äåéñòâèé, â îòëè÷èå îò áåçâîëèÿ,
ñìóòíîãî âëå÷åíüÿ ÷åãî-òî æàæäóùåé äóøè (Àëåêñàíäð Ïóøêèí 1). Âðÿä

1 Ñì., íàïðèìåð, http://scanpoetry.ru/poetry/11795
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ëè êòî-ëèáî èç îáðàçíî-õóäîæåñòâåííûõ äâîéíèêîâ  êîìïîçèòîðà íàäå-
ëåí âîëåâûì íà÷àëîì òàêîé ñèëû è óáåäèòåëüíîñòè, êàê ó Ëþäâèãà âàí
Áåòõîâåíà. È, íàîáîðîò , ïðèâåäåííûå íàìè ïóøêèíñêèå ñòðîêè âåñüìà
ïîõîäÿò íà ïîýòè÷åñêèé ýêâèâàëåíò ìóçûêè Ôðàíöà Øóáåðòà, Ðîáåðòà
Øóìàíà.

Ñëåäóþùèé óðîâåíü âêëþ÷àåò â ñåáÿ ñâîéñòâà, ïðèîáðåòåííûå â
ðåçóëüòàòå ñîöèàëüíîãî  îïûòà: çíàíèÿ, óìåíèÿ, íàâûêè, ïðèâû÷êè. Î íèõ
ìû ñóäèì, ñîîòíîñÿ èõ ñ ñóùåñòâóþùèìè â îáùåñòâå õóäîæåñòâåííûìè
òðàäèöèÿìè. Çäåñü îáíàðóæèâàþòñÿ äâå ðàçíîíàïðàâëåííûå òåíäåí-
öèè – ñëåäîâàíèå îáùåñòâåííî çíà÷èìûì êàíîíàì è ñòðåìëåíèå îáíî-
âèòü èõ. Äëÿ íàñ îíè ëèøåíû îöåíî÷íîé îêðàñêè è ñâèäåòåëüñòâóþò ëèøü
î òîé èëè èíîé ñêëîííîñòè êîìïîçèòîðà; äëÿ ñàìèõ æå òâîðöîâ, êàê ïîêà-
çûâàåò èñòîðèÿ ìóçûêè, ìàñòåðñêîå èñïîëüçîâàíèå êàíîíà èëè, íàîáî-
ðîò, îòðèöàíèå òðàäèöèé íåðåäêî ñòàíîâèòñÿ êðèòåðèåì èñêó ññòâà. Çäåñü
ìû óçíàåì î òîì, â êàêîé ìåðå êîìïîçèòîð îñâåäîìëåí î ñòèëèñòè÷åñêè-
òåõíîëîãè÷åñêèõ äîñòèæåíèÿõ ïðåäøåñòâåííèêîâ è ñîâðåìåííèêîâ,
âëàäååò èìè, èñïîëüçóåò èõ.

Âûñøèé óðîâåíü ñòðóêòóðíîé îðãàíèçàöèè ëè÷íîñòè – ìèðîâîççðå í-
÷åñêèå ñâîéñòâà, òî åñòü âëå÷åíèÿ, æåëàíèÿ, èíòåðåñû, ñêëîííîñòè, èäå-
àëû, èíäèâèäóàëüíàÿ êàðòèíà ìèðà , óáåæäåíèÿ. Ìèðîâîççðåíèå – êîí-
öåíòðàöèÿ ñóùíîñòè ëè÷íîñòè, åå êâèíòýññåíöèÿ. Â õóäîæåñòâåííîì
ïðîèçâåäåíèè ìèðîâîççðåíèå àâòîðà õóäîæåñòâåííîãî ðàñêðûâàåòñÿ â
òåìå, èäåå îïó ñà, åãî æàíðîâî-ñòèëåâîé îðèåíòàöèè.

Òàêèì îáðàçîì, ëè÷íîñòü àâòîðà â ìóçûêå ïîòåíöèàëüíî ìîæåò áûòü
ïðåäñòàâëåíà ñâîèìè ìíîãîîáðàçíûìè ñòîðîíàìè.

×òîáû òî èëè èíîå ëè÷íîñòíîå ñâîéñòâî àññîöèèðîâàëîñü èìåííî ñ
àâòîðîì, íåîáõîäèìû îïðåäåëåííûå ó ñëîâèÿ: ìóçûêàëüíî-òåìàòè÷åñêèå,
ñòèëåâûå, êîìïîçèöèîííûå. Àâòîð õóäîæåñòâåííûé îâåùåñòâëÿåòñÿ
ïðåæäå âñåãî â ñîîòâåòñòâóþùèõ ìóçûêàëüíî-òåìà òè÷åñêèõ ñðåäñòâàõ. Ñâîé-
ñòâîì óêàçûâàòü íà åäèíñòâåííîãî è, ê òîìó æå, êîíêðåòíîãî ñóáúåêòà
îáëàäàþò ìîòèâû- ì î í î ã ð à ì ì û , âûñòóïàþùèå êàê â ðîëè çíàêîâ, òàê
è ñòðîèòåëüíîãî ìàòåðèàëà  (ÂÀÑÍ  â Èñêóññòâå ôóãè Èîãàííà Ñåáàñòüÿíà
Áàõà, DSCH â Äåñÿòîé ñèìôîíèè Äìèòðèÿ Øîñòàêîâè÷à, Â â Ïÿòîé ñèì-
ôîíèè Áîðèñà Ò èùåíêî è ò . ä.).

Ïðî÷íûå àññîöèàöèè ñ àâòîðîì âûçûâàþò è à â ò î ö è ò à ò û, òî åñòü
ôðàãìåíòû  èç ðàíåå íàïèñàííûõ èì ïðîèçâåäåíèé (â ñèìôîíè÷åñêîé
ïîýìå Æèçíü ãåðîÿ Ðèõàðäà Øòðàóñà, Âîñüìîì êâàðòåòå Øîñòàêîâè÷à,
Æèçíåîïèñàíèè  Àëüôðåäà Øíèòêå). Ìóçûêàëüíûå âïå÷àòëåíèÿ è ïðè -
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ñòðàñòèÿ êîìïîçèòîðà ïåðåäàþòñÿ  ç à è ì ñ ò â î â à í è ÿ ì è  èç ÷óæîé
ìóçûêè: ïðåêëîíåíèå Äåíèñîâà ïåðåä Øóáåðòîì ó ñìàòðèâàåòñÿ â ïðè-
ñóòñòâèè ìóçûêè âåëèêîãî ðîìàíòèêà â Ñêðèïè÷íîì è Àëü òîâîì êîí-
öåðòàõ, Âàðèàöèÿõ íà òåìó Øóáåðòà äëÿ âèîëîí÷åëè è ôîðòåïèàíî,
áàëåòå Èñïîâåäü.

×àñòî íåñóùåìó àâòîðñêîå íà÷àëî ìóçûêàëüíîìó òåìàòèçìó ñâîé-
ñòâåííà  ë è ð è ÷ í î ñ ò ü . Âñåîáúåìëþùåå ïðèñóòñòâèå ñóáúåêòà îáíàðó-
æèâàåòñÿ â ìóçûêå ïðåæäå âñåãî ÷åðåç èíòîíàöèþ, àññîöèèðóåìóþ ñ
÷åëîâåêîì, – êàíòèëåííóþ, ðå÷èòàòèâíóþ èëè êàíòèëåííî-ðå÷èòàòèâ-
íóþ. Âûñêàçûâàíèå åäèíñòâåííîãî ñóáúåêòà ïðîùå âñåãî îôîðìëÿåòñÿ
êàê ì î í î ë î ã  (âèîëîí÷åëü â àâòîðñêèõ îòñòóïëåíèÿõ  Øîñòàêîâè÷à),
îäíàêî íå ìåíåå óáåäèòåëüíî îíî è â îñîáîì – âíóòðåííåì – äèàëîãå
(ýòþä Ôðèäåðèêà Øîïåíà îð. 25 ¹ 7 cis moll, Warum? Ðîáåðòà Øóìàíà).

Ñïîñîáîì çàïå÷àòëåíèÿ àâòîðñêîãî ïðèñóòñòâèÿ âûñòóïàþò  ñòèëå-
âûå ñðåäñòâà. Ïðè ýòîì íà àâòîðà óêàçûâàåò êàê îäíîðîäíîñòü,  ÷èñòîòà
ñòèëÿ, òàê è ñòèëåâàÿ ìíîæåñòâåííîñòü, ïîëèñòèëèñòèêà. Î ñâîåì – óâà-
æèòåëüíîì – îòíîøåíèè ê ñòèëþ-ýòàëîíó ñâèäåòåëüñòâóþò áëèçêèå ê
îäíîðîäíîìó ìîíîëèòíîìó ñòèëþ ñòèëèçàöèè (â Ìîöàðòå è Ñàëüåðè
Ðèìñêîãî-Êîðñàêîâà, â Èíòåðìåäèè èç Ïèêîâîé äàìû  ×àéêîâñêîãî,
Áðàíäåíáóðãñêîì êîíöåðòå  Âèêòîðà Åêèìîâñêîãî) è äðóãèå ïðèåìû ïî-
ëèñòèëèñòèêè (â Êëàññè÷åñêîé ñèìôîíèè Ñåðãåÿ Ïðîêîôüåâà, Êàðìåí-
ñþèòå Æîðæà Áèçå-Ðîäèîíà Ùåäðèíà è ò . ä.).

Êîìïîçèöèî ííî  àâòîð õóäîæåñòâåííûé äîïó ñêàåò äâà âîçìîæíûõ
ðåøåíèÿ: ëîêàëèçàöèþ è ðàññðåäîòî÷åíèå. Â ñëó÷àå ë î ê à ë è ç à ö è è  îí
îáëå÷åí â êîíêðåòíîå îò÷åòëèâîå ïîñòðîåíèå, îòãðàíè÷åííîå îò òîãî,
÷òî ñîáñòâåííî  ñ î ÷ è í å í î  àâòîðîì. Ïðîèçâåäåíèå ñëîâíî ðàññëàèâà-
åòñÿ íà äâà ïëàíà. Àâòîð õóäîæåñòâåííûé æèâåò â òàêîì îïó ñå êàê
ñ ó á ú å ê ò, óñèëèÿìè êîòîðîãî ñîçäàí âåñü  î á ú å ê ò – ïðîèçâåäåíèå èñ-
êóññòâà. Çäåñü óìåñòíà ïàðàëëåëü ñ æèâîïèñíûì èñòîðè÷åñêèì èëè æàí-
ðîâûì ïîëîòíîì, â êîòîðîå âïèñàí àâòîïîðòðåò ìàñòåðà ( Ìåíèíû  Äèåãî
Âåëàñêåñà, Ïîñëåäíèé äåíü Ïîìïåè  Êàðëà Áðþëëîâà).

Êîìïîçèöèîííî îòãðàíè÷åííûé àâòîð õóäîæåñòâåííûé ìîæåò
èçáðàòü ñåáå ëþáîå ìåñòî, ñêðîìíî íàïîìèíàÿ î ñåáå, íàïðèìåð, â êîíöå
ïðîèçâåäåíèÿ (â êàòàðñè÷åñêîé ëèðèêî-äðàìàòè÷åñêîé êîäå Âàðèàöèé
íà òåìó Êîðåëëè  Ñåðãåÿ Ðàõìàíèíîâà, ôèíàëüíîé ïüåñå Ïîýò ãîâîðèò
èç Äåòñêèõ ñöåí Øóìàíà), âñòóïèòåëüíîì ðàçäåëå, ÷òî âïîëíå ïî ñèëàì
íåêîòîðûì êðóïíûì ìåäëåííûì ëèðè÷åñêèì âñòóïëåíèÿì, êîòîðûå çàòåì
ñìåíÿþòñÿ ïîäâèæíîé æàíðîâîñòüþ èëè äåéñòâåííûì ïëàíîì áûòèÿ
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÷åëîâåêà (òàê îòêðûâàþò ñâîè âàðèàöèè Øîïåí, Ã ëèíêà, Àëåêñàíäð
Àëÿáüåâ, Àëåêñàíäð Ãóðèëåâ). Ë è ð è ÷ å ñ ê è å  ( à â ò î ð ñ ê è å )  î ò ñ ò ó ï -
ë å í è ÿ  âîçíèêàþò è â êîíòðàñòíûõ ñåðåäèííûõ ðàçäåëàõ – èìïðîâèçà-
öèîííûõ êàäåíöèÿõ è ðå÷èòàòèâàõ (â Ïÿòíàäöàòè âàðèàöèÿõ ñ ôóãîé
îð. 35 Es dur Áåòõîâåíà).

Çíà÷èòåëüíî ÷àùå â ìóçûêå àâòîð õóäîæåñòâåííûé íå ëîêàëèçó åòñÿ
â êàêîì-òî îòäåëüíîì ïîñòðîåíèè, à ðàñïðîñòðàíÿåòñÿ íà âåñü îïó ñ.
Åñòåñòâåííà ê î ì ï î ç è ö è î í í à ÿ  ð à ñ ñ ð å ä î ò î ÷ å í í î ñ ò ü  àâòîðà õó-
äîæåñòâåííîãî â àâòîïîðòðåòíûõ ñî÷èíåíèÿõ. Îõâàòèòü âåñü îïó ñ àâòîð-
ñêîå íà÷àëî ìîæåò è èíûì ñïîñîáîì – âûéäÿ íà èäåéíî-êîíöåïöèîí-
íûé óðîâåíü ñîäåðæàíèÿ.

Àâòîð õóäîæåñòâåííûé – ÿâëåíèå ñàìî ïî ñåáå  èñòîðè÷åñêè ïðåõî-
äÿùåå, è ôîðìû åãî çàïå÷à òëåíèÿ  ïðåòåðïåâàþò èñòîðè÷åñêóþ ýâîëþöèþ.

Àâòîðñêîå íà÷àëî êàê êîìïîíåíò ìóçûêàëüíîãî ñîäåðæàíèÿ ñêëà-
äûâàåòñÿ â åâðîïåéñêîé ìóçûêå, ïîæàëóé, íà÷èíàÿ ñ òâîð÷åñòâà àíãëèé-
ñêèõ âåðäæèíåëèñòîâ. Â ïüåñàõ Ñîí Äæàéëñà Ôàðíýáè (Giles Farnaby’s
Dreame), Åãî îòäûõ (His Rest), Åãî îñòðîóìèå (His Humour ) Äæàéëñà
Ôàðíýáè ( Farnaby), Äîêòîð Áóëë ñîáñòâåííîé ïåðñîíîé (Doctor Bull’s my
self) è Äðàãîöåííîñòü äîêòîðà Áóëëà (D r Bull’s Juell) Äæîíà Áóëëà (Bull ),
Ðàäîñòü Ìàíäåÿ (Munday’s Joy) Äæîíà Ìàíäåÿ ( Munday), Ïîïóððè Äæîí-
ñîíà (Jhonson’s Medley) Ýäóàðäà Äæîíñîíà ( Johnson) îïòèìàëüíîé
ôîðìîé õóäîæåñòâåííîãî çàïå÷àòëåíèÿ àâòîðà-ïåðñîíàæà ñòàë ìèíè-
àòþðíûé  à â ò î ï î ð ò ð å ò .

Îí ïðîäîëæàåò ñóùåñòâîâàòü â áàðî÷íîé  êóëüòóðå â ôàíòàçèè, ïðå-
ëþäèè, òîêêàòå íàðÿäó ñ æàíðàìè, â êîòîðûõ ìíîãîå ïðåäîïðåäåëåíî
(êàíîíàìè, ôóãàìè è ò . ä.). Ïðèñóòñòâèå çäåñü òâîð÷åñêîé ëè÷íîñòè
îáíàðóæèâàåòñÿ ÷åðåç äåìîíñòðàöèþ òâîð÷åñêîé ýíåðãèè è ïðîôåñ-
ñèîíàëüíîãî ìàñòåðñòâà, à ïðèíöèïîì ñîçèäàíèÿ ñòàíîâèòñÿ èìïðî-
âèçàöèÿ.

Â ñòàíîâëåíèè àâòîðà õóäîæåñòâåííîãî êàê êîìïîíåíòà ìóçûêàëü-
íîãî ñîäåðæàíèÿ âàæíóþ ðîëü ñûãðàëî ïàðîäèðîâàíèå – ñî÷èíåíèå ïðî-
èçâåäåíèÿ íà îñíîâå çàèìñòâîâàííîãî ìàòåðèàëà. Îíî èñïîëüçîâàëîñü
íå òîëüêî â âèäå òåõíèêè êîìïîçèöèè â ïàðîäèéíîé ìåññå, ìîòåòå, øàí-
ñîíå, íî è äëÿ ñîçäàíèÿ êîìè÷åñêîãî ýôôåêòà â êâîäëèáåòå, ìàäðèãàëü-
íîé êîìåäèè, íåèçáåæíîãî ïðè ïîñëåäîâàòåëüíîì èëè îäíîâðåìåííîì
ñîåäèíåíèè íåïîõîæèõ òåì (ñêàæåì, â 30-é èç Ãîëüäáåðãîâñêèõ âàðèàöèé
Áàõà). Áàðî÷íûå ìóçûêàíòû íàøëè â ïàðîäèè ñðåäñòâî âûðàæåíèÿ ñîá-
ñòâåííîãî  î ò í î ø å í è ÿ , è òàêóþ âîçìîæíîñòü ïðåäîñòàâèëà áóðíî
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ðàçâèâàþùàÿñÿ îïåðà, êàíîíèçèðîâàííàÿ â ñþæåòèêå, ñðåäñòâàõ ìóçû-
êàëüíîãî ðåøåíèÿ, äðàìàòóðãèè.

Ñîïðÿæåííàÿ ñ àâòîðîì õóäîæåñòâåííûì ðå÷åâàÿ èíòîíàöèÿ ôîð-
ìèðó åòñÿ â øèðîêî áûòîâàâøåì â ýïîõó áàðîêêî æàíðå ñòðàñòåé. Ó Áàõà
Åâàíãåëèñò íàäåëåí èíäèâèäóàëüíîé, âûðàçèòåëüíîé, æèâîé ÷åëîâå÷åñ-
êîé ðå÷üþ è ñòàíîâèòñÿ ñî÷óâñòâóþùèì  ï î â å ñ ò â î â à ò å ë å ì . Âûðà-
çèòåëüíàÿ ðå÷åâàÿ èíòîíàöèÿ ïðîíèêàåò òàêæå â ñâîáîäíî-ôàíòàçèé-
íûå æàíðû è âòîðãàåòñÿ äàæå â ñâÿòàÿ ñâÿòûõ – ôóãó. Ðå÷èòàòèâíûå
ôðàãìåíòû ðàçðóøàþò ïëîñêîñòíîñòü, îäíîìåðíîñòü çàäàííîãî ñòðîãîé
ôóãîé õóäîæåñòâåííîãî îáðàçà. Ðÿäîì ñ ìîùíûì êîëëåêòèâíûì ðàçó-
ìîì ïîÿâëÿåòñÿ ñóáúåêò , à âìåñòå ñ íèì åùå îäíà ôîðìà ñóùåñòâîâàíèÿ
àâòîðà õóäîæåñòâåííîãî –  à â ò î ð ñ ê î å  î ò ñ ò ó ï ë å í è å .

Â êëàññè÷åñêóþ ýïîõó ïëàöäàðìîì ìàíèôåñòàöèè àâòîðà îáû÷íî
ñòàíîâèòñÿ íå ôóãà, à æàíð âàðèàöèé. Ó Áåòõîâåíà àâòîðñêàÿ ðåïëèêà
ïðåðûâàåò õîä ñîáûòèé  â ñîíàòå, ñèìôîíèè. Êðàòêèé, íî ïðîíèêíîâåí-
íûé, èíòîíàöèîííî èíäèâèäóàëèçèðîâàííûé ðå÷èòàòèâ – óæå íå ïðî-
ñòî ïðåäñòàâëåííûé, ïîðòðåòèðó åìûé àâòîð, à àâòîðñêàÿ ðåàêöèÿ,
à â ò î ð ñ ê è é  ê î ì ì å í ò à ð è é  ïðîèñõîäÿùåãî. Ò àê æå îí áóäåò îôîð-
ìëÿòüñÿ ó ðîìàíòèêîâ, òàê æå áóäåò âûãëÿäåòü ïîçæå, ñêàæåì, ó Øîñòà-
êîâè÷à.

Ó õóäîæíèêîâ- ðîìàíòèêîâ  àâòîð õóäîæåñòâåííûé ïåðñîíèôèöèðó-
åòñÿ êàê ë è ð è ÷ å ñ ê è é  ã å ð î é. Íàèáîëåå âàæíûå ñîñòàâíûå âíóòðåí-
íåãî áûòèÿ ëèðè÷åñêîãî ãåðîÿ – åãî ÷óâñòâà è ýìîöèè. Ðîìàíòè÷åñêèé
ëèðè÷åñêèé ãåðîé îêîí÷àòåëüíî îñâîáîæäàåòñÿ îò çíàêîâîãî, ýòèêåòíîãî
âîñïðîèçâåäåíèÿ ÷óâñòâ è ýìîöèé. Ïîèñòèíå ãðîìàäíà àìïëèòóäà íå
òîëüêî ìíîãîöâåòíîãî ñïåêòðà ÷óâñòâ è ýìîöèé, íî è ïñèõîëîãè÷åñêèõ
îòòåíêîâ, ïîëóòîíîâ, ïåðåõîäîâ, îòêðûâàþùèõñÿ â äèíàìè÷íîì ïðîöåñ-
ñå ïåðåæèâàíèÿ. Äà è ñàì ïðîöåññ ïðîòåêàåò ñóãóáî èíäèâèäóàëüíî.

Ëèðè÷åñêèé ãåðîé ïîçâîëÿåò ñåáå îñíîâàòåëüíî è äåòàëüíî èçëàãàòü
ñîáñòâåííóþ òî÷êó çðåíèÿ íà ðàçâåðòûâàþùèåñÿ â îïó ñå ñîáûòèÿ . Êóëüò
àâòîðñêîãî íà÷àëà äîñòèãàåò ñâîåãî èñòîðè÷åñêîãî àïîãåÿ: êîíöåïöèÿ
ïðîèçâåäåíèÿ, â ñòàíîâëåíèè êîòîðîé àâòîð õóäîæåñòâåííûé ðàíåå çà-
íèìàë îïðåäåëåííîå (èíîãäà äîâîëüíî ñêðîìíîå) ìåñòî, òåïåðü ïðèñâà-
èâàåòñÿ àâòîðîì õóäîæåñòâåííûì.

Â ñîâðåìåííóþ ýïîõó  ñóáúåêò ñëîâíî ñòåñíÿåòñÿ ïóáëè÷íî ïðèîò-
êðûòü ñâîþ äóøó. Îí ïî-ïðåæíåìó ãîòîâ îáùàòüñÿ ñî ñëóøàòåëåì, íî
òåïåðü îáðàùàåòñÿ ê áîëüøîé à óäèòîðèè è, ðàçóìååòñÿ, íå ñ èñïîâåäüþ.
Åãî ìîíîëîãè ïðîâîçãëàøàþò íå÷òî âñåìèðíî, âñåëåíñêè çíà÷èìîå
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(Àëåêñàíäð Ñêðÿáèí, Àðòóð Îíåããåð, Äìèòðèé Øîñòàêîâè÷, Ã èÿ Êàí-
÷åëè, Àëüôðåä Øíèòêå, Àëåìäàð Êàðàìàíîâ, Âÿ÷åñëàâ Àðò¸ìîâ). Ò å æå
ìûñëè è ýìîöèè, ÷òî áûëè ïðåäìåòîì ïðÿìîãî ëèðè÷åñêîãî îáùåíèÿ
ðîìàíòèêà, òî ãëóáîêî ïðÿ÷óòñÿ êàê õðóïêèå, èíòèìíûå, íåïðèêîñíî-
âåííûå ( Òèõèå ïåñíè Âàëåíòèíà Ñèëüâåñòðîâà), òî ñëîâíî îòñòðàíåííî
ñîçåðöàþòñÿ (Îñåííÿÿ ïåñíÿ  Ýäèñîíà Äåíèñîâà, Ñû÷óàíüñêèå ýëåãèè
Íèêîëàÿ Ñèäåëüíèêîâà), òî ïðåîáðàçóþòñÿ ïîä çíàêîì  ê î ñ â å í í î é  èëè
ý ê ñ ö å í ò ð è ÷ å ñ ê î é  ë è ð è ê è, ãäå ëèðè÷åñêîå äàåòñÿ íå “â ëîá”, à çà-
ìàñêèðîâàíî ãðîòåñêíîé èíòîíàöèåé  (Ãóñòàâ Ìàëåð, îò÷àñòè Äìèòðèé
Øîñòàêîâè÷) (Ñîëëåðòèíñêèé 1963: 342), à òî è âîâñå âûòåñíÿþòñÿ ìåäè-
òèðîâàíèåì, ó ñòðåìëåíèåì äóøè ê âîçâûøåííîìó è âå÷íîìó (ñî÷èíå-
íèÿ Ãàëèíû Ó ñòâîëüñêîé, Âëàäèìèðà Ìàðòûíîâà, Àðâî Ïÿðòà, Ñîôèè
Ãóáàéäóëèíîé, Âÿ÷åñëàâà Àðò¸ìîâà).

Ñóùåñòâåííî ìåíÿþòñÿ è ðîëè, ïîðó÷àåìûå àâòîðó õóäîæåñòâåííî-
ìó . Àâòîð õóäîæåñòâåííûé ñïîñîáåí âîðâàòüñÿ â ìèð ñòðàñòíûì ìîíî-
ëîãîì  î ð à ò î ð à , òðèáóíà (â Ïåðâîé ñèìôîíèè Àëüôðåäà Øíèòêå) è
äàæå íàñòîé÷èâî óáåæäàòü, ïðåîáðàæàÿñü â à ã è ò à ò î ð à (â ìóçûêå ìàñ-
ñîâûõ äåéñòâ ïîñëåîêòÿáðüñêîé Ðîññèè, ìóçûêàëüíî-ïîëèòè÷åñêèõ äåê-
ëàðàöèÿõ Ëóèäæè Íîíî è Õàíñà Âåðíåðà Õåíöå, îòêðîâåííî êîíúþíê-
òóðíûõ îïó ñàõ ñîâåòñêèõ êîìïîçèòîðîâ, ïðèóðî÷åííûõ ê âàæíûì äàòàì
îáùåñòâåííî-ïîëèòè÷åñêîé æèçíè). Ñòîëü æå åñòåñòâåííû äëÿ íåãî è
äðóãèå ðîëè: ó ÷ à ñ ò í è ê  ñ î á û ò è é ,  ê î ì ì å í ò à ò î ð ,  ï à ñ ñ è â í û é
á å ñ ñ ò ð à ñ ò í û é  ñ ò î ð î í í è é  í à á ë þ ä à ò å ë ü ,  ð å æ è ñ ñ å ð .

Òàêèì îáðàçîì, ìû âûÿñíèëè, ÷òî àâòîð âõîäèò â õóäîæåñòâåííûé
ìèð ïðîèçâåäåíèÿ ìíîãîîáðàçíî. Ò âîð÷åñêàÿ ëè÷íîñòü ïîâîðà÷èâàåòñÿ
ê íàì ðàçíûìè ãðàíÿìè. Äëÿ âûðàæåíèÿ ñîáñòâåííîãî ÿ àâòîð ìîæåò
ìîáèëèçîâàòü âåñü ïîòåíöèàëüíûé àðñåíàë õóäîæåñòâåííûõ ðåñóðñîâ
ìóçûêè. Îí óìååò ïðèíèìàòü ðàçëè÷íûå îáëèêè è ðîëè. Àâòîð ìîæåò
âåñòè íàñ ïî âñåìó îïó ñó, âîëåí ïîêàçàòüñÿ íà âðåìÿ, âïðàâå ëèøü ïî
îêîí÷àíèè çâó÷àíèÿ âûéòè èç-çà êóëèñ è ïðèñâîèòü ñåáå ãëàâíóþ ìûñëü
ñâîåãî òâîðåíèÿ. Åñëè ó÷åñòü, ÷òî â îäíîì è òîì æå ñî÷èíåíèè äîïó ñòèìî
íå îäíî, à íåñêîëüêî, äà ê òîìó æå ðàçíîìàñøòàáíûõ óêàçàíèé íà àâòîðà ,
íå áóäåò ïðåóâåëè÷åíèåì êîíñòàòèðîâàòü, ÷òî îí îñâîèë ðàçíûå ïëàñòû,
ñôåðû, ýòàæè õóäîæåñòâåííîãî öåëîãî è, ñàì íå ÷óæäûé èåðàðõè÷íîãî
ñòðóêòóðèðîâàíèÿ, ñïîñîáåí îðãàíè÷íî âïèñàòüñÿ â õóäîæåñòâåííîå
ïðîèçâåäåíèå.
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Composer’s Reflection in His Music

Ljudmila Kazantseva

Summary

The idea that an author is embodied in its work of art has formed in the
minds of writers, composers and artists long time ago. Following the
philologists (Âèíîãðàäîâ 1980; et al.) art experts are coming to understanding
that a work of art encloses the self of its creator. The study of this question
in musicology shows that the author-man and the author-creator reflect in
the author of Art  – the subject, aesthetically organizing an artistic whole.

The author of Art incorporates all the major personal property of its
creator: biological (natural: psychological type, temperament, age, gender),
psychological (giving by nature, but adjustable by human emotions and feelings,
thinking, memory, sensation, perception, volition), social (accumulated in
the social life knowledge, skills, habits), world outlook (impulses, desires,
interests, aptitudes, ideals, individual world view , beliefs), and also individual
abilities (including music), kind, physical characteristics (appearance), etc.

Musical art has developed ways of capturing the author of Art : musical-
themed (monogram, autoquotation, borrowing, lyric utterance, monologue
and dialogue), style (individual compositional style and polystylistics),
compositions (localization and dispersion).

The author of Art  can lead us around the opus, is free to appear for a
while, has a right just at the end of sound get out off-stage and assign his
main thought of his creation. If we consider that in one and the same work
not one but several besides different-scale directions on the author are
allowed, there is no exaggeration to say that he has mastered the different
layers, spheres, floors of a musical work.

The historical evolution of musical art shows the dynamics of the state
of the author of Art  as a component of a musical work. Originating in the
work of British virginalists as a character, author of Art  eventually trans-
formed into a narrator , commentator, participant in the events, outsider,
persona, speaker, director. Methods of artist’s self-expression are closely
related to the nature of his self-awareness. He asserts himself in artistic
creativity with all available means to the extent that makes his personality
and his biography to the subject of artworks (self-portraits by Richard Strauss,
Dmitri Shostakovich, Rodion Shchedrin, et al.).

Key words: author of Art, author-man, author-creator, self-portrait,
personal property, methods of artist’s self-expression.
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Î åäèíñòâå âðåìåíè, ìåñòà è äåéñòâèÿ â ìóçûêå

Dr. art. Íèíà Áå ðãåð
äîöåíò êàôåäðû òåîðèè ìóçûêè Ñàíêò-Ïåòåðáóðãñêîé

êîíñåðâàòîðèè èìåíè Í. À. Ðèìñêîãî-Êîðñàêîâà,
ñòàðøèé íàó÷íûé ñîòðóäíèê Ó÷åáíî-ìåòîäè÷åñêîé

ëàáîðàòîðèè “Ìóçûêàëüíî-êîìïüþòåðíûå òåõíîëîãèè”
Ðîññèéñêîãî ãîñóäàðñòâåííîãî ïåäàãîãè÷åñêîãî

óíèâåðñèòåòà èìåíè À. È. Ãåðöåíà

Äëÿ èñïîëíèòåëÿ âàæíûì ÿâëÿåòñÿ  ÷ ó â ñ ò â î  ì ó ç û ê à ë ü í î é
ô î ð ì û . Îäíîé èç âàæíåéøèõ ñîñòàâëÿþùèõ åãî ôóíäàìåíòà ÿâëÿåòñÿ
îïîðà íà èçâåñòíûé â èñêó ññòâîçíàíèè çàêîí åäèíñòâà ïðîñòðàíñòâà
(îáû÷íî òðàêòó åìîãî â áîëåå óçêîì ïëàíå êàê ìåñòà), âðåìåíè è äåéñòâèÿ.
Â ýñòåòèêå è íàóêå î õóäîæåñòâåííîì òâîð÷åñòâå çàêîí åäèíñòâà ìåñòà,
âðåìåíè è äåéñòâèÿ îáû÷íî èëëþñòðèðó åòñÿ ïðèìåðàìè èç èñêó ññòâà
äðàìû èëè æèâîïèñè, â òîì ÷èñëå è ÷åðåç èõ ñîïîñòàâëåíèå. Ðàññìîòðå-
íèå ýòîãî åäèíñòâà â îòíîøåíèè ìóçûêè íîñèò äîñòàòî÷íî ó ñëîâíûé
õàðàêòåð. Íå èñêëþ÷åíî, ÷òî îäíà èç ïðè÷èí ýòîãî ñâÿçàíà ñ ïðèìåíå-
íèåì ïîíÿòèÿ ïðîñòðàíñòâà ê ìóçûêàëüíûì ÿâëåíèÿì. Ïðîñòðàíñòâî –
êàòåãîðèÿ, êîòîðàÿ ñòàëà ìóçûêîâåä÷åñêèì òåðìèíîì äîñòàòî÷íî íåäàâ-
íî ïî ñðàâíåíèþ ñ ôîðìóëèðîâêîé ñàìîãî çàêîíà ó Íèêîëà Áóàëî â 1674
ãîäó (Áóàëî 1957) è, òåì áîëåå, åãî ïðåäïîñûëîê â âûñêàçûâàíèÿõ Àðèñ-
òîòåëÿ â IV âåêå äî íàøåé ýðû (Àðèñòîòåëü 2000). Òàê êàê ìóçûêà òðàäè-
öèîííî òðàêòîâàëàñü êàê èñêó ññòâî ÷èñòî âðåìåííîå è â êëàññèôèêà-
öèè èñêóññòâ ïî ïðîñòðàíñòâåííî-âðåìåííûì ïàðàìåòðàì âõîäèëà â
îäèí êëàññ ñ ëèòåðàòóðîé1, ïðèìåíåíèå ïîíÿòèÿ ïðîñòðàíñòâà â îòíî-
øåíèè ìóçûêè áûëî ìåòàôîðè÷åñêèì. Â äàííîé ñòàòüå áóäóò êðàòêî ðàñ -

1 Â íàó÷íûõ ðàáîòàõ äàâíî îáðàùàëîñü âíèìàíèå íà ïðîñòðàíñòâåííûå àñïåê-
òû âûðàçèòåëüíûõ ñðåäñòâ ìóçûêè, íî ýòî íå ìåíÿëî å¸ ìåñòà â ñèñòåìå èñêó ññòâ.
Åãî ïåðåñìîòð áûë ïðåäëîæåí â äèññåðòàöèè àâòîðà Ãàðìîíèÿ êàê ïðîñòðàíñòâåí-
íàÿ êàòåãîðèÿ ìóçûêè (Ëåíèíãðàä: Ëåíèíãðàäñêàÿ îðäåíà Ëåíèíà ãîñóäàðñòâåí-
íàÿ êîíñåðâàòîðèÿ èìåíè Í. À. Ðèìñêîãî-Êîðñàêîâà , 1980), â êîòîðîé ìóçûêå
áûëà îòâåäåíî ìåñòî â êëàññå èñêóññòâ ïðîñòðàíñòâåííî-âðåìåííûõ. Îñíîâíûìè
àðãóìåíòàìè â íåîáõîäèìîñòè òàêîãî ïåðåñìîòðà áûëè ñëåäóþùèå: 1) íåâîç-
ìîæíîñòü îòðàçèòü ÷åðåç âðåìåííûå õàðàêòåðèñòèêè öåëîãî ðÿäà ôóíäàìåíòàëü-
íûõ ìóçûêàëüíûõ êàòåãîðèé (àêêîðä, ãàðìîíèÿ, çâóêîðÿä è ò . ä.); 2) âûñòðàèâàíèå
âðåìåííîãî ïðîöåññà ñ èñïîëüçîâàíèåì ÷èñòî ïðîñòðàíñòâåííûõ ïðåîáðàçîâà-
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ñìîòðåíû òîëüêî íåêîòîðûå ïðîÿâëåíèÿ åäèíñòâà, êîòîðûå, ïî ìíåíèþ
àâòîðà, íîñÿò ïðîáëåìíûé õàðàêòåð.

Âðåìÿ . Îäèí èç ãëàâíûõ àñïåêòîâ ïðîÿâëåíèÿ âðåìåíè â ìóçûêå
îòðàæàåò ïðîöåññóàëüíóþ õàðàêòåðèñòèêó ìóçûêàëüíîé ôîðìû è îáÿ-
çàòåëüíî âêëþ÷àåò òðèàäó ïîíÿòèé: íà÷àëî – ñåðåäèíà – êîíåö. Íà÷àëî
è êàäàíñ – äâà ãëàâíûõ ìîìåíòà â ïðîèçâåäåíèè èëè îòäåëüíûõ åãî ðàç-
äåëàõ, îãðàíè÷èâàþùèå ìóçûêàëüíóþ ôîðìó âî âðåìåíè. Ñòðîãàÿ óïî-
ðÿäî÷åííîñòü âñåõ ýëåìåíòîâ êîìïîçèöèè, êîòîðàÿ ïîçâîëÿåò îòðàçèòü
ïîñëåäîâàòåëüíîñòü ðàçäåëîâ â ïðîñòðàíñòâåííîé ñõåìå, ÷àñòî âêëþ÷àåò
ýëåìåíòû çåðêàëüíîé ñèììåòðèè (ÀÂÀ èëè ÀÂÀ ÑÀ). Íà äëèòåëüíîå âðå-
ìÿ îíà ñòàíîâèòñÿ ýñòåòè÷åñêèì èäåàëîì ìóçûêàëüíîé ôîðìû.

Ïðîñòðàíñòâî . Àôîðèçì Àðòóðà Îíåããåðà (ìóçûêà – ýòî ãåîìåòðèÿ,
äâèæóùàÿñÿ âî âðåìåíè; ñì. Îíåããåð 1985: 112), êàê íåëüçÿ òî÷íåå õàðàê-
òåðèçóåò àáñòðàêòíûé îáðàçíûé ðÿä, âîçíèêàþùèé ïðè âîñïðèÿòèè
ìóçûêàëüíîãî ïðîèçâåäåíèÿ ÷åðåç ïîíÿòèå ìåëîäè÷åñêîé ëèíèè, ïëîò-
íîñòè è ðàçðåæ¸ííîñòè ñîïðîâîæäåíèÿ è ò . ä. Â øèðîêîì ïëàíå ðàçäå-
ëåíèå ìóçûêàëüíîé òêàíè íà ðåëüåô è ôîí â îäíîâðåìåííîñòè íîñèò
÷èñòî ïðîñòðàíñòâåííûé õàðàêòåð. Êàòåãîðèÿ ïðîñòðàíñòâà òàêæå îêà-
çûâàåòñÿ ñâÿçàííîé ñ ïîíÿòèåì ôîðìû. È íå òîëüêî êàê îáîçíà÷åíèå
áóêâåííîé ñõåìîé ôîðìû-ðåçóëü òàòà, ôîðìû-êðèñòàëëà, íî êàê ÿâëå-
íèå ñîáñòâåííî  ï ð î ñ ò ð à í ñ ò â å í í î é  ê î í ô è ã ó ð à ö è è . Ñàìûé òè-
ïè÷íûé ñëó÷àé å¸ ïðîÿâëåíèÿ – ôàêòóðíûå ôîðìóëû àêêîìïàíåìåíòà,
èìåþùèå íàãëÿäíûé âèçóàëüíûé îáëèê (â âàëüñàõ, ìàðøàõ è ò . ä.)2. Ñîá-
ñòâåííî ïðîñòðàíñòâåííîé ôîðìîé îáëàäàþò òàêèå ìóçûêàëüíûå ÿâëå-
íèÿ, êàê ñòðîåíèå çâóêîðÿäîâ è àêêîðäîâ, íåñóùèå íà ñåáå îòïå÷àòîê
ôóíäàìåíòàëüíîãî ñâîéñòâà ïðîñòðàíñòâà – çåðêàëüíîé ñèììåòðèè 3.

íèé ìàòåðèàëà (îáðàùåíèé àêêîðäà, òåìû èëè äâîéíîé êîíòðàïóíêò); 3) ôàê-
òè÷åñêàÿ àäåêâàòíîñòü îðãàíèçàöèè ìóçûêàëüíîé òêàíè ïðîñòðàíñòâåííî-âðå-
ìåííîìó èñêó ññòâó òàíöà (ìîíîäèÿ,  àêêîðäîâûå êîëîííû  è ïîëèôîíè÷åñêèå
øåðåíãè èëè äâóõãîëîñíûå ïà-äå-äå è ïð.).

2 Ðàññìàòðèâàÿ Àðàáñêèé òàíåö èç áàëåòà Ïåòðà ×àéêîâñêîãî Ùåëêóí÷èê, Àëåê-
ñàíäð Ëþáëèíñêèé îáðàùàåò âíèìàíèå íà ñëåäóþùåå: èñïîëíåíèå íà ðîÿëå ñî-
îòâåòñòâóþùåé ôèãóðû àêêîìïàíåìåíòà òðåáóåò äâèæåíèÿ ðóê, àíàëîãè÷íûõ äâè-
æåíèþ íîã â òàíöå. Ïðè÷èíà çàêëþ÷àåòñÿ, ïî-âèäèìîìó , â îáùíîñòè ïñèõî-ôèçèî-
ëîãè÷åñêîãî îùóùåíèÿ  (Ëþáëèíñêèé 1972: 29) .

3 Êàê èçâåñòíî, òåíäåíöèÿ ê îáîñíîâàíèþ íåêîòîðûõ ÿâëåíèé ìóçûêè ÷åðåç
çåðêàëüíûå îòðàæåíèÿ óõîäèò êîðíÿìè â äàë¸êîå ïðîøëîå. Èõ ïðåäïîñûëêè îò-
÷àñòè êðîþòñÿ â çåðêàëüíî-ñèììåòðè÷íîì ñòðîåíèè ñàìîãî ÷åëîâå÷åñêîãî òåëà
è â ñîâåðøåíèè èì çåðêàëüíî-ñèììåòðè÷íûõ ïîç è äâèæåíèé â òàíöå – îäíîì
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Íîòíàÿ çàïèñü, êîòîðóþ Þðèé Ò þëèí ñ÷èòàåò óñëîâíî îòðàæàþùåé
îñíîâíûå ñâîéñòâà ìóçûêàëüíûõ ÿâëåíèé  (Òþëèí 1966: 18), ïî ñóòè ÿâëÿ-
åòñÿ ã å î ì å ò ð è ÷ å ñ ê î é  ì î ä å ë ü þ  ìóçûêàëüíîãî âûñîòíîãî ïðî-
ñòðàíñòâà, èçîìîðôíî îòîáðàæàþùåé âåëè÷èíó ïðîñòðàíñòâåííûõ
îáúåêòîâ è èõ ðàçíîìàñøòàáíóþ ôîðìó , ïåðåâåä¸ííóþ èç à óäèàëüíîãî â
âèçóàëüíûé îáðàç.

Ìåñòî . Ñòðóêòóðèðîâàíèå îêòàâíîãî çâóêîðÿäà êâèíòîé è êâàðòîé
âëèÿåò íà ïîñëåäóþùèå ïðîñòðàíñòâåííûå ôîðìû (çåðêàëüíî-ñèììåò-
ðè÷íûå ñðåäíåâåêîâûå ëàäû – àâòåíòè÷åñêèé è ïëàãàëüíûé). Îíè, â ñâîþ
î÷åðåäü, âîçäåéñòâóþò íà ïðîñòðàíñòâåííóþ ôîðìó ìåëîäèè, ñîçäàâàÿ
çåðêàëüíî-ñèììåòðè÷íûå âàðèàíòû êîìáèíàöèé ýòèõ çâóêîðÿäíûõ çîí
â êà÷åñòâå ì å ñ ò à  å¸ â çâóêîðÿäå ëàäà (Áåðãåð 2011: 38–43). Â ìåíüøåì
ìàñøòàáå, óñëîâíî íàçâàííîì ìåëîäè÷åñêîé ëåêñèêîé, ñàìûå ðàñïðîñ-
òðàí¸ííûå ìåëîäè÷åñêèå îáîðîòû èìåþò ñðàâíèòåëüíî íåáîëüøîå ÷èñëî
ñòðîãèõ çåðêàëüíî-ñèììåòðè÷íûõ ìàòðèö, êàæäàÿ èç êîòîðûõ ïðèâÿçàíà
ê îïðåäåë¸ííîìó ìåñòó (òî÷êå) – îäíîé èç êàðêàñíûõ ñòóïåíåé (Áåðãåð
2010: 78–99). Ìåëîäè÷åñêèå îáîðîòû, òèðàæèðó åìûå íà îñíîâå ýòèõ
ìàòðèö â áåñêîíå÷íîì ÷èñëå âàðèàíòîâ, âûïîëíÿþò òåìîîáðàçóþùóþ
ðîëü â ïðîèçâåäåíèÿõ êîìïîçèòîðîâ ðàçíûõ ýïîõ. Ñàìà òî÷êà, èìåþ-
ùàÿ îïðåäåë¸ííûå ïðîñòðàíñòâåííûå êîîðäèíàòû â ðîëè ñòóïåíè çâó-
êîðÿäà èëè òîíà àêêîðäà, ñòàíîâèòñÿ ìåñòîì íàõîæäåíèÿ çâóêà, ïðèêðåï-
ëåíèÿ îñíîâíîãî òîíà àêêîðäà, òîíàëüíîñòè.

Äåéñòâèå ñâÿçûâàåòñÿ ñ ïîâåäåíèåì èñïîëíèòåëÿ, êîíòðîëèðó åìûì
åãî ñîçíàíèåì. Ýòîìó ïîíÿòèþ ñîîòâåòñòâóþò òàêæå ÿâëåíèÿ ëàäîâîé
ôóíêöèîíàëüíîñòè, îòðàæ¸ííûå â òåðìèíàõ òÿãîòåíèå , ðàçðåøåíèå,

èç ïåðâûõ âèäîâ èñêóññòâà, â êîòîðîì çåðêàëüíàÿ ñèììåòðèÿ ïîëó÷àåò âèçóàëüíî-
êèíåñòåòè÷åñêîå âîïëîùåíèå. Â òåîðèè ãàðìîíè÷åñêîé ïðîòèâîïîëîæíîñòè
Àëåêñàíäð Äîëæàíñêèé (Äîëæàíñêèé 1973: 47) ïîäíèìàåò ïðîáëåìó çåðêàëüíîé
ñèììåòðè÷íîñòè çâóêîðÿäîâ ðàçëè÷íûõ ëàäîâ. Ïî âûâîäàì àâòîðà çåðêàëüíî-
ñèììåòðè÷íûìè îêàçûâàþòñÿ íå ïðèâû÷íî ïðîòèâîïîñòàâëÿåìûå íàìè ìàæîð
(èîíèéñêèé) è ìèíîð (ýîëèéñêèé), à èîíèéñêèé è ôðèãèéñêèé è ò . ä. Â ñèëó
ýòîãî îíà íå âîñïðèíèìàåòñÿ êàê ãàðìîíè÷åñêè ñîâåðøåííàÿ. Ïðè ðàçäåëåíèè
îêòàâíîãî çâóêîðÿäà íà çîíó êâèíòû  è êâàðòû, èìåþùåå êîðíè â âûñêàçûâàíèÿõ
åù¸ Ãâèäî Àðåòèíñêîãî, â òåîðèè ãàðìîíè÷åñêîé ïðîòèâîïîëîæíîñòè âñ¸ âñòà¸ò
íà ìåñòî , îáðàçóÿ ëîãè÷åñêîå åäèíñòâî (Áåðãåð 2011: 38–43). Çåðêàëüíî-ñèììåò-
ðè÷íûìè â çîíå êâèíòû îêàçûâàþòñÿ ìàæîð–ìèíîð (÷òî ñîîòâåòñòâó åò çåðêàëü-
íîé ñèììåòðè÷íîñòè ìàæîðíîãî è ìèíîðíîãî òðåçâó÷èé Äæîçåôôî Öàðëèíî ;
Zarlino 1958) è ëèäèéñêèé–ôðèãèéñêèé, à â çîíå êâàðòû – äîðèéñêèé–ìèêñî-
ëèäèéñêèé è âñå âèäû ìàæîðà è ìèíîðà.
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óñòîé÷èâîñòü, íåóñòîé÷èâîñòü. Íàèáîëåå ÿðêî è òî÷íî ýòè äåéñòâèÿ îò-
ðàæåíû â ñèñòåìå ôóíêöèîíàëüíî-ãàðìîíè÷åñêîé àêêîðäîâîé òðèàäû
T–S–D, âûâåäåííîé Æàíîì-Ôèëèïïîì  Ðàìî (Rameau 1722). Õàðàêòåð-
íî, ÷òî íîòíî-ãðàôè÷åñêîå îòîáðàæåíèå çâóêîâîãî ñîñòàâà ôóíêöèé
âûÿâëÿåò çàêîí çåðêàëüíîé ñèììåòðèè.

Åäèíñòâî. Ñòàáèëüíîñòüþ çâóêîðÿäà ìàæîðà è ìèíîðà õàðàêòåðèçó-
åòñÿ òîíàëüíàÿ ñèñòåìà, íå ïîòåðÿâøàÿ àêòóàëüíîñòè äî ñåãîäíÿøíåãî
äíÿ. Åãî íàðóøåíèå â ïðîöåññå çâó÷àíèÿ ìîæåò íîñèòü êðàòêîâðåìåííûé
õàðàêòåð àëüòåðàöèè, îáîñòðÿþùåé ôóíêöèîíàëüíîñòü è îäíîâðåìåí-
íî ó ñèëèâàþùåé ôîíèçì, êîãäà âîññòàíîâëåíèå çâóêîðÿäíîãî åäèíñòâà
ïðîèñõîäèò ñðàçó æå. Áîëåå äëèòåëüíîå èçìåíåíèå çâóêîðÿäà ñâèäåòåëü-
ñòâóåò î ìîäóëÿöèè, ðåçóëüòàòîì ÷åãî ñòàíîâèòñÿ ïðîëîíãèðîâàííîå âî
âðåìåíè ïîñëåäóþùåå óòâåðæäåíèå îñíîâíîé òîíàëüíîñòè. Èçìåíåíèå
óñòîÿâøåéñÿ ñòðóêòóðû çâóêîðÿäà â ïðîöåññå ýâîëþöèè ìóçûêàëüíîãî
ÿçûêà ñâèäåòåëüñòâóåò î ñìåíå ñòèëÿ.

Àêêîðä, â îòëè÷èå îò îòäåëüíîãî òîíà, ñïîñîáåí áûòü ðåïðåçåíòàí-
òîì  ëàäîâîé ñèñòåìû, òàê êàê â êà÷åñòâå ãàðìîíè÷åñêîé åäèíèöû îí
èçíà÷àëüíî ÿâëÿåòñÿ âåðòèêàëüíûì èíòîíàöèîííûìè áëîêîì. Èñòîðè-
÷åñêè ñëîæèëàñü ñèòóàöèÿ, ïðè êîòîðîé íà ðîëü ïðåäñòàâèòåëåé ëàäîâîé
ñèñòåìû ïóò¸ì òùàòåëüíîãî îòáîðà áûëè âûáðàíû àêêîðäû òåðöîâîãî
ñòðîåíèÿ. Äëÿ êëàññè÷åñêîé ãàðìîíèè ñ å¸ îïîðîé íà öåíòðàëèçîâàí-
íóþ ëàäîâóþ ñèñòåìó (òîíàëüíîñòü) õàðàêòåðíî åäèíñòâî çâóêîâîãî ñî-
ñòàâà ãîðèçîíòàëüíîé (çâóêîðÿä) è âåðòèêàëüíîé (àêêîðä) ïðîñòðàí-
ñòâåííûõ ôîðì: òîíàìè àêêîðäîâ ÿâëÿþòñÿ ñòóïåíè ëàäà 4. Äëÿ àêêîðäîâ
ãàðìîíè÷åñêîé òðèàäû õàðàêòåðíî åäèíñòâî  ñ ò ð ó ê ò ó ð û ,  ô ó í ê ö è è
è  ñòó ïå íåâ îé  ï ðè íàäëåæí îñòè . Â èçîëèðîâàííîì çâó÷àíèè êîí-
öåíòðèðîâàòü â ñåáå îáå ñòîðîíû ëàäà, ôîíè÷åñêóþ (ìàæîð, ìèíîð,
àáñîëþòíóþ âûñîòó) è ôóíêöèîíàëüíóþ (òîíèêà), ñïîñîáíû êîíñîíè-
ðóþùèå òðåçâó÷èÿ ñ îáðàùåíèÿìè. Íàäåëåíèå èõ ôóíêöèÿìè äîìèíàíòû
è ñóáäîìèíàíòû îêàçûâàåòñÿ âîçìîæíûì òîëüêî â êîíòåêñòå ìóçûêàëü-
íîãî äâèæåíèÿ 5. Èç äèññîíèðóþùèõ àêêîðäîâ ìàëûé ìàæîðíûé ñåïòàê -

4 Â ìîäàëüíîé ñèñòåìå, íàïðèìåð, ïðè çâóêîðÿäå ñ îäíèì áåìîëåì ìîãëè ïî-
ÿâëÿòüñÿ àêêîðäû (ïðåèìóùåñòâåííî ìàæîðíûå òðåçâó÷èÿ) ïî÷òè íà ëþáîé
ñòóïåíè, âñëåäñòâèå ÷åãî çâóêîâîé ñîñòàâ âåðòèêàëè ñóùåñòâåííî îòëè÷àëñÿ îò
ãîðèçîíòàëè. Ýâîëþöèÿ ìóçûêàëüíîãî ÿçûêà â îáëàñòè ãàðìîíèè ïðèâîäèò â
íàñòîÿùåå âðåìÿ ê òîìó , ÷òî â ñîâðåìåííîé ëàäîâîé îðãàíèçàöèè ëþáîé àêêîðä
ìîæåò ïîÿâèòüñÿ íà ëþáîé ñòóïåíè.

5 Òðåçâó÷èå A dur, êîòîðûì îòêðûâàåòñÿ II  ÷àñòü Ïåðâîãî Áðàíäåíáóðãñêîãî
êîíöåðòà Áàõà, ïðåâðàùàåòñÿ â äîìèíàíòîâîå áëàãîäàðÿ ìåëîäè÷åñêîìó îáî-
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êîðä âîñïðèíèìàåòñÿ ïðåæäå âñåãî êàê äîìèíàíòîâûé (V
7
), à ìàëûé

ìèíîðíûé è ìàëûé óìåíüø¸ííûé àêêîðäû – êàê ñóáäîìèíàíòîâûé (II
7
).

Ïðîÿâëåíèå ìàëûì ìàæîðíûì ñåïòàêêîðäîì ôóíêöèè ñóáäîìèíàíòû
(àëüòåðèðîâàííîé) îñóùåñòâëÿåòñÿ òîëüêî â êîíòåêñòå, à ñìåíà äîìè-
íàíòîâîé ôóíêöèè íà ñóáäîìèíàíòîâóþ ñòàíîâèòñÿ äðàìàòè÷åñêèì ìî-
ìåíòîì ðàçðóøåíèÿ èíåðöèè òîíàëüíîãî äâèæåíèÿ â ýíãàðìîíè÷åñêèõ
ìîäóëÿöèÿõ. Íàðóøåíèåì åäèíñòâà ñòðóêòóðû, ôóíêöèè è ñòóïåíåâîé
ïðèâÿçêè àêêîðäà õàðàêòåðèçóåòñÿ ñìåíà ñòèëÿ. Â ðîìàíòè÷åñêîé ãàð-
ìîíèè ìàëûé óìåíüø¸ííûé ñåïòàêêîðä ïåðåìåùàåòñÿ ñî ñâîåãî ìåñòà
(II

7
) íà âñå ñòóïåíè, âõîäÿùèå â êîìïëåêñ ñóáäîìèíàíòû, ñîõðàíÿÿ ñâîþ

ôóíêöèþ 6.
Åäèíñòâî ìåñòà, âðåìåíè è äåéñòâèÿ â ìóçûêàëüíîì ïðîèçâåäåíèè

ìîæåò ïðîÿâëÿòü ñåáÿ áóêâàëüíî, êàê ïðåäîïðåäåë¸ííîñòü ñèòóàöèé.
Íà÷àëî ïðîöåññóàëüíîé ôîðìû (âðåìÿ) ñâÿçàíî ñ òîíè÷åñêîé ôóíêöè-
åé (äåéñòâèå), ïðåäñòàâèòåëåì êîòîðîé ÿâëÿåòñÿ àêêîðä íà I ñòóïåíè
(ìåñòî). Èíîãäà ïðåáûâàíèå íà I ñòóïåíè ðàñòÿãèâàåòñÿ ïî âðåìåíè (òî-
íè÷åñêèé îðãàííûé ïóíêò) è âêëþ÷àåò ñóáäîìèíàíòîâûå è äàæå äîìè-
íàíòîâûå àêêîðäû. Íà÷àëî ñ I

6
 õàðàêòåðíî äëÿ âòîðûõ ïðåäëîæåíèé èëè

ïîáî÷íûõ ïàðòèé (ñì., íàïðèìåð, ñîíàòû Âîëüôãàíãà Àìàäåÿ Ìîöàðòà

ðîòó â ïàðòèè ãîáîÿ, âåäóùåãî îñíîâíóþ ìåëîäèþ. Ïðåâðàùåíèå òðåçâó÷èé  fis
moll è a moll, êîòîðûìè íà÷èíàþòñÿ ñðåäíèå ðàçäåëû â ïüåñå ×àéêîâñêîãî Íà
òðîéêå èç öèêëà Âðåìåíà ãîäà, â àêêîðäû II  ñòóïåíè òîíàëüíîñòåé E dur è G dur
îáóñëîâëåíî ïîñëåäóþùèì ïîÿâëåíèåì äîìèíàíò ýòèõ òîíàëüíîñòåé. Ò îíàëü-
íàÿ êðàñêà ïðåîáëàäàåò â âîñïðèÿòèè ýòèõ òðåçâó÷èé, áëàãîäàðÿ ïðåæäå âñåãî
èõ í à ÷ à ë ü í î ì ó  ïîëîæåíèþ â öåëîì ïðîèçâåäåíèè èëè åãî ðàçäåëå, âñëåä-
ñòâèå ÷åãî îíè ïðåâðàùàþòñÿ â ëîæíûå  òîíèêè. Àíàëîãè÷íàÿ ñèòóàöèÿ ìîæåò
ïðîèñõîäèòü è â ìîìåíòàõ, çàâåðøàþùèõ ïîñòðîåíèå, êàê ýòî èìååò ìåñòî, íà-
ïðèìåð, â ïüåñå Äóìêà  ×àéêîâñêîãî: îñòàíîâêàìè íà V ìèíîðíîé ñòóïåíè, à çà-
òåì íà íàòóðàëüíîì VII 6 ìãíîâåííî âñïëûâàþò êðàñêè òîíàëüíîñòåé g moll è B
dur. Â îáîèõ ñëó÷àÿõ ïîÿâëåíèå òðåçâó÷èÿ îáðàçóåò åäèíñòâî ñ ôîðìîé. Êîí-
òåêñò ñåðåäèííîãî êàäàíñà (Äóìêà ) íàîáîðîò , îêàçûâàåòñÿ ñïîñîáíûì ïîãàñèòü
òîíàëüíóþ êðàñêó G dur äîìèíàíòîâîé ôóíêöèåé, îäíîçíà÷íî âûÿâëåííîé  ïîñëå
ñóáäîìèíàíòû.

6 Åãî ïðèìîé  îêàçûâàåòñÿ VI  ñòóïåíü (Òðèñòàí-àêêîðä Âàãíåðà), IV  ñòóïåíü
(ðàõìàíèíîâñêèé àêêîðä è àêêîðä èç âñòóïëåíèÿ óâåðòþðû ×àéêîâñêîãî Ðîìåî
è Äæóëüåòòà), I  ñòóïåíü (â áàëåòå ×àéêîâñêîãî Ùåëêóí÷èê, â ôðàãìåíòå ïåðåä
ýïèçîäîì ðîñòà ¸ëêè, èëè â ìåëîäè÷åñêîì îáîðîòå íà÷àëà Ñåðåíàäû èç öèêëà
Ïåñíè è ïëÿñêè ñìåðòè Ìîäåñòà Ìó ñîðãñêîãî) è IV# ñòóïåíü ( Ave Maria Ôðàíöà
Øóáåðòà è òåìà ïîáî÷íîé ïàðòèè Øåñòîé ñèìôîíèè ×àéêîâñêîãî). Ïîçäíåå
îí, òàê æå êàê è ìàëûé ìèíîðíûé, ìîæåò ñòàíîâèòüñÿ òîíèêîé.
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Ê. 310 è Ê. 545). Â òî æå âðåìÿ íà÷àëî ïðîèçâåäåíèÿ ñ òîíè÷åñêîãî ñåê-
ñòàêêîðäà, êàê, íàïðèìåð, â Ïðåëþäèè Ôðèäåðèêà Øîïåíà e moll, óêà-
çûâàåò íà ñìåíó ñòèëÿ. Êàäàíñîâàÿ ñèòóàöèÿ ïî ñâîåìó ìåñòó ïðèâÿçàíà
ê V ñòóïåíè (Ê, D – íà V , à S – íà IV èëè VI). Íà ýòîé îñíîâå ôîðìèðó åò-
ñÿ ëèíèÿ áàñà (êàê, íàïðèìåð, â èçâåñòíîì Ìåíóýòå d moll Áàõà, BWV
Anhang 132), íîðìàòèâ êîòîðîãî îñåäàåò â ïàìÿòè è ñîõðàíÿåò óçíàâàå-
ìîñòü äàæå â ñëó÷àå, êîãäà ýòà ëèíèÿ ïîïàäàåò â âåðõíèé ãîëîñ (òåìà
ôèíàëà ×åòâ¸ðòîé ñèìôîíèè Èîãàííåñà Áðàìñà).

Ïðîãíîç ìàñøòàáà ìóçûêàëüíûõ ïîñòðîåíèé, îïèðàþùèéñÿ íà åäèí-
ñòâî ìåñòà, âðåìåíè è äåéñòâèÿ, ñâÿçàí ñ îæèäàíèåì êàäàíñà â îïðåäåë¸í-
íîé òî÷êå âðåìåííîãî ðÿäà. Îí ìîæåò ïðîèñõîäèòü ñ îïîðîé êðàòêîâðå-
ìåííîé (îïåðàòèâíîé) ïàìÿòè íà ìàòåðèàë ïðåäûäóùåãî, óæå çíàêîìîãî
çâó÷àíèÿ, ÷òî õàðàêòåðíî äëÿ âîñïðèÿòèÿ íàìè ðåïðèçíûõ ðàçäåëîâ. Îí
æå ìîæåò îïèðàòüñÿ íà õðàíÿùèåñÿ â äîëãîâðåìåííîé ïàìÿòè ñòåðåîòè-
ïû îòíîøåíèé â ôóíêöèîíàëüíîé òðèàäå. Îñòàíîâèìñÿ íà íåêîòîðûõ
èç íèõ. Â âîïðîñíî-îòâåòíîé ñòðóêòóðå T–D–D–T âðåìåííóé ìàñøòàá
îòâåòà ñîîòâåòñòâóåò âîïðîñó (Ìîöàðò , Ôàíòàçèÿ d moll; Ëþäâèã âàí
Áåòõîâåí, Ñîíàòà ¹ 17 îð. 31 ¹ 2, ôèíàë; è ò . ä.). Ëþáàÿ îñòàíîâêà íà
äîìèíàíòå âñåãäà ïðèâîäèò ê îòñðî÷åííîìó , ê äèñòàíòíîìó  – å¸ ðàçðå-
øåíèþ 7. Âîïðîñíî-îòâåòíàÿ ñòðóêòóðà äåéñòâó åò íà ðàçíûõ ìàñøòàáíûõ
óðîâíÿõ: 1) ñåðåäèííûé ïîëîâèííûé (íåïîëíûé) êàäàíñ â ïåðèîäå (äî-
ìèíàíòà íà V ñòóïåíè îáû÷íî â ÷¸òíîì òàêòå) – îòâåò â êîíöå âòîðîãî
ïðåäëîæåíèÿ; 2) îñòàíîâêà íà äîìèíàíòå (íà V ñòóïåíè ïîáî÷íîé èëè
îñíîâíîé òîíàëüíîñòè) ïåðåä ïîáî÷íîé ïàðòèåé – îòâåò â êîíöå ýêñïî-
çèöèè; 3) êîíåö ýêñïîçèöèè â òîíàëüíîñòè äîìèíàíòû – çàäàí âîïðîñ
ãëîáàëüíîãî ìàñøòàáà, îòâåò íà êîòîðûé áóäåò òîëüêî ê êîíöó âñåé ôîð-
ìû; 4) äîìèíàíòîâûé îðãàííûé ïóíêò ïåðåä ðåïðèçîé – ñèìâîë ïîâî-
ðîòà îáðàòíî, âîçâðàùåíèå, îòâåò èìååò íå òî÷å÷íóþ, à ïðîñòðàííóþ
ôîðìó , ïî ìàñøòàáó ðàâíóþ ðåïðèçå. Â ðåïðèçå óçíà¸òñÿ îñíîâíàÿ òî-
íàëüíîñòü, ñðàáàòûâàåò ïàìÿòü íà àáñîëþòíóþ âûñîòó .

Äëèòåëüíîñòü âðåìåíè îò ìîìåíòà îñòàíîâêè íà äîìèíàíòå äî ïðåä-
ñëûøàíèÿ ìîìåíòà å¸ ðàçðåøåíèÿ â îïðåäåë¸ííîé òî÷êå âðåìåíè (çà-
êëþ÷èòåëüíîì êàäàíñå) âïëîòü äî î÷åíü áîëüøèõ ïðîìåæóòêîâ ñîçäà¸ò
óñëîâèÿ äëÿ ñîõðàíåíèÿ ñëóøàòåëüñêîãî âíèìàíèÿ, òî åñòü äëÿ âîçíèê-
íîâåíèÿ êðóïíîé ìóçûêàëüíîé ôîðìû. Ïðîãíîç ìóçûêàëüíîé ôîðìû
ïðè å¸ âîñïðèÿòèè, ïðåäïîëàãàþùèé íåêóþ çàäàííîñòü  â å¸ ðàçâ¸ðòû-

7 Ïîýòîìó íà÷àëî îòâåòíîãî ïîñòðîåíèÿ ìîæåò áûòü è ñ S, êàê, íàïðèìåð, â
òåìå ãëàâíîé ïàðòèè ïåðâîé ÷àñòè Ñèìôîíèè Éîçåôà Ã àéäíà ¹103 , Es dur.
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âàíèè, èíîãäà íàðóøàåòñÿ íåïðåäâèäåííûìè – íåïðåäñëûøàííûìè  –
ñèòóàöèÿìè. Íåîæèäàííîå ïîÿâëåíèå äàë¸êèõ ïî òîíàëüíîñòè, òåìàòèçìó ,
ñòðóêòóðå è ôàêòóðíîìó îôîðìëåíèþ ýëåìåíòîâ ìîæåò ïðåðûâàòü ñðàâ-
íèòåëüíî èíåðöèîííîå òå÷åíèå ôîðìû. Äëÿ õàðàêòåðèñòèêè îáîçíà÷åí-
íûõ ñèòóàöèé â ìóçûêîâåäåíèè ñóùåñòâóþò îòäåëüíûå òåðìèíû, îäíà
èç ôóíêöèé êîòîðûõ – äàòü â ïîíÿòèè òî÷íûé îáðàç ïðîèñõîäÿùèõ ÿâëå-
íèé. Òàê, íàïðèìåð, ñäâèã èëè ïðîðûâ  â ïîáî÷íîé ïàðòèè, ïîÿâëÿþùèéñÿ
íåçàäîëãî äî êàäàíñà è ðàñøèðÿþùèé ìàñøòàáû ðàçäåëà, ñòàíîâèòñÿ
îäíèì èç ó ñëîâèé äðàìàòóðãèè ñîíàòíîé ôîðìû.

Îäíèì èç ÿðêèõ ìóçûêîâåä÷åñêèõ ïîíÿòèé, èìåþùèõ îòíîøåíèå ê
îáîçíà÷åíèþ îïèñàííûõ ñèòóàöèé, ÿâëÿåòñÿ òåðìèí âòîðãàþùèéñÿ. Â
îáèõîäíîì çíà÷åíèè âòîðæåíèå  – ýòî âíåçàïíîå ïîÿâëåíèå ÷åãî-òî èíî-
ðîäíîãî, ðàçðóøàþùåãî èíåðöèþ ó ñòîÿâøèõñÿ îòíîøåíèé. Ðàññóæäàÿ
÷èñòî òåîðåòè÷åñêè, îòìåòèì, ÷òî â ìóçûêå âòîðãàþùèéñÿ ýëåìåíò ìîæåò
âûñòóïèòü â äâóõ ðîëÿõ: à) îí ìîæåò ðàçðóøèòü êàäàíñ – òîãäà ôîðìà
èä¸ò íà ðàñøèðåíèå; á) îí ìîæåò ðàçðóøèòü ïðåäïîëàãàåìîå òå÷åíèå ðàç-
äåëà, çàâåðøèâ åãî ðàíüøå âðåìåíè, òîãäà ôîðìà èä¸ò íà ñîêðàùåíèå.
Ñèòóàöèÿ, êîãäà êîíåö ïðåäûäóùåãî è íà÷àëî ïîñëåäóþùåãî ïîñòðîå-
íèÿ ñîâïàäàþò âî âðåìåíè, òðàäèöèîííî îïðåäåëÿåòñÿ êàê âòîðãàþùèéñÿ
êàäàíñ. Äàííîå ïîíÿòèå îêàçûâàåòñÿ â ðÿäó òàêèõ âèäîâ êàäàíñà, êàê
ñåðåäèííûé, çàêëþ÷èòåëüíûé è äîïîëíèòåëüíûé. Â ìóçûêàëüíûõ ïðè-
ìåðàõ, êîòîðûìè èëëþñòðèðóþòñÿ ðàññìàòðèâàåìîå ïîíÿòèå, îáû÷íî
èìååò ìåñòî çàêëþ÷èòåëüíûé êàäàíñ, â êîòîðîì àêêîðä, ñëåäóþùèé çà
êàäàíñîâîé äîìèíàíòîé, áîëüøåé ÷àñòüþ îêàçûâàåòñÿ êîíñîíàíñîì è
ñòàíîâèòñÿ íà÷àëüíîé òîíèêîé ïîñëåäóþùåãî ðàçäåëà.

Íà ïðîåöèðó åìûé çàêëþ÷èòåëüíûì êàäàíñîì ìîìåíò çàâåðøåíèÿ
(íà âðåìÿ îæèäàåìîé òîíèêè) íàêëàäûâàåòñÿ íà÷àëî íîâîãî ðàçäåëà, ÷òî
äåéñòâèòåëüíî ñîîòíîñèìî ñ õàðàêòåðèñòèêîé âòîðãàþùèéñÿ… Âåñü âîï-
ðîñ òîëüêî â òîì, ÷òî  è êóäà âòîðãàåòñÿ, ÷òî è ÷åì ðàçðóøàåòñÿ. Ïðè çà-
âåðøåíèè çàêëþ÷èòåëüíîãî êàäàíñà îæèäàåìîé òîíèêîé ñàì êàäàíñ íå
ÿâëÿåòñÿ ïîñòðàäàâøèì  è âîñïðèíèìàåòñÿ ñîñòîÿâøèìñÿ, êàê, íàïðè-
ìåð, ýòî èìååò ìåñòî íà ãðàíè âñòóïëåíèÿ è ãëàâíîé ïàðòèè â Âîñüìîé
(Ïàòåòè÷åñêîé ) ôîðòåïèàííîé  ñîíàòå Áåòõîâåíà. Ñìåíà ëàäîâîãî íà-
êëîíåíèÿ ñ ìèíîðà íà ìàæîð â êàäàíñàõ ìóçûêè áàðîêêî íå âîñïðèíè-
ìàåòñÿ êàê èõ íàðóøåíèå è íå òðåáóåò ïðîäîëæåíèÿ 8. Îáðàòíàÿ ñìåíà

8 Â ôèíàëå æå ×åòâ¸ðòîé ñèìôîíèè Áðàìñà ñ åãî íà÷àëîì ñ  àêêîðäà a moll
(IV 6 ïî îòíîøåíèþ ê e moll) ïîäìåíà ëàäîâîãî íàêëîíåíèè òîíèêè, çàâåðøàþ-
ùåé òåìó Ïàññàêàëèè, ñ  e moll íà E dur íàäåëÿåò ýòîò àêêîðä äîïîëíèòåëüíîé
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âîñïðèíèìàåòñÿ êàê ïðåðâàííûé êàäàíñ è òðåáó åò ïðîäîëæåíèÿ (êàê ýòî
èìååò ìåñòî, íàïðèìåð, â èçâåñòíîì Largo appassionato èç Âòîðîé ôîð-
òåïèàííîé ñîíàòû Áåòõîâåíà). Ò î æå ïðîèñõîäèò è ïðè çàìåíå çàêëþ-
÷èòåëüíîé òîíèêè â êàäàíñå VI ñòóïåíüþ (â ò . ÷. è íèçêîé). Â ýòèõ ñëó÷àõ
êàäàíñ òåðÿåò ñâîþ öåëîñòíîñòü, åñòåñòâåííîå òå÷åíèå ïðåäûäóùåãî
ðàçäåëà, âåäóùåå ê åãî çàâåðøåíèþ, ïðåðûâàåòñÿ ïîÿâëåíèåì íîâîãî
í à ÷ à ë à. Àíàëîãè÷íûå ÿâëåíèÿ ÷àñòî èìåþò ìåñòî â îáû÷íîì ðàçãî-
âîðå, êîãäà ðå÷ü ãîâîðÿùåãî ïåðåáèâàåòñÿ ðå÷üþ äðóãîãî ó÷àñòíèêà, íå
äàþùåãî ïåðâîìó çàâåðøèòü âûñêàçûâàíèå. Â ýòèõ ñèòóàöèÿõ õàðàêòå-
ðèñòèêà âòîðãàþùèéñÿ ïî âñåé âåðîÿòíîñòè äîëæíà îòíîñèòüñÿ îòíþäü
íå ê êàäàíñó. Ñëó÷àè íåïðåäâèäåííîãî, íåîæèäàííîãî íà÷àëà íîâîãî ðàç-
äåëà â ïðîãíîçèðó åìîé êîíå÷íîé âðåìåííîé òî÷êå êàäàíñà ïðàâèëüíåå
îáîçíà÷èòü ïîíÿòèåì âòîðãàþùèéñÿ ðàçäåë, êîòîðîå â áîëüøåé ñòåïåíè
ñîîòâåòñòâóåò õóäîæåñòâåííî-âûðàçèòåëüíîé çíà÷èìîñòè õàðàêòåðèçó-
åìîé ñèòóàöèè. Âòîðãàþùèéñÿ ðàçäåë ìîæåò ïîÿâèòüñÿ êîãäà óãîäíî, íå
îáÿçàòåëüíî â êàäàíñå. Åãî ïîÿâëåíèå âñåãäà äèíàìèçèðó åò ôîðìó , ñòà-
íîâèòñÿ ÿðêèì ìîìåíòîì äðàìàòóðãèè, à îòðàæàþùåå åãî àäåêâàòíîå ïî-
íÿòèå íàñòðàèâàåò èñïîëíèòåëÿ íà ñîîòâåòñòâóþùóþ èíòåðïðåòàöèþ.

×òî æå êàñàåòñÿ ïîíÿòèÿ âòîðãàþùèéñÿ êàäàíñ, òî îíî òîæå ìîæåò
èìåòü ïðàâî íà ñóùåñòâîâàíèå, íî ëèøü ïðè ó ñëîâèè, ÷òî áóäåò îïðå-
äåëåíà åãî ñóòü è îáíàðóæåíû ñîîòâåòñòâóþùèå ÿâëåíèÿ â ìóçûêå. Åñëè
ïîíÿòèå âòîðãàþùèéñÿ ðàçäåë ñèìâîëèçèðó åò ðàçðóøåíèå çàêëþ÷èòåëü-
íîãî êàäàíñà, êîãäà ìóçûêàëüíàÿ ôîðìà íå ìîæåò çàâåðøèòüñÿ è, ñîîò-
âåòñòâåííî, ðàñøèðÿåòñÿ, òî ïîíÿòèå âòîðãàþùèéñÿ êàäàíñ äîëæíî ïðå-
ðûâàòü îæèäàåìîå (ò. å. èíåðöèîííîå) òå÷åíèå ôîðìû è ñòàòü ôàêòîðîì
å¸ ñóæåíèÿ, ñîêðàùåíèÿ. Êðàòêî ðàññìîòðèì îáîçíà÷åííûå ÿâëåíèÿ íà
ïðèìåðå ìóçûêè îäíîãî æàíðà è îäíîãî êîìïîçèòîðà.

Ìîöàðò , Ôàíòàçèÿ c moll (Ê. 396). Ñîïðÿæåíèå çàêëþ÷èòåëüíîãî
ðàçäåëà ñ ïðåäûäóùèì: S–K–D (15-é òàêò îò íà÷àëà ðåïðèçíîãî ðàçäåëà).
Ñòåðåîòèï êâàäðàòíîñòè çàñòàâëÿåò îæèäàòü òîíèêó (ìèíîðíóþ) â 16-ì
òàêòå. Íî çàêëþ÷èòåëüíûé êàäàíñ îêàçûâàåòñÿ íåïîëíûì (ïîëîâèííûì).
Ïðåïÿòñòâèåì ê åãî çàâåðøåíèþ ñòàíîâèòñÿ  í à ÷ à ë î  íîâîãî ðàçäåëà â
C dur. Îíî ïîïàäàåò íà âðåìÿ çàêëþ÷èòåëüíîé òîíèêè (16-é òàêò), íî
òàêîâîé íå ÿâëÿåòñÿ, òàê êàê òðåçâó÷èå äà¸òñÿ â ïîëîæåíèè òåðöèè, íå
ñâÿçàííîé ãîëîñîâåäåíèåì ñ ïðåäûäóùåé äîìèíàíòîé, ÷åì ðàçðóøàåò-
ñÿ ñòåðåîòèï ìóçûêàëüíîé ôîðìû.

äîìèíàíòîâîé ôóíêöèåé ïî îòíîøåíèþ ê íà÷àëó . Ýòî ñòàíîâèòñÿ ôàêòîðîì
ïðîãíîçà íà ïîÿâëåíèå ñëåäóþùåãî ðàçäåëà.
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Ìîöàðò , Ôàíòàçèÿ d moll (Ê. 397). Ñîïðÿæåíèå çàêëþ÷èòåëüíîãî
ðàçäåëà ñ ïðåäûäóùèì (ðåïðèçíûì ïðîâåäåíèåì 1-ãî òåìàòè÷åñêîãî
ìàòåðèàëà) îòðàæàåò ýêñïîçèöèîííóþ ñèòóàöèþ, ãäå ïîñëå ñåðåäèííî-
ãî êàäàíñà íà äîìèíàíòå d moll (8-é òàêò) âìåñòî îæèäàåìîãî ïîâòîðà âî
âòîðîì ïðåäëîæåíèè íà÷èíàåòñÿ íîâûé ðàçäåë ñ íîâîé òîíèêè a moll. Â
ðåïðèçíîì ïðîâåäåíèè òåìû K

6/4
–D çàíèìàþò 10-é òàêò îò íà÷àëà ðàç-

äåëà. Ñòåðåîòèï êâàäðàòíîñòè (îñòàíîâêà â ÷¸òíîì òàêòå) ñïîñîáñòâó åò
âîñïðèÿòèþ êàäàíñà êàê ñåðåäèííîãî òàêæå ñ îæèäàåìûì ïîâòîðîì. Íî
âìåñòî íåãî – íîâûé ðàçäåë â D dur, òîíèêà êîòîðîãî äà¸òñÿ â ïîëîæå-
íèè êâèíòîâîãî òîíà è îñîçíà¸òñÿ êàê íà÷àëüíàÿ, íå çàâèñÿùàÿ îò ïðå-
äûäóùåãî ìàòåðèàëà. Â îáîèõ ñëó÷àÿõ (ýêñïîçèöèîííîì è ðåïðèçíîì)
íà÷àëî íîâîãî ðàçäåëà, ïîïàäàþùåå íà âðåìÿ âòîðîãî ïðåäëîæåíèÿ, îêà-
çûâàåòñÿ ôàêòîðîì ðàçðóøåíèÿ ñòåðåîòèïà ôîðìû.

Ìîöàðò , Ôàíòàçèÿ Ê. 4759. Ïåðâûé è ïîñëåäíèé èç å¸ øåñòè ðàçäå-
ëîâ îáðàçóþò åäèíñòâî ïî òîíàëüíûì è òåìàòè÷åñêèì ïîêàçàòåëÿì, â ñèëó
÷åãî ïîñëåäíèé ðàçäåë ôàêòè÷åñêè ïðåäñòàâëÿåò ñîáîé ðåïðèçó10. Ïîÿâ-
ëåíèþ ðåïðèçíîãî ðàçäåëà ïðåäøåñòâó åò ïîäâîäÿùèé îðãàííûé ïóíêò
íà äîìèíàíòå 11. Âîñïðèÿòèå ðåïðèçû åñòåñòâåííî ïðîèñõîäèò íà ôîíå
ñðàâíåíèÿ ñ ýêñïîçèöèîííûì ðàçäåëîì. Ïîñëå ïðîâåäåíèÿ ïåðâîé òåìû
äàëüíåéøåå çâó÷àíèå íàñòðàèâàåò ñëóøàòåëÿ íà àíàëîãè÷íóþ íà÷àëüíî-
ìó ðàçäåëó äëÿùóþñÿ ðàçâåðíóòóþ êàíòèëåíó, â êîòîðîé íèñõîäÿùåå
äâèæåíèå ìåëîäèè øèðîêîãî äûõàíèÿ îõâàòûâàåò ðàçíûå ðåãèñòðû. Íî
ñîâåðøåííî íåîæèäàííîå ïîÿâëåíèå êàäàíñîâîãî êâàðòñåêñòàêêîðäà
ãëàâíîé òîíàëüíîñòè ñ moll áóêâàëüíî ëîìàåò è ìóçûêàëüíóþ òêàíü, è
ìóçûêàëüíóþ ôîðìó . Ðàçâèòèå âíåçàïíî îñòàíàâëèâàåòñÿ íåïðåäâèäåí-
íûì çàâåðøåíèåì ïîëíûì ñîâåðøåííûì êàäàíñîì íà òîíèêå ñ moll.
Ñëåäóþùåå çà íèì ìíîæåñòâî êàäàíñîâûõ âñïëåñêîâ â ñ moll íà ìàòå-

9 Îòñóòñòâèå êëþ÷åâûõ çíàêîâ óêàçûâàåò íà òîíàëüíîñòü C dur, òåì íå ìåíåå,
å¸ îñíîâíîé òîíàëüíîñòüþ ñòàíîâèòñÿ c moll, âûÿâëÿåìûé ÷åðåç çíàêè ïðè
íîòàõ.

10 Èíòîíàöèîííûé ñòðîé îñíîâíîé òåìû ïåðåêëèêàåòñÿ ñ ãàéäíîâñêîé òå-
ìîé II  ÷àñòè (c moll) Ñèìôîíèè ¹  103, Es dur (c– es– fis, íî áåç êâàðòîâîé çàòàê-
òîâîé èíòîíàöèè) è áàõîâñêîé òåìîé èç ôóãè g moll, ïðè÷¸ì ìîòèâ êðåñòà îêà-
çûâàåòñÿ òî÷íî âïèñàííûì â òåìó , òîëüêî ñ òîíàëüíûì èçìåíåíèåì ( g– as– c– h).

11 Ñ ìîòèâàìè,  çâó÷àùèìè â ýòîì ïîñòðîåíèè, â äàëüíåéøåì áóäóò ïåðåêëè-
êàòüñÿ ìîòèâû èç 23 ôîðòåïèàííîé ñîíàòû ( Àïàññèîíàòû ) Áåòõîâåíà (íèñõîäÿ-
ùàÿ ìåëîäè÷åñêàÿ èíòîíàöèÿ VI–V  è âîñõîäÿùàÿ èíòîíàöèÿ äîìèíàíòîâîé
òåðöèè).
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ðèàëå èç øåñòè 32-õ ôîðìàëüíî ïðåäñòàâëÿþò ñîáîé äîïîëíèòåëüíûå
êàäàíñû, à ðåàëüíî ýòî òùåòíàÿ ïîïûòêà ê ïðîäîëæåíèþ, ê óäåðæàíèþ
ôîðìû. Íî ïîñëåäíÿÿ ôàêòè÷åñêè óæå ïðåêðàòèëà ñâî¸ ñóùåñòâîâàíèå.
Òå÷åíèå ìóçûêàëüíîé ôîðìû îêàçàëîñü ðàçðóøåííûì âòîðãàþùèìñÿ
êàäàíñîì . Âìåñòî 25-òè òàêòîâ èçëîæåíèÿ ìàòåðèàëà â ýêñïîçèöèîííîì
ðàçäåëå ìàñøòàá ðåïðèçû îêàçûâàåòñÿ ñîêðàù¸ííûì äî 17-òè òàêòîâ,
ïðè÷¸ì ñîáñòâåííî ðàçâèòèå ïðåêðàòèëîñü íà ñèëüíîé äîëå 8-ãî òàêòà
(ñòåðåîòèï êâàäðàòíîñòè). Ïðåäâåñòíèêîì êàòàñòðîôè÷åñêîé ñèòóàöèè
ðàçðóøåíèÿ ñëóæèò ïðîïó ñê âòîðîãî çâåíà èç ïðîâåäåíèÿ îñíîâíîé òåìû.
Êàê áóäòî èç ñîîðóæåíèÿ îêàçàëñÿ âûíóòûì îäèí êèðïè÷èê, âñëåäñòâèå
÷åãî îíî íåîæèäàííî ðóõíóëî 12. Òàêèì îáðàçîì, ïîñëåäíÿÿ èç òð¸õ ôàí-
òàçèé êîìïîçèòîðà îñíîâàíà íà êàðäèíàëüíî èíîé êîíöåïöèè ïî ñðàâ-
íåíèþ ñ ïðåäûäóùèìè 13.

Ïðîÿâëåíèå çàêîíà åäèíñòâà ìåñòà, âðåìåíè è äåéñòâèÿ â ìóçûêå
íà ðàçíûõ óðîâíÿõ (÷òî óæå îòðàæåíî èçâåñòíîé àñàôüåâñêîé ôîðìóëîé
i– m– t), êàê ñèìâîë ñòàáèëüíîñòè, ó ñòîé÷èâîñòè, ñîçäà¸ò ïðîãíîç – ïðåä-
ñëûøàíèå, ïðåäâîñõèùåíèå â êàêîé-òî ñòåïåíè èíåðöèîííîãî òå÷åíèÿ
ìóçûêàëüíîé ôîðìû. Åãî íàðóøåíèå, ñîçäàþùåå ñòèìóë ê òåì èëè èíûì
ïðåîáðàçîâàíèÿì â îôîðìëåíèè çâóêîâîãî ïîòîêà, íåïîñðåäñòâåííî ñâÿ-
çàíî ñ âîçìîæíîñòüþ ïðèâëåêàòü è äåðæàòü âíèìàíèå ñëóøàòåëÿ. Ïî-
íÿòèÿ âòîðãàþùèéñÿ ðàçäåë (íåîæèäàííîå íîâîå íà÷àëî) è âòîðãàþùèé-
ñÿ êàäàíñ (íåîæèäàííîå çàâåðøåíèå) îáðàçóþò äèàëåêòè÷åñêóþ ïàðó ,
îòðàæàþùóþ íàðóøåíèå åäèíñòâà ìåñòà, âðåìåíè è äåéñòâèÿ íà îäíîì
óðîâíå, è óòâåðæäàþùåå åãî æå íà äðóãîì. Ïî îòíîøåíèþ ê ìóçûêàëü-
íîé ôîðìå îíè îáîçíà÷àþò ÿâëåíèÿ ïðîòèâîïîëîæíîé íàïðàâëåííîñòè .

12 Ïðåäâåñòíèêîì âòîðæåíèÿ ìîãóò ñòàòü íåçíà÷èòåëüíûå èçìåíåíèÿ, êîòî-
ðûå, òåì íå ìåíåå, íå äîëæíû ó ñêîëüçíóòü îò èñïîëíèòåëÿ è ñëóøàòåëÿ. Òàê,
íàïðèìåð, âî âòîðîì ïðåäëîæåíèè  òåìû èç ïîáî÷íîé ïàðòèè Àïàññèîíàòû
Áåòõîâåíà ïðåäâåñòíèêîì ñòàíîâèòñÿ îñòàíîâêà òðèîëüíîãî äâèæåíèÿ â ñîïðî-
âîæäåíèè â ìîìåíò ïîÿâëåíèÿ  I6. Ýëåìåíòîì âòîðæåíèÿ ÿâëÿåòñÿ ñìåíà ëàäîâîãî
íàêëîíåíèÿ íà îäíîèì¸ííûé ìèíîð, íà÷èíàÿ ñ òðåçâó÷èÿ IV ñòóïåíè. Ñëåä-
ñòâèåì âòîðæåíèÿ îêàçûâàåòñÿ ðåçêîå çàìåäëåíèå ðèòìà ñìåíû ãàðìîíèè, ïðè-
âîäÿùåå ê ïîÿâëåíèþ íîâîãî ðàçäåëà â îäíîèì¸ííîì ìèíîðå.

13 Ïîñëå ñîçäàíèÿ ýòîé ôàíòàçèè (1785 ã .) Ìîöàðòó áûëî ñóæäåíî ïðîæèòü
åù¸ øåñòü ëåò. Óäèâèòåëüíàÿ àíàëîãèÿ ìåæäó ñîáûòèÿìè ýòîé ôàíòàçèè è æèç-
íè êîìïîçèòîðà, îáîðâàâøåéñÿ òàêæå âíåçàïíî, ìîæåò èìåòü ÷èñòî ñëó÷àéíûé
õàðàêòåð. Íî âìåñòå ñ òåì íå èñêëþ÷åíà âîçìîæíîñòü ëèáî ïðåä÷óâñòâèÿ, ëèáî
íåîñîçíàííîãî ïðîãðàììèðîâàíèÿ.
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Àäåêâàòíî õàðàêòåðèçóÿ ñîáûòèéíûé ñìûñë çâó÷àíèÿ, äàííàÿ ïàðà ïî-
íÿòèé îêàçûâàåòñÿ áëèæå ê ñîäåðæàòåëüíîé ñòîðîíå ìóçûêè, íàïðÿìóþ
âûõîäÿ íà ôîðìèðîâàíèå ÷óâñòâà ôîðìû. Êàæäûé ìîìåíò å¸ íàñòîÿùåãî
÷àñòî îáóñëîâëåí ïðîøëûì è ïðîåöèðó åò áóäóùåå. ×óâñòâî ôîðìû íàõî-
äèòñÿ â ðóñëå òàêèõ ñïîñîáíîñòåé è óìåíèé ìóçûêàíòà, êàê ðèòìè÷åñ-
êîå è ëàäîâîå ÷óâñòâî, è óïðàâëÿåò åãî ïîâåäåíèåì â ïðîöåññå èñïîëíåíèÿ
ïðîèçâåäåíèÿ, ïðîãðàììèðó ÿ ñîîòâåòñòâóþùèå äåéñòâèÿ äëÿ ïðèäàíèÿ
êàæäîìó ìîìåíòó çâó÷àíèÿ íåîáõîäèìóþ âûðàçèòåëüíîñòü.

About The Unity of Time, Place and Action in Music

Nina Berger

Summary

Feeling of musical form is undoubtedly significant for a performer. One
of its most important basic components is relying on the law of space, time
and action triunity, well-known in art criticism (space is usually interpreted
as place in narrower meaning). When we deal with aesthetics and science of
artistic creation, this law is commonly illustrated by examples from dramatic
art or painting, including their comparison. Consideration of this unity in
respect to music has rather relative character. It may well be so that one of
its reasons is connected with using the notion of a space to musical pheno-
mena. Space is a category which has become a musicological term rather
recently as compared with formulating the law itself by Nicolas Boileau-
Despréaux and moreover its prerequisites in Aristotle’s statements.

Music has been traditionally interpreted as purely temporal art and
according to arts classification was included in the same class with literature
as having similar features; that’s why applying the category of space to music
was metaphorical. This article will shortly consider only some displays of
the unity which, in the author’s opinion, are the kind of problematic.

Display of place-time-action unity law in music at various levels (this is
depicted in Boris Asafiev’s formula i–m–t) as a symbol of stability and estab-
lishment creates a forecast – forehearing – of a musical form flow, to some
extent inertial. Its disturbance, by this or that way giving stimulus to trans-
formations in decoration of sound torrent, is straightly related with oppor-
tunity to draw and keep listener’s attention. The notions intruding section
(a sudden new beginning) and intruding cadence (unexpected completion)
form a dialectic couple, depicting breach of place-time-action unity at one
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level and establishing it at another one. In respect of musical form they
mean phenomena of opposite direction. Adequately characterizing eventful
sense of sounding, this couple of notions finds itself closer to substantive
side of music, in a straight way favoring education of feeling form. Every
moment of it present is often stipulated by past and projects future. Feeling
of form is in the course of such musician’s abilities and skills, as rhythmical
and tonality feelings; it controls his behavior in the process of performing
composition and programs proper actions for giving every moment of
sounding necessary expressiveness.
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Þanra teorijas pirmie iedîgïi Rietumu muzikoloìijâ veidojuðies jau pirms
vairâkiem gadsimtiem. Starp pirmajiem autoriem, kuri savos traktâtos
minçjuði mûzikas þanra jçdzienu, atzîmçjams vâcu komponists, rakstnieks,
kâ arî ievçrojams 18. gadsimta mûzikas teorçtiíis Johans Matezons (1681–
1764). Viòa nozîmîgajâ darbâ Der vollkommene Capellmeister (Perfektais
kapelmeistars1, 1739) iekïauta nodaïa, kas veltîta melodijas þanru raksturo-
jumam – Von den Gattungen der Melodien und ihren besondern Abzeichen
(Par melodiju þanriem un to îpaðajâm pazîmçm) (citçts pçc: Matheson 1995:
210–234). Faktiski ar þanra jçdzienu te apzîmçti daþâdi melodiju tipi. Ma-
tezona pçtîjums ir viens no pirmajiem mçìinâjumiem lietot ðo jçdzienu
teorçtiskâ rakursâ, skaidrot to saiknç ar attiecîgajâ laikmetâ dominçjoðo
izpratni. Autors piedâvâ tâlaika mûzikâ eksistçjoðo þanru sistemâtisku pâr-
skatu, îsumâ raksturojot katru no tiem, t. i., izceïot katra þanra individuâlâs
iezîmes.

Bûtiska loma mûzikas þanra skaidroðanâ ir arî vâcu muzikologam
Frîdriham Blûmem (1893–1975), kurð pârstâv jau 20. gadsimta muzikoloìiju.
Viòð uzskata, ka þanra jçdziens nav vçsturiska kategorija un mûzikas zinât-
nieku darbos ienâcis samçrâ nesen. Ðâda jçdziena parâdîðanos pçtnieks skaidro
ar nepiecieðamîbu atrast vienotu apzîmçjumu daþâdiem mûzikas veidiem,
kas formas un stila ziòâ bûtiski neatðíiras. Par þ a n r i e m parasti dçvç tâdus
skaòdarbu veidus, kas izkristalizçjuðies, balstoties uz kâda noteikta skaòdarba
tipa bieþu atkârtojumu; tas, attiecîgi, saistîts vai nu ar noteiktu teksta veidu,
vai noteiktu atskaòotâjsastâvu un atskaòoðanas praksi, vai arî vienkârði
noteiktiem funkcionçðanas apstâkïiem (Blume 1963: 497).

Blûme piedâvâ arî vispârçju vçsturisku pârskatu par þanriem, secîgi ejot
cauri visiem laikmetiem un stiliem no Eiropas mûzikas pirmsâkumiem lîdz
pat 19. gadsimtam.

Îpaðs uzplaukums þanra teorijas attîstîbâ Rietumeiropâ un ASV vçrojams
pagâjuðâ gadsimta beigu posmâ, precîzâk, 80. gadu otrajâ pusç un 90. gadu

1 Der vollkommene Capellmeister (1739) – enciklopçdisks izdevums; Matezons
tajâ izklâstîjis teorçtiskâs, praktiskâs un estçtiskâs nostâdnes, kuras nepiecieðamas
labi apmâcîtam tâlaika kapelmeistaram.
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sâkumâ. Nozîmîgu ieguldîjumu ðajâ jomâ devuði vairâki daþâdu valstu
mûzikas pçtnieki, tostarp ievçrojamais vâcu muzikologs Karls Dâlhauzs
(Dahlhaus 1987), itâïu muzikologs Franko Fabri (Fabbri 1982), angïu mû-
zikas pçtnieki Roberts Paskâls (Pascall 1989) un Roberts Semjuelss (Samuels
1995), mûzikas teorçtiíis no ASV Dþefrijs Kalbergs (Kallberg 1988), kâ arî
angïu mûzikas zinâtnieks, profesors un mûzikas kritiíis Dþims Samsons
(Samson 1989, 1992, 2001), kura piedâvâtâ þanra izpratne arî bûs ðî raksta
uzmanîbas centrâ.

Dþims Samsons starptautiski ir pazîstams kâ viens no ievçrojamâkajiem
Friderika Ðopçna mûzikas pçtniekiem. Viòð ierindojams starp nedaudzajiem
autoriem Rietumu muzikoloìijâ, kuri savos darbos pievçrsuðies mûzikas þanra
problçmikas analîzei. Samsona publikâciju vidû minams raksts Chopin and
Genre (Ðopçns un þanrs) 1989. gada oktobrî izdotajâ periodikas krâjumâ
Music Analysis (Mûzikas analîze), kâ arî grâmata Chopin: The Four Ballades
(Ðopçns: èetras balâdes, 1992), kurâ atseviðía nodaïa veltîta tieði þanram.
Kaut arî abâs publikâcijâs uzmanîbas centrâ ir konkrçta komponista daiïrade,
Samsons daþâdus þanra aspektus izgaismo plaðâkâ kontekstâ, skaidrojot ne
tikai þanra izpausmes Ðopçna mûzikâ, bet sniedzot arî vispârçju ieskatu þanra
teorijas attîstîbâ. Pçtnieks veidojis arî ðíirkli par þanru respektablajai mûzikas
enciklopçdijai The New Grove Dictionary of Music and Musicians, kon-
spektîvi atspoguïojot galvenâs tendences þanra teorijas izpratnç Rietumu
muzikoloìijâ (Samson 2001).

Iepazîstoties ar trim iepriekðminçtajâm Samsona publikâcijâm, jâsecina,
ka autora piedâvâtâ þanra jçdziena izpratne, viòa viedoklis par mûzikas
þanra koncepcijas attîstîbas galvenajâm tendencçm un nozîmîgâkajiem pçt-
niekiem – ðîs jomas pârzinâtâjiem – laika gaitâ nav mainîjies: tas ir stabils,
pârliecinoðs un konsekvents. Raksta turpinâjumâ iztirzâtas, autores ieskatâ,
visbûtiskâkâs Samsona atziòas.

Jau pirmajâ publikâcijâ, 1989. gadâ, Samsons salîdzina þanru ar stila
normâm un formas modeïiem, pauþot pârliecîbu, ka visas trîs parâdîbas ir
abstrakcijas – ideâlie tipi. Kâ skaidro pçtnieks, tâs ir abstrakcijas, kuru pa-
matprincipi izriet no konkrçtiem skaòdarbiem (Samson 1989: 213). Visas
trîs balstîtas uz atkârtoðanâs principa, apkopojot pagâtnes atkârtojumus un
rosinot, stimulçjot nâkotnes atkârtojumus (Samson 1989: 213). Lîdz ar to
autors ir pârliecinâts, ka visas trîs parâdîbas – þanrs, forma un stils – ir
nozîmîgas kâ komunikâcijas lîdzekïi.

Tomçr lîdz þanra kâ jçdziena definîcijai autors nonâk tikai pçdçjâ rakstâ,
kurð publicçts enciklopçdijâ The New Grove Dictionary of Music and Musi-
cians (2001). Viòa piedâvâtâ definîcija ir ïoti lakoniska, proti, þanrs ir klase,
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tips vai kategorija, kuru apstiprina vispârpieòemtas tradîcijas (Samson
2001: 657).

Autors nodala divus þanra izpratnes modeïus. Plaðâ izpratnç þanra
koncepts, salîdzinot ar stilu un formu, ir vairâk pakïauts daþâdâm ietekmçm,
ne tik stingrs un stabils, jo to iespaido arî soc iâ l a i s  f ak to r s. Ðâdâ termina
izpratnç atkârtojamie elementi – t. s. þanra pazîmes, kas nosaka þanru, –
attîstâs ârpus mûzikas materiâla, respektîvi, sociâlajâ sfçrâ. Lîdz ar to þanra
definîcija ir atkarîga no konteksta, funkcijas un sabiedrîbas akcepta, attiek-
smes un vçrtçjuma, nevis tikai no formâliem un tehniskiem normatîviem.
Samsons uzskata, ka tieði agrînâ 19. gadsimta klaviermûzika ir vçrtîgs un
piemçrots materiâls, uz kura bâzes skaidrot ar þanra izpratni saistîtos jautâ-
jumus. Tâs ietvaros jauni izteiksmes veidi un paòçmieni centâs atbrîvoties
no vecâ, jo komponisti aktîvi reaìçja uz straujajâm izmaiòâm mûzikas dzîves
attîstîbâ. Impulsi, kas veidoja 19. gadsimta klaviermûzikas repertuâru, bija
ïoti daþâdi – sâkot no specifiskâm publikas gaumes prasîbâm un beidzot ar
vokâlâs mûzikas un laikmetîgâs literatûras ietekmi. Ja jçdzienu þanrs saprot
plaðâ nozîmç, tad iespçjams uztvert ðo repertuâru kâ vienîbu, kura skaidri
pretstatîta klasicisma pamatam. Kâ citu piemçru autors min laikmetîgo
rokmûziku (Samson 2001: 657).

Þanra ðaurâka izpratne, pçc Samsona domâm, ir daudz ierastâka un
nosaka þanru kâ paða mûzikas materiâla sakârtoðanas, stabilizçðanas un
apstiprinâðanas veidu (liriskam klavierdarbam ir savi þanri, tâpat kâ rok-
mûzikai) (Samson 2001: 657). Tas nozîmç, ka skaòdarbi tiek nodalîti no to
radîðanas un uztveres nosacîjumiem. Ðajâ gadîjumâ þanra izpratne un definç-
ðana saistîta tikai ar p a ð a  m û z i k a s  m a t e r i â l a  î p a t n î b â m, tâ vei-
doðanu, organizçðanu, strukturçðanu (gan mûzikas valodas, gan skaòdarba
formas lîmenî). Samsons atzîmç, ka ðâds skaidrojums daudzçjâdâ ziòâ atbilst
Gvido Âdlera (Adler) paustajai þanra izpratnei, lai gan arî ðeit atkârtojamâs
vienîbas varçtu atrasties ârpus paðâm notîm, ietverot arî instrumentâriju un
atskaòojuma vietu. Formas arhetipi un stilistiskie modeïi ir bûtiski þanra
aspekti un var bût tâ komponenti, bet nekâdâ ziòâ nav ekvivalenti tam,
respektîvi, tikai forma un stils nevar prezentçt þanru. Samsons, raksturojot
þanra bûtîbu, secina, ka þanrs, kurð eksistç nozîmes stabilitâtei, kontrolei un
pabeigtîbai, var teikt, ir pretrunâ savdabîgajai daudzveidîbai un evolûcijas
tendencçm, kas raksturîgas gan formai, gan stilam (Samson 2001: 657–658).

Angïu muzikologs mûzikas þanra teorijas izveidi un attîstîbu skata cieðâ
sazobç ar þanra teoriju literatûrâ; respektîvi, mûzikas þanra izpratne un teorija
tiek balstîta uz literârâ þanra koncepciju. Samsons atsaucas, piemçram, uz
angïu literatûrzinâtnieces, profesores Heteres Dubrovas (Dubrow ) paustajâm
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idejâm par þanru kâ literâru parâdîbu. Îpaði autors izceï Dubrovas atziòu,
ka þanrs drîzâk uztverams kâ lîgums, vienoðanâs starp autoru un lasîtâju,
kâ lîgums, ko var arî tîðuprât lauzt. Ðajâ ziòâ Samsons saskata ïoti tieðas
paralçles ar þanru mûzikâ: proti, arî mûzikâ þanrs ir savveida lîgums starp
komponistu un klausîtâju (Samson 1992: 70).

Tâpat Samsons atsaucas uz krievu formâlâs skolas pârstâvju – kritiíu
Viktora Ðklovska (Øêëîâñêèé/Shklovsky), Jurija Tiòanova (Òèíÿíîâ /Ti-
nyanov) un Borisa Tomaðevska (Òîìàøåâñêèé /Tomashevsky) – izstrâdâto
þanra koncepciju literatûrteorijâ. Viòaprât, tieði ðo autoru skatîjums ir vispâr-
liecinoðâkais, jo sniedz atbildi uz fundamentâlu jautâjumu: kâ þanri ir raduðies
un kâpçc? Galvenais formâlistu koncepcijas princips, kâ deklarçjis Ðklovskis,
ir cîòa un pçctecîba (Samson 1992: 69), respektîvi, dialektisks process mâkslas
ietvaros, kur dominçjoðâ sistçma nonâk konfliktâ ar koeksistçjoðâm, sâkotnçji
mazâk nozîmîgâm tendencçm. Konflikta rezultâtâ ðîs savulaik otrðíirîgâs
parâdîbas gûst virsroku pâr vadoðo sistçmu. Þanra evolûcija ir cieði saistîta
ar minçto procesu – jauni þanri rodas, akumulçjot sâkotnçji otrðíirîgus
mâkslas darbu modeïus; pamazâm tie, attiecîgi, iegûst dominçjoðo lomu un
izkonkurç galveno sistçmu.

Visos þanram veltîtajos pçtîjumos autors îpaði akcentç skaòdarba nosau-
kuma nozîmîgo lomu. No vienas puses, tas ietekmç un savâ ziòâ pat veido
mûsu reakciju, atbildi  uz skaòdarba formas un stila saturu; no otras puses,
autors ir pârliecinâts, ka nosaukums viens pats nenosaka þanru. Tomçr Sam-
sons uzsver, ka bez nosaukuma bûtu grûti noteikt þanrisko piederîbu pat
atseviðíâm Ðopçna noktirnçm (Samson 1989: 217), un autoram var tikai
piekrist, jo vienâda nosaukuma skaòdarbu mûzikas materiâla îpatnîbas var
bût ïoti atðíirîgas un atbilst daþâdiem þanriem.

Analizçjot 19. gadsimta pirmâs puses klaviermûziku, autors izceï þan-
risku apzîmçjumu îpaðo pârpilnîbu un daudzveidîbu. Samsons secina, ka tie
bieþi lietoti nejauði, pavirði un pat nevietâ, turklât daþkârt tos iniciçjis nevis
pats komponists, bet gan izdevçjs. Tieði tâpat arî noteiktu formas un stila
elementu sistçma pati par sevi vçl neveido atbilstoðu pamatu þanru noteikðanai
un diferencçðanai. Tâ ir m i j i e d a r b e  s t a r p  n o s a u k u m u  u n  s a t u r u ,
k a s  r a d a  u n  n o s a k a  þ a n r a  n o z î m i (Samson 1992: 70). Ðajâ mij-
iedarbç saturs nenoliedzami var arî sagraut nosaukuma rosinâtâs asociâcijas
un gaidas, lai gan tas iespçjams tikai tad, ja klausîtâju uztverç izveidojusies
pietiekama saikne starp nosaukumu un saturu. Turklât jâpiebilst, ka ðis
princips darbojas daþâdos þanra lîmeòos. Tâdu klasisku un fundamentâlu
þanru nosaukumi kâ simfonija, sonâte, koncerts vai stîgu kvartets saistîti ar
noteiktâm satura un mûzikas iezîmçm; respektîvi, pastâv nosaukuma un
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satura/formas atbilstîba, kas savukârt ïauj bez grûtîbâm spriest par attiecîgo
þanru atbilstîbu saturam konkrçtâ situâcijâ vai arî kâdâm daïçjâm atkâpçm,
nobîdçm, novirzçm. Tâpat ðis princips lieliski darbojas vienkârðo þanru lîmenî
(deja, marðs, arî prelûdija, noktirne, skerco u. tml.).

Piemçram, Ðopçns, Samsona ieskatâ, nav izraudzîjies þanru nosaukumus
patvaïîgi (uz labu laimi) un nav arî lietojis tos brîvi savâ brieduma perioda
mûzikâ. Tiem bija specifiska (lai gan ne obligâti vispârpieòemta) nozîme,
kas balstîjâs uz atbilstîbu tai vai citai izmantojuma sfçrai. Cenðoties skaidrot
Ðopçna pieeju nosaukumu þanriskajam aspektam, Samsons piedâvâ piecas
kategorijas:
1) tradicionâli nosaukumi, kas izmantoti tradicionâlâ veidâ – sonâte;
2) tradicionâli nosaukumi, kas izmantoti tradicionâlâ veidâ, bet jaunâ

statusâ – etîde;
3) tradicionâli nosaukumi, kas izmantoti jaunâ veidâ – skerco, prelûdija

un trîs galvenie deju þanri (valsis, mazurka, polonçze – I. B.);
4) tradicionâli nosaukumi, kas skaidri (nepârprotami) izmantoti pirmo-

reiz – noktirne2 un ekspromts3;
5) jauni nosaukumi – balâde (Samson 1989: 216).

Nosaukumu blakusnozîmes (respektîvi, neviennozîmîba), kas sastopa-
mas daudzveidîgajâ 19. gadsimta pirmâs puses klaviermûzikas repertuârâ,
bieþi vien atbalso pazîstamas tçmas, ietver saikni ar citâm muzikâlâm vai
pat ârpusmuzikâlâm parâdîbâm. Te jâmin, piemçram, improvizâcija pre-
lûdijâ, ekspromtâ vai fantâzijâ, vokâlâs mûzikas transkripcija un imitâcijas
noktirnç, kâ arî literatûras ietekme balâdç.

Ðopçna iecere bija pieðíirt þanrisku autoritâti  klavieru repertuârâ negai-
dîti ienâkuðajâm jaunajâm parâdîbâm; viòa daiïradç izkristalizçjâs jau eksis-
tçjoðu nosaukumu nozîme, transformçjâs citu nosaukumu nozîme un tika
izgudroti jauni nosaukumi. Katrâ no ðiem modeïiem ir noteikta atbilstîbas
pakâpe starp skaòdarba nosaukumu un tâ formas un stila iezîmçm.

Analizçjot Ðopçna ekspromtus klavierçm, Samsons atzîst, ka kompo-
nists vçrtçja þanru kâ saskaòas, stabilitâtes un noslçgtîbas spçku, kâ tuneli,

2 Te gan jâatgâdina, ka par romantiskâs noktirnes þanra pamatlicçju tiek uzskatîts
îru pianists un komponists Dþons Fîlds (Field, 1782–1837). Lîdz ar to ðis aspekts
Samsona piedâvâtajâ nosaukumu koncepcijâ ir diskutabls un neskaidrs.

3 Arî ekspromta þanru klaviermûzikâ tomçr aizsâcis cits komponists. Kâ zinâms,
pirmo ievçrojamo klavieru ekspromtu autors ir austrieðu skaòradis Francis Ðûberts–
viòð pievçrsies ðim þanram jau 1827. gadâ, savukârt Ðopçns pirmo ekspromtu kom-
ponç tikai 1837. gadâ.
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caur kuru skaòdarbs var tiekties pçc galîgâs jçgas. Þanrs ðajâ ziòâ ir viens
no spçcîgâkajiem kodiem, kas vieno autoru un viòa publiku (Samson
1989: 223).

Tâdçjâdi jâsecina, ka Samsons savos pçtîjumos atspoguïo þanra teorijas
pamatus, kâ arî rûpîgi un detalizçti raksturo þanra savdabîgu lietojumu viena
komponista – Ðopçna – daiïrades ietvaros.

Jim Samson’s Conception of the Genre

Ilona Bûdeniece

Summary

The first germs of the genre theory in the Western musicology were
formed a few centuries ago. One of the first authors, who mentioned the
term musical genre in his tractates, devoted to different kinds of theoretical
aspects relating to music, is a German composer, writer as well as distin-
guished music theorist of the 18th century Johann Mattheson (1681–1764)4.
Similarly, a significant contribution to the explanation of the musical genre
was made by the German musicologist Friedrich Blume (1893–1975), who
represents already 20th century musicology. In his work Syntagma Musico-
logicum (1963) Blume offered an overall survey of musical genres, starting
from the first examples of European academic music and moving through
all the periods of musical history till the music culture of the 19th century.

A particular flourishing in the development of the theory of the musical
genre was observed in the second half of the previous century, in the 80s and
90s. A significant contribution to the development of the musical genre theory
was given by several music researchers of different countries, among them,
the remarkable German musicologist Carl Dahlhaus, the Italian musicologist
Franco Fabbri, the English music researchers Robert Pascall and Robert
Samuels, music theorist from USA Jeffrey Kallberg, as well as the English
musicologist Jim Samson.

Jim Samson is an English musicologist, professor and music critic, who
is known worldwide as one of the leading researchers of the music of the

4 There is a whole chapter (Von den Gattungen der Melodien und ihren besondern
Abzeichen) in his famous tractate Der vollkommene Capellmeister (The Perfect Cha-
pelmaster, 1739) devoted to the characteristics of the genres of melodies (Matheson
1739: 210–234).



246

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – V

Polish composer Frédéric Chopin. He is one of the few authors in the Western
musicology who have focused their attention to the study of the musical
genre. There are three publications by Samson devoted to the problem of
musical genre – the article Chopin and Genre, published in the periodical
Music Analysis in 1989, as well as the book Chopin: the Four Ballades
published in 1992 in which a whole chapter is devoted to the issue of musical
genre. Despite the fact that the both mentioned publications are focused on
the creative contribution of a particular composer, different aspects of the
issue of musical genre are reflected in a broader context, giving general insight
into the development of the theory of the musical genre. Researcher has also
written material about genre for influential and respectable encyclopaedia
of music The New Grove Dictionary of Music and Musicians (2001) dis-
playing the main tendencies in the development of the musical genre theory
in Western musicology.

After detailed analyses of these publications by Samson it is possible to
come to the conclusion that the main position of the author has not changed
during the time he has been working on these researches. The main con-
clusions are following:
— Samson compares genre with the norms of style and models of forms.

All three are based on repetition, codifying past repetitions and inviting
future repetitions (Samson 1989: 213). According to Samson, all three
phenomena – genre, form and style – are important as tools of commu-
nication.

— The definition of the genre is very laconic – genre is a class, type or
category, sanctioned by convention (Samson 2001: 657).

— Samson speaks about two models of understanding the notion of the
genre. Firstly, it is the broad understanding of the term of genre. In this
case the genre is not so strong and stable phenomenon as style and
form. This is due to the fact that there is a presence of the social element
in the definition and determination of the genre. Secondly, a narrow
understanding of the genre in Samson’s opinion is more common and
typical. In this case the determination and definition of the genre is
related only to distinctions and qualities of the musical material itself.

— Author considers the development of the theory of musical genre in
close connection with theory of genre in literature referring to the ideas
of the English literature scholar and professor Heather Dubrow, as well
as to the conception of genre in literature proposed by Russian formalists.

— Samson particularly emphasizes the very significant role of the titles of
musical compositions. On the one hand, the title affects and even in
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some way conditions our response to the formal and stylistic content,
but, on the other hand, the author is convinced that the title alone does
not create a genre. It is the interaction of title and content which creates
and determines the meaning of the genre.
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Dþordþa Rasela lîdiskâ hromatiskâ koncepcija:
tradîcija vai novitâte?

Dr. art.  Çvalds Daugulis
Daugavpils Universitâtes profesors

20. gadsimta 50. gadu beigâs dþeza evolûcija bija vçrsta uz arvien sareþ-
ìîtâku harmoniju, melodiju un ritmu apguvi. No vienas puses, dþezs tuvojâs
atonalitâtei. No otras, daudzi izcili dþeza mûziíi gâja citu ceïu: galveno
uzmanîbu improvizçjot viòi veltîja intonâcijai, melodiskajai attîstîbai, ritmam
un tembram. Dþeza mûzikas teorijâ pakâpeniski ienâca termini modâlais
dþezs, modâlâ tehnika, modâlâ improvizâcija, radâs daþâdas amerikâòu
teorçtiíu modalitâtes koncepcijas (Vincent 1951, Persichetti 1961, Piston
1962 u. c.), kas aptvçra gan akadçmisko, gan dþeza mûziku. Îpaði jâuzsver,
ka jçdziena modalitâte izpratne ASV un Eiropâ atðíiras. Zinâmâ mçrâ to
nosaka atseviðíu lielvalstu mûzikas zinâtnes tradîcijas, savukârt Baltijas
reìionâ valdoðos priekðstatus vçl ietekmç arî krievu muzikoloìiskâ skola.
Tâpçc jo lielâku interesi saista amerikâòu dþeza mûziía skats uz ðo problçmu.
No tâ arî izriet mana raksta mçríis  – iztirzât modalitâtes izpratni Dþordþa
Rasela1 (Russell 1953) lîdiskajâ hromatiskajâ koncepcijâ, analizçt tâs pavçrtâs
iespçjas, kâ arî dþeza mûzikas improvizâcijas tonâlo un modâlo organizâciju.
Lai sasniegtu izvirzîto mçríi, raksturoðu 20. gadsimta ASV zinâtnieku atziòas,
kas veltîtas modalitâtes evolûcijai, aplûkoðu Rasela lîdiskâs hromatiskâs
koncepcijas tonâlo organizâciju un meklçðu sakarîbas starp tonalitâtes un
modalitâtes izpratni klasiskajâ un dþeza mûzikâ.

Modalitâte ASV muzikologu skatîjumâ

20. gadsimta vidû ASV mûzikas zinâtnieku aprindâs visai aktuâla bija
t o n a l i t â t e s un m o d a l i t â t e s izpçte. Daudz jauna modalitâtes izpratnç
savulaik devuði Dþons Vinsents2 (Vincent 1951), Volters Pistons3 (Piston

1 Dþordþs Rasels (1923–2009) bija amerikâòu dþeza pianists, komponists un
teorçtiíis.

2 Dþons Vinsents (1902–1977) radîjis diatonizçtâs hromatikas un modu savstar-
pçjâs mijiedarbes teoriju.

3 Voltera Pistona (1894–1976) grâmata Harmony (Harmonija , 1962) jau îsi pçc
izdoðanas kïuva par populârâko harmonijas mâcîbu grâmatu ASV. No ðajâ darbâ



249

Ç. Daugulis. Dþordþa Rasela lîdiskâ hromatiskâ koncepcija: tradîcija vai novitâte?

1962) u. c. autori. Daþâ ziòâ viòi balstîjuðies uz austrieða Heinriha Ðenkera4

(Schenker 1925–1930) izstrâdâto koncepciju.
Par unikâlu ieguldîjumu modâlâs teorijas attîstîbâ uzskatâms Dþona

Vinsenta darbs The Diatonic Modes in Modern Music  (Diatoniskie modi
mûsdienu mûzikâ, 1951). Savukârt Volters Pistons grâmatâ Harmony (Har-
monija, 1962) interesanti skaidro akordu funkcionâlâs attiecîbas. Viòð uz-
skata, ka jebkurâ tonalitâtç (tonality ) var iebûvçt daþâdus modus – dorisko,
frîìisko, lîdisko utt., arî mâkslîgos modus . Gravitâcijas centra vai tonikas
klâtbûtne ir vienîgais tonalitâtes rekvizîts, turklât tâs skaòurindas sastâvs
var bezgalîgi variçties (Piston 1962: 242).

Îpatnçji ir Pistona uzskati par funkcionalitâti. Katrai pakâpei, viòð raksta,
ir sava loma tonalitâtes shçmâ jeb sava tonâlâ funkcija (Piston 1962: 31).
Izejot no tâ, visas pakâpes tiek iedalîtas divâs kategorijâs – tonâlâs un modâlâs
pakâpes. Tonika, dominante un subdominante ir tonâlâs pakâpes, jo tâs ir
tonalitâtes balsts. Konkrçtâ tonalitâtç ðîs pakâpes abiem modiem ir vienâdas.
Par modâlâm pakâpçm savukârt sauc medianti un submedianti. To ietekme
uz tonalitâti ir neliela, toties tâs nosaka modu, jo maþorâ un minorâ ir
atðíirîgas, un VII pakâpi attiecîgi absorbç subdominantes un dominantes
harmonija (Piston 1962: 31). Tâdçjâdi termins modalitâte Pistona izpratnç
praktiski ir identisks pazîstamajam jçdzienam skaòkârtas skaòurinda.

Interesanta ir arî Rodþera Seðnsa5 piedâvâtâ tonalitâtes koncepcija,
precîzâk, tonalitâtes ârçjâs un iekðçjâs struktûras traktçjums. Seðnss, tâpat
kâ Pistons, neierobeþo tonalitâti ar tîriem modiem, bet pieðíir lielu nozîmi
to jauktâm formâm. Viòð ievieð jçdzienu modâlâ alterâcija, iekïaujot tajâ
gan maþora, gan minora mijiedarbi (Sessions 1952). Ðâda pieeja ir pilnîbâ
pamatota, jo seno modu lietoðana 19.–20. gadsimtâ bieþi vien attîstâs tonâlâs
sistçmas ietvaros.

aplûkotajâm teorçtiskajâm problçmâm pirmâm kârtâm uzmanîbu saista tonalitâtes
un modalitâtes jçdzienu traktçjums, kâ arî akordu funkcionâlo attiecîbu skaidrojums.

4 Heinrihs Ðenkers (1868–1935) bija mûzikas teorçtiíis, komponists, pianists,
mûzikas kritiíis un mûzikas skolotâjs. Izstrâdâjis îpaðu harmoniskâs analîzes metodi,
ko mûsdienâs dçvç par Ðenkera analîzi (Schenkerian analysis).

5 Rodþers Seðnss (1896–1985) bija amerikâòu komponists, teorçtiíis, mûzikas
kritiíis un pedagogs. Viòa grâmata Harmonic Practice (Praktiskâ harmonija, 1952)
akcentç, ka nesaskaòas starp teoriju un praksi nebût nav tikai 20. gadsimta fenomens,
bet pastâvçjuðas arî agrâk. Pamatojot ðo viedokli, autors salîdzina skatîjumu uz
vienâm un tâm paðâm parâdîbâm pagâtnç un tagadnç (Sessions 1952). Seðnsam ir
daudz oriìinâlu ideju, bet arî pretrunu ar Pistonu (piem., praktiskâs harmonijas
jomâ).
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Vairâkos aspektos nozîmîga ir amerikâòu komponista un muzikologa
Rièarda Franko Goldmena6 koncepcija. Ðis autors iztirzâ tonalitâtes problçmu
un akordu attiecîbas. Viòð raksta: Var konstatçt, ka jebkurai [skaòu]rindai
ir divi fiksçti punkti – tonika un dominante, bet ârpus tiem ir lietojamas
daþâdas variablas pakâpes (Goldman 1968: 245).

ASV izmantotajai terminoloìijai piemît sava specifika modalitâtes un
tonalitâtes diferenciâcijâ. Tâs bûtîba labi izteikta Vinsenta Persiketi7 grâmatâ
20th Century Harmony: Creative Aspects and Practice (20. gadsimta harmo-
nija: radoðie aspekti un prakse, 1961): Centrâlâ skaòa, uz kuru tiecas citas
skaòas, nosaka tonalitâti, bet pârçjo skaòu kârtojums ap centru rada moda-
litâti; modalitâtei savukârt nav centra, bet tikai balsti – galvenais un vietçjie
(Persichetti 1961: 170).

Ðâdi uzskati liecina par ASV mûzikas teorçtiíu îpaðu pozîciju, kas prin-
cipiâli atðíiras no Eiropas tradîcijas. Mûsu mûzikas teorijâ, kâ zinâms, valda
uzskats, ka tonalitâtes un modalitâtes atðíirîbu nosaka nevis skaòurindas
pakâpju skaits vai sastâvs, bet pakâpju balssvirze. ASV zinâtniekiem rakstu-
rîgo pieeju atspoguïo arî Dþordþa Rasela koncepcija, kas, lîdzîgi iepriekð-
minçto autoru izstrâdâtajâm teorijâm, turpmâkajos gados iesakòojusies citu
amerikâòu muzikologu darbos un mâcîbu praksç.

Dþordþa Rasela koncepcijas novitâte

Rasela l î d i s k â s  h r o m a t i s k â s  k o n c e p c i j a s (Russell 1953) pa-
matâ ir îpaða skaòu organizâcijas sistçma, kura sniedz improvizatoram vai
teorçtiíim zinâðanas par viena mûzikas materiâla daudzveidîgajâm skanç-
juma nokrâsâm. Lîdzîgi kâ mâkslinieks sajauc daþâdas krâsas, arî impro-
vizators mûzikâ lieto tâs vai citas skaòkârtas daþnedaþâdus variantus un
intervâlu motîvus. Koncepcija uzskatâma par îpaðu skaòu izkârtojuma filo-
zofiju , par sistçmu, ar kuras palîdzîbu improvizators attîstîs savu melodisko
domâðanu, lîdz ar to bagâtinâs improvizâcijas izteiksmi, iepazîsies ar visu
iespçjamo akorda (vertikâle) un tonâlâ centra (horizontâle) hromatikas pa-
sauli. Savukârt mûzikas teorçtiíis veiksmîgâk spçs saprast dþeza skaòdarba

6 Rièarda Franko Goldmena (1910–1980) nozîmîgâkais ieguldîjums harmonijas
teorijâ ir grâmata Harmony in Western Music (Harmonija Rietumu mûzikâ ; Goldman
1968).

7 Vinsents Persiketi (1915–1987) bija amerikâòu komponists, pianists, teorçtiíis
un pedagogs. Viòa skolnieki Filips Glâss (Glass), Maikls Dþefrijs Ðapiro (Shapiro),
Kenets Fukss (Fuchs) u. c. ir ir atzîti mûziíi visâ pasaulç.
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tçlaini dramaturìisko ieceri, strukturâlo un harmonisko attîstîbu. Jaunas
atziòas atspoguïojas arî mûsu reìionâ mazlietotos vai vispâr nepazîstamos
terminos, piemçram, radniecîgie akordi, akorda ìimene, akorda radniecîgâ
skaòkârta, vertikâlâ un horizontâlâ polimodalitâte , lîdiskâ un modâlâ tonika
u. tml. Tâdçjâdi Dþordþs Rasels ir pirmais mûzikas zinâtnieks, kurð 20.gad-
simta vidû integrçja dþeza harmonijas un klasiskâs harmonijas teoriju. Viòa
paða ieskatâ, koncepcija paredzçta jebkura mûzikas stila laikmetîgai impro-
vizâcijai – lîdzîgi, kâ Ðenkera metode piemçrota jebkura stila harmonijas
likumîbu analîzei. Vai ðâdai nostâdnei var piekrist?

Atbildot jâatzîst, ka Rasela tonâlâs organizâcijas lîdiskâ hromatiskâ
koncepcija patiesi ir viena no labâkajâm ASV muzikologu radîtajâm harmo-
nijas teorijâm. Rodas jautâjums, kâpçc Rasels izvçlçjies lîdisko skaòkârtu
kâ kodolu? Pats autors skaidro to ðâdi: veidojot dabisko skaòurindu augðup
pa kvintâm, nonâkam lîdz septîtajai skaòai fis. Tâtad tâ ir IV + pakâpe –
lîdiskâs skaòkârtas pamats.

Vienlaikus ðíiet, ka Rasels smçlies idejas arî Austrumu tautu, proti,
indieðu mûzikas teorijâ. Kâ zinâms, tâs pamatâ lîdzâs citâm skaòkârtâm ir
arî septiòpakâpju lîdiskâ. Vienîgi, atðíirîbâ no Eiropas tradîcijas, indieðu
mûzikâ skaòkârtas iekïauj atvasinâtâs pakâpes, nonâkot lîdz oktâvas da-
lîjumam 22 nevienâdâs daïâs – ðrutos. Ðis faktors acîmredzot ietekmçjis
Rasela koncepcijas bûtîbu un rosinâjis viòu daþâdot lîdiskâs skaòkârtas
izteiksmi, aptverot arî tâs variantus ar paaugstinâtâm un pazeminâtâm pa-
kâpçm.
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Skaòkârtas noteikðana. Radniecîgie akordi

Mûziíis bieþi improvizç atbilstoði piedâvâtajiem akordu burtu apzîmç-
jumiem. Turpinâjumâ izskatîsim, kâ burtu apzîmçjums pârtop par norâdi
skaòkârtai, kurai vistrâpîgâk jâatspoguïo akorda skançjums. Ðâdas pârvçr-
tîbas sauksim par vertikâlo polimodalitâti . Lîdz ar to melodiskâs lînijas atva-
sinâsim no izraudzîtâ akorda skaòkârtas skaòâm. Atcerçsimies, ka katram
akordam saskaòâ ar Rasela koncepciju atbilst sava skaòkârta.

Vispirms izskatîsim vertikâlâs polimodalitâtes raðanâs bûtîbu. Meklçsim
atbildi uz jautâjumu: vai melodija var aptvert arî papildskaòas ârpus tâ vai
cita akorda? Kâ veidojas akorda skaòkârta? Kuras skaòkârtas kolorîts ðâdâ
gadîjumâ visprecîzâk atspoguïo izraudzîto akordu? Ðo skaòkârtu arî sauksim
par akorda radniecîgo skaòkârtu.

Vairâkus vienas funkcijas disonçjoðus akordus Rasels apvieno akordu
ìimençs (piemçram, dominantseptakorda ìimenç ietilpst septakords, nona-
kords, undecimakords un tercdecimakords). Akorda ìimenei ir kopçja skaòkârta.
Piemçram, akordam Es

7
 (es–g–b–des) radniecîga ir Des lîdiskâ skaòkârta.

Lai atrastu attiecîgâ akorda skaòkârtu, ðî akorda prîmas skaòu pielîdzinâm
radniecîgâs skaòkârtas II pakâpei. Lîdz ar to skaòa des kïûst par jaunâs
skaòkârtas I pakâpi (lielâ sekunda lejup no II pakâpes). Stingru likumu ðajâ
koncepcijâ nav. Rasela pieòçmums, kas ietver îpaðu skatîjumu uz akorda
izklâstu skaòkârtâ, ir pareizs un atbilstoðs.

Savukârt akorda Cm
7
 (c–es–g–b) prîmas skaòu pielîdzinâm radniecîgâs

skaòkârtas VI pakâpei. Par lîdisko toniku kïûst skaòa es, un kopumâ veidojas
Es lîdiskâ skaòkârta (es–f–g–a–b–c–d).

Turpinâjumâ autors vedina meklçt lîdisko toniku un atbilstoðo skaòkârtu
minora septakordam ar pazeminâtu kvintu Gm

7
-5. Ðajâ gadîjumâ akorda

prîmas skaòa g kïûst par lîdiskâs skaòkârtas IV+ pakâpi. Rezultâtâ iegûstam
Des lîdisko skaòkârtu (des–es–f–g–as–b–c).

Ðis îsais pârskats ïauj secinât, ka akorda radniecîgâ skaòkârta ir tikai viena
no vairâkâm iespçjamajâm skaòkârtâm, kuru skaòurindas veidojas no vienas
un tâs paðas lîdiskâs tonikas skaòas. Ðo pirmo skaòkârtu uztveram kâ pamatu,
izejas punktu. Taèu iespçjami vçl seði lîdiskâs skaòkârtas varianti, kas pieðíir
mûzikai îpaðu izteiksmi, nokrâsu. Atðíiras arî pakâpju skaits skaòkârtâ –
seðas, septiòas vai astoòas. Aplûkosim Des lîdiskâs skaòkârtas visus variantus:

1. tabula.
Des lîdiskâ radniecîgâ skaòkârta

des es f g as b c
I II III IV + V VI VII
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2. tabula.
Des lîdiskâ palielinâtâ skaòkârta

des es f g a b c
I II III IV + V+ VI VII

3. tabula.
Des lîdiskâ pamazinâtâ skaòkârta

des es fes g as b c
I II III - IV + V VI VII

4. tabula.
Des lîdiskâ papildus pamazinâtâ skaòkârta

des es fes ges g a b c
I II III - IV IV + V VI VII

5. tabula.
Des lîdiskâ papildus palielinâtâ skaòkârta

des es f g a ces
I II III IV + V+ VII -

6. tabula.
Des lîdiskâ septakorda skaòkârta

des es f g as b c
I II III IV + V VI VII

7. tabula.
Des lîdiskâ papildus pamazinâtâ blûza skaòkârta

des eses fes f g as b ces
I II - III - III IV + V VI VII -

Visâm melodijâm, kuras veidojas uz ðo skaòkârtu pamata, pavadîjumâ
iederas akords Es

7 
(es–g–b–des). Savukârt akorda Es

7
 skaòas uzskatâm par

balsta skaòâm, jo improvizçjot tâs skan vislabâk.
Integrçjot lîdiskâs skaòkârtas visu variantu skaòas vienâ skaòkârtâ,

iegûsim 1 2  p a k â p j u  h r o m a t i s k o  s k a ò k â r t u . Autors to dçvç par
l î d i s k o  h r o m a t i s k o  s k a ò k â r t u , jo to balsta lîdiskâs skaòkârtas trîs
pamatveidi (lîdiskâ, lîdiskâ palielinâtâ un lîdiskâ pamazinâtâ) kopâ ar pa-
pildus palielinâto, pamazinâto un papildus pamazinâto blûza skaòkârtu:



254

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – V

8. tabula.
Des lîdiskâ hromatiskâ skaòkârta

des eses es fes f ges g as a b ces c
I II - II III - III IV IV + V V + VI VII - VII

Skaòkârtu apskats ïauj secinât, ka lîdiskâs hromatiskâs skaòkârtas
skaòurindu var veidot no jebkuras skaòas. Pçc autora domâm, minçtâ skaò-
kârta sniedz improvizatoram neierobeþotas izteiksmes iespçjas. Ðim viedoklim
arî jâpiekrît.

Akorda radniecîgâ skaòkârta ir tikai daïa no kopçjâs lîdiskâs hromatis-
kâs sistçmas – viens no tâs iespçjamajiem variantiem. Rasela ieskatâ, katram
akordam ir piederîgas deviòas daþâdas skaòkârtas:
— lîdiskâ hromatiskâ skaòkârta (visaptveroða),
— lîdiskâ radniecîgâ,
— lîdiskâ palielinâtâ,
— lîdiskâ pamazinâtâ,
— lîdiskâ papildus palielinâtâ,
— lîdiskâ papildus pamazinâtâ,
— lîdiskâ papildus pamazinâtâ blûza skaòkârta,
— maþora skaòkârta,
— blûza skaòkârta.

Jebkura 12 pakâpju lîdiskâ hromatiskâ skaòkârta, kâ norâda Rasels,
sastâv no seðâm vertikâlâm (kas atspoguïo akordu) un divâm papildus
horizontâlâm (maþora un blûza) skaòkârtâm. Blûza skaòkârtu (I, III-, III,
IV, IV +, V, VII -) nejauksim ar papildus pamazinâto blûza skaòkârtu (I, II-,
III -, III, IV +, V, VI, VII -).

Rasela teorijas izstrâdes pamatmçríis acîmredzot bijis iemâcît mûziíim
iekïaut improvizâcijâ visas lîdiskâs hromatiskâs skaòkârtas pakâpes.

Radniecîgâs skaòkârtas noteikðana daþâdu kategoriju akordiem

Akordam Es7 (es–g–b–des) ir radniecîga Des lîdiskâ skaòkârta. Tai ir
piederîgi akordi, kuru pamatâ ir akorda Es7 ìimene – Es9, Es11 un Es13. Bet
ko lai dara, ja akordâ iekïauta alterâcija – piemçram, Es7

+5-9 (es–g–h–des–
fes)? Kâ noteikt radniecîgo skaòkârtu? Rasels paredz îpaðu algoritmu. Proti,
vispirms nosakâm kategoriju – septakords ar paaugstinâtu kvintu8. No skaòas

8 Rasels iedala visus akordus septiòâs atðíirîgâs kategorijâs; plaðâk par tâm sk.
raksta pçdçjâ sadaïâ Akordu secîbu izveide un akorda aizvietoðana.
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es uz leju òemam palielinâtu kvintu (pl5). Tâtad skaòa g bûs lîdiskâs hro-
matiskâs skaòkârtas tonika un kopumâ veidosies G lîdiskâ palielinâtâ
skaòkârta (lîdiskâ skaòkârta ar V+ pakâpi):

9. tabula.
G lîdiskâ palielinâtâ skaòkârta

g a h cis dis e fis
I II III IV + V+ VI VII

Daþkârt, meklçjot radniecîgo hromatisko skaòkârtu, ir jâdomâ arî en-
harmoniski. Ðajâ gadîjumâ skaòu cis aizstâjam ar des, savukârt dis ar es un
fis ar ges (g–a–h–des–es–e–ges).

Jâatzîst, ka izvçrðot akorda Es
7

+5-9 skaòas melodijâ, var lietot vairâkas
skaòkârtas. Kâ pamatskaòkârtu izraugâmies G lîdisko palielinâto skaòkârtu,
kurai pievienojas G lîdiskâ, G lîdiskâ pamazinâtâ, G lîdiskâ papildus pama-
zinâtâ, G lîdiskâ papildus palielinâtâ, G lîdiskâ papildus pamazinâtâ blûza
skaòkârta, G dur , G blûza skaòkârta un G lîdiskâ hromatiskâ skaòkârta.

Bûtiska ir autora norâde – skaòkârtas, kuru struktûra ir tuvâka akordam,
skançs daudz labâk. Jo mazâk skaòu akordâ, jo vairâk melodisko iespçju
paveras improvizatoram un jo lielâka skaòkârtiskâ daþâdîba. Un otrâdi: jo
sareþìîtâks akords (alterâcijas), jo mazâks lietojamo radniecîgo skaòkârtu
klâsts.

Rasela teorijas ietvaros jebkurð septakords ar paaugstinâtu kvintu
jâuzlûko kâ palielinâts. Ðie akordi var veidoties lîdiskajâ palielinâtajâ skaò-
kârtâ uz V+ pakâpes, vai arî lîdiskajâ pamazinâtajâ – uz VII pakâpes, savukârt
papildus palielinâtajâ skaòkârtâ uz II pakâpes. Turpretî jebkurð minora
akords veidojas uz VI vai IV+ pakâpes (sk. salîdzinâjumu 10. tabulâ).

10. tabula.
Akordi un ieteicamâs skaòkârtas

Akords Pakâpe Ieteicamâ skaòkârta
C7 II pakâpe B lîdiskâ

Cm7 VI pakâpe Es lîdiskâ
Cm7

-5 IV + vai VI pakâpe Fis lîdiskâ vai Es lîdiskâ

C7
+5 V+, VII vai II pakâpe

E lîdiskâ, Des lîdiskâ pamazinâtâ vai
B papildus palielinâtâ

C7
+5-9 V+ pakâpe E lîdiskâ
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Lai pilnveidotu melodijas improvizâcijas prasmi, Rasels piedâvâ apguvei
èetrus melodiju tipus:
— tonâlas vertikâlas melodijas (diatoniskas vai hromatiski bagâtinâtas);
— netonâlas (ârtonâlas) vertikâlas melodijas (hromatiskâs gammas inter-

vâlu melodijas);
— tonâlas horizontâlas melodijas (diatoniskas vai hromatiski bagâtinâtas);
— netonâlas horizontâlas melodijas (hromatiskâs gammas intervâlu melo-

dijas).
Tonâlas vertikâlas melodijas ietver diatoniskas vai hromatiski bagâti-

nâtas melodijas. Hromatisko skaòu atrisinâjumi iespçjami arî attâlumâ.

Vertikâlâ polimodalitâte

Ko saprotam ar terminu polimodalitâte? Klasiskâ mûzikas teorija skaidro,
ka polimodalitâte (no gr. poly – daudz + it. modale modâls) ir divu vai vai-
râku simetrisko modu [..]  vienlaikus apvienojums skaòdarbâ (Kârkliòð 2006:
159). Savukârt Rasela izpratnç termins modâls attiecas uz akorda radniecîgâs
skaòkârtas vairâku variantu vienlaicîgu izmantojumu. Tâtad pamatskaòkârta
bagâtinâta ar tâs variantiem un melodisko lîniju pamatâ ir izraudzîtâ akorda
skaòkârtas skaòas. Melodijas virzîbu improvizâcijas gaitâ nosaka tâs nâkoðais
akords. Ðâdi savulaik improvizçja Koulmens Hokinss (Hawkins).

Rasels izsmeïoði izskaidro vertikâlâs polimodalitâtes bûtîbu. Akordam
Es

7
 (es–g–b–des) atrodam radniecîgâs skaòkârtas toniku un pamatskaòu

des. Nâkoðais solis – aizpildâm ar notîm brîvâs vietas starp akorda skaòâm.
Rezultâtâ iegûstam septiòpakâpju Des lîdisko (des–es–f–g–as–b–c).

Vienlaikus Rasels ievieð mûzikas praksç reti lietotus terminus – lîdiskâ
un modâlâ tonika. To padziïinâtu skaidrojumu atradîsim Voltera Pistona
harmonijas grâmatâ (Piston 1962). Jâpiebilst, ka teorçtiíis Pistons attîsta ðo
tçmu vçl tâlâk: viòð noðíir tonâlâs un modâlâs pakâpes un aplûko tonalitâti
kopumâ. Savukârt Rasels atðíirîbu starp divâm tonikas izpratnçm nosaka
ar akorda palîdzîbu – proti, akorda pamatskaòa vienmçr ir modâlâ tonika.
Piemçram, akordam fis–a–cis–e modâlâ tonika ir  skaòkârtas VI pakâpe fis,
bet lîdiskâ tonika – skaòkârtas I pakâpe jeb skaòa a. Akordam fis–a–cis–e
piederîga ir A lîdiskâ skaòkârta.

Minora septakordiem ar pazeminâtu kvintu, piemçram, akordam Gm
7

-5,
lîdiskâ tonika ir akorda pazeminâtâ kvinta (lîdiskâs skaòkârtas IV+ pakâ-
pe g) – skaòa des. Par modâlo toniku kïûst skaòa g – Des lîdiskâs skaòkârtas
IV + pakâpe. Kopumâ veidojas Des lîdiskâ skaòkârta ar skaòurindu des–es–
f–g–as–b–c.
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Lîdz ar to akorda radniecîgâ skaòkârta ir tikai viena no vairâkâm iespç-
jamâm skaòkârtâm, kuras skaòurinda veidojas no tâs paðas lîdiskâs tonikas
skaòas. Pirmo skaòkârtu uztveram kâ pamatskaòkârtu, kurai iespçjami vçl
vairâki varianti. Paveras neierobeþotas improvizâcijas iespçjas. Rodas ver-
tikâlâ polimodalitâte, respektîvi, daþâdas skançjuma nokrâsas.

Mûsuprât, tonâlo vertikâlo melodiju pamats ir viena lîdiskâs hromatiskâs
sistçmas skaòkârta. Savukârt paðu skaòkârtu, tâs toniku nosaka konkrçts
akords. Ðî skaòkârta arî veido pamatu diatoniskai vai hromatiski bagâtinâtai
melodijai, kas rodas no radniecîgâs lîdiskâs hromatiskâs skaòkârtas pakâpçm.

Netonâlâs vertikâlâs melodijas bûtîba ir ðâda – jebkura hromatiskâ
gamma ietver divpadsmit intervâlus, proti, mazu sekundu, lielu sekundu,
mazu tercu, lielu tercu, tîru kvartu, palielinâtu kvartu, tîru kvintu, palielinâtu
kvintu, mazu sekstu, lielu sekstu, mazu un lielu septimu. Katru intervâlu
hromatiskâs skaòkârtas ietvarâ var veidot divpadsmit reizes (t. i., no katras
skaòas). Jebkura melodija ir daþâdu intervâlu horizontâla secîba, un visas
izveidotâs melodijas vai harmonijas pieder vienîgajai hromatiskajai skaò-
kârtai – vienai no divpadsmit eksistçjoðâm. Lîdz ar to lîdiskâ hromatiskâ
skaòkârta ietver astoòus daþâdus lîdiskâs skaòkârtas variantus ar attiecîgâm
intervâlu grupâm. Savukârt katrâ melodijâ iekïauti skaòkârtai atbilstoði inter-
vâli. Ir svarîgi noskaidrot, vai katru lîdiskâs hromatiskâs skaòkârtas izpausmi
nosaka ikreiz jauns akords (vertikâlâs polimodalitâtes izpausme) vai arî citi
faktori.

Horizontâlâ polimodalitâte

Tonâlâs horizontâlâs melodijas – gan diatoniskas, gan hromatiski bagâ-
tinâtas –veidojas, uzslâòojot akordu secîbai vienu noteiktu lîdiskâs hroma-
tiskâs skaòkârtas variantu. Ðâda veida uzslâòoðana ir iespçjama triju faktoru
ietekmç: pirmkârt, to nosaka divu vai vairâku akordu tieksme atrisinâties
tonikâ, otrkârt, izraudzîtâ tonalitâte un, treðkârt, estçtiskâ nepiecieðamîba.

D ivu  va i  va i râku  ako rdu  t i eksme a t r i s i nâ t i es iezîmç vairâ-
kus tonikas punktus. Daþkârt katrai frâzei rodama sava tonika. Piemçram,
akordu secîbâ Asmaj

7
–G

7
–C

7
 Rasels kâ tonikas punktu saskata skaòu c un

piedâvâ improvizâcijai C dur vai C blûza skaòkârtu. Ðîm skaòkârtâm precîzi
jânodroðina akordu skançjums. Ðajâ gadîjumâ vispiemçrotâkâ ir C blûza
skaòkârta ar dabisko IV pakâpi. Skaòkârtas izvçli nosaka arî estçtiskâ nepie-
cieðamîba un muzikâlâ gaume (parasti atrisinâjums ietver augðupvçrstu kvartas
gâjienu). Kâ îpaði piemçrotas improvizâcijai autors izceï maþora, blûza un
lîdisko papildus pamazinâto skaòkârtu. Ja akordu grupa tieksies atrisinâties
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minora akordâ (tonikas punktâ), tad noderîgas bûs skaòkârtas ar III- pakâpi,
piemçram, blûza skaòkârta vai lîdiskâ papildus pamazinâtâ skaòkârta.

Pats tonikas punkta jçdziens iezîmç saskari ar Rodþera Seðnsa jau agrâk
izvirzîto tonikalizâcijas koncepciju: tâ radâs centienos paplaðinât tonalitâtes
robeþas un tâs pamatâ ir uzskats, ka vietçjâs tonikas nozîmi var iegût jebkurð
tâ vai citâdi izcelts akords. Tonikalizâciju Seðnss iekïauj plaðâkâ harmonijas
lîdzekïu virknç, kuru kopumâ nosauc par harmonijas detalizâciju un paildzi-
nâðanu, pçdçjo viòð raksturo kâ vienu no galvenajiem lîdzekïiem izvçrstu
skaòdarbu kompozîcijâ. Vispârinot izklâstîto, Seðnss secina, ka tonikalizçt
var jebkuru harmoniju, ja vien harmonijas reljefs ir pietiekami skaidrs un ja
tas nenoved mûzikas valodu lîdz tâdai pârslodzei, ka sagrûst tonâlais balanss
(Sessions 1952: 415–416). Iepriekð arî Heinrihs Ðenkers izvirzîja terminu
netonikas akordu tonikalizâcija un norâdîja uz katras pakâpes tieksmi
pârvçrsties par toniku (Schenker 1925–1930)9.

Lîdzîgâ veidâ iespçjama arî garâka akordu secîba ar tieksmi atrisinâties
vienâ vai vairâkos tonikas punktos. Aplûkosim, piemçram, secîbu G

7
–C

7
 |

F
7
–B

7
 | Es

7
–As

7
 | Des

7
–Ges

7 
||. Tâs 1. taktî iezîmçjas F blûza skaòkârta (tonikas

punkts F). Savukârt 2. taktî parâdâs Es blûza skaòkârta, 3. taktî – Des blûza
skaòkârta un 4. taktî – Ces blûza skaòkârta. Rasels piedâvâ izmçìinât uzslâ-
òot ðai secîbai arî citus lîdiskâs hromatiskâs skaòkârtas variantus. Piemçram,
1. taktî uzslâòosim melodiju F blûza, 2. taktî – Es blûza skaòkârtâ, 3. – Des
blûza un 4. taktî – Ces blûza skaòkârtâ. Turpinâjumâ Rasels piedâvâ apvienot
1. un 2. takts tonikas punktus. Izrâdâs, derîga ir Es blûza skaòkârta, kuras
skançjums melodijâ labi saderas ar izraudzîto akordu secîbu. Toties, integrçjot
3. un 4. takts tonikas punktus, iegûstam Ces blûza skaòkârtu. Rezultâts ir
skaidrs – ðai akordu secîbai var horizontâli uzslâòot praktiski jebkuru lîdiskâs
hromatiskâs sistçmas skaòkârtu. Ja tonikas punktus apvienojam, pakïaujot
vienai horizontâlajai skaòkârtai vairâkus akordus, melodija veidojas hroma-
tiski bagâtinâta vai netonâla. Ja tonikas punktu ir vairâk, improvizçtâ me-
lodija skançs diatoniskâk.

Harmoniski skopos skaòdarbos tonikas punktu ir maz, turpretî harmo-
niski bagâtâ melodijâ – vairâk. Ðî atziòa labi noder improvizâcijas praksç.
Ja âtrâ tempâ bieþi mainâs akordi un improvizators, domâjot par vertikâli,
nespçj izsekot lîdzi, proti, izplânot attiecîgo melodisko lîniju piederîbu jaunajai

9 Krievijâ lîdzîgu problçmu risinâja Jurijs Tjuïins, izstrâdâjot maiòu funkciju teoriju
(Òþëèí 1937), vçlâk arî Igors Sposobins, nodalot harmonijâ centrâlâs un vietçjâs
funkcijas (Ñïîñîáèí 1969).
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skaòkârtai, viòð veido horizontâlu polimodalitâti. Tieði ðâdâ situâcijâ horizon-
tâlo skaòkârtu uzslâòoðanâs ir îpaði ieteicama.

Tâdçjâdi tonâla horizontâla melodija – gan diatoniska, gan hromatiski
bagâtinâta – improvizçjot veidojas no vienas lîdiskâs hromatiskâs ìimenes
skaòkârtâm, kuru izvçlamies atbilstoði vairâku akordu atrisinâjuma tieksmei,
tâs vai citas tonalitâtes klâtbûtnei un personiskajai muzikâlajai gaumei.

Savukârt netonâlâs horizontâlâs melodijas improvizâcijas veidojas, bal-
stoties uz lîdiskâs hromatiskâs skaòkârtas intervâliem. Likumsakarîga ir
horizontâlâs polimodalitâtes bûtîba – jebkurai akordu secîbai var uzslâòot
jebkuru skaòkârtu no lîdiskâs hromatiskâs skaòkârtas ìimenes. Tâdçjâdi
rodas netonâla horizontâla melodija. Spilgts horizontâlâs polimodâlâs impro-
vizâcijas piemçrs bija izcilâ dþeza improvizatora, tenorsaksofonista Lestera
Janga (Young) daiïrade.

Akordu secîbu izveide un akorda aizvietoðana

Katrs lîdiskâs hromatiskâs skaòkârtas variants ietver septiòas akordu
kategorijas: maþora un alterçta maþora akordi (I pakâpes akordi), septakordi
un alterçti septakordi (II pakâpes akordi), minora un alterçta minora akordi
(VI pakâpes akordi), minora septakordi ar pazeminâtu kvintu (IV+ pakâpes
akordi), septakordi ar paaugstinâtu kvintu (V + pakâpes akordi), tercdeci-
makordi ar pazeminâtu nonu (VII pakâpes akordi) un minora akordi ar
paaugstinâtu kvintu (III pakâpes akordi). Visus ðos akordus savstarpçji saista
kvintas intervâls. Blakusesoðie akordi parasti atðíiras ar vienu zîmi. Visrad-
niecîgâkie ir vienai skaòkârtai piederîgi akordi, piemçram, Cmaj

7
 un Dm

7
.

Cmaj
7
 ir C lîdiskâs hromatiskâs skaòkârtas I pakâpes akords, savukârt Dm

7
–

F lîdiskâs hromatiskâs skaòkârtas VI pakâpes akords (kvintas atstatumâ).
Abi akordi ir tuvi pçc skançjuma, jo viòu skaòkârtas (C un F) ir radniecîgas.
Lîdz ar to akorda Dm

7
 vietâ var izmantot jebkuru F lîdiskâs hromatiskâs

skaòkârtas akordu, piemçram, Ges-5 (II pakâpes akords), Des+5 (V+ pakâpes
akords), Bm

7
-5 (IV + pakâpes akords), E

11
-9 (VII pakâpes akords), Am+5 (III

pakâpes akords), Fmaj (I pakâpes akords). Nosauktie akordi radniecîbas
pakâpi nemazina, mainâs tikai skançjums. Ðis ir uzskatâms paraugs, kâ visas
divpadsmit lîdiskâs hromatiskâs skaòkârtas savstarpçji mijiedarbojas.

Aplûkosim vçl vienu piemçru – èetrtaktu akordu secîbu Fm
7
 | Bm

7
 |

Es
7

| Asmaj
7
 ||. Akords Fm

7 
pârstâv As lîdiskâs hromatiskâs skaòkârtas VI

pakâpi. Bm
7 
ir Des lîdiskâs hromatiskâs skaòkârtas VI pakâpes akords. Tâtad

akordu secîba pârvietojas no As lîdiskâs hromatiskâs skaòkârtas uz Des
lîdisko hromatisko skaòkârtu bemolu virzienâ kvintu lejup. Es

7 
ir Des lîdiskâs
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hromatiskâs skaòkârtas II pakâpes akords. Ðajâ gadîjumâ akordi ir visradnie-
cîgâkie, jo veidojas vienas un tâs paðas skaòkârtas ietvaros. Savukârt Asmaj

7

ir kvintu augstâk izvietotâs As lîdiskâs hromatiskâs skaòkârtas I pakâpes
akords. Piemçrs apliecina lîdisko hromatisko skaòkârtu mobilitâti. Secîbâ
lietoti èetri akordi, kas pârstâv divas skaòkârtas.

Lai dziïâk izprastu iepriekðminçtâs akordu secîbas bûtîbu, iepazîsim
tuvâk Rasela izveidoto kvintu apli.

Tâtad jârîkojas saskaòâ ar ðâdu algoritmu: vispirms nosakâm lîdisko
hromatisko pamatskaòkârtu jeb skaòdarba tonalitâti (ðajâ gadîjumâ skaò-
kârta uztverama kâ tonalitâte mûsu tradicionâlajâ izpratnç). Apzîmçjam to
ar ciparu I. Lîdiskâs hromatiskâs skaòkârtas pârçjâs vienpadsmit pakâpes
izkârtojam secîgi pa kvintâm pçc radniecîbas pakâpes attiecîbâ pret toniku.

Radniecîbas kvintu aplî nosakâm pçdçjo lîdisko hromatisko skaòkârtu
un raugâmies, vai sekojoðais akords pârstâvçs tuvâku vai tâlâku radniecîbas
pakâpi. Vçlams izraudzîties akordus no pçdçjâs lîdiskâs hromatiskâs skaòkârtas
pakâpçm. Lîdz ar to atrodam saikni starp akordiem, arî starp paðu akordu
secîbu un tonalitâti. Attîstot akordu secîbu tâlâk, varam virzît to gan tonâlâ
(resp., tuvâkâ), gan netonâlâ (tâlâkâ) gultnç. Rûpîgi ieskatîsimies 11. tabulâ.

11. tabula.
Skaòdarba tonalitâte un raksturîgie akordi

lîdiskâs hromatiskâs sistçmas ietvaros

Ges7
+5 F7

+5 Em7
-5 A7

+5 Asmaj7
E lîdiskâ A lîdiskâ B lîdiskâ Des lîdiskâ As lîdiskâ
hromatiskâ hromatiskâ hromatiskâ hromatiskâ hromatiskâ
skaòkârta skaòkârta skaòkârta skaòkârta skaòkârta
(II pakâpe) (V+ pakâpe) (IV + pakâpe) (V+ pakâpe) (I pakâpe)
4 kvintas 1 kvinta 5 kvintas 3 kvintas 1 kvinta
uz leju uz leju uz leju uz leju uz augðuS

ka
òd

ar
ba

 t
on

al
itâ

te
 –

A
s 
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is
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Skaòdarbs sâkas ar akordu Ges
7

+5, kurð novirzîts èetras kvintas lejup
bemolu virzienâ attiecîbâ pret pamattonalitâti – As lîdisko hromatisko skaò-
kârtu. Ðis akords pârstâv E lîdiskâs hromatiskâs skaòkârtas II pakâpi un
atrisinâs A lîdiskâs hromatiskâs skaòkârtas V+ pakâpes akordâ F

7
+5 kvintu

lejup. Savukârt sekojoðais akords Em
7

-5 atbilst B lîdiskâs hromatiskâs skaò-
kârtas IV+ pakâpes akordam un atrodas piecas kvintas lejup bemolu virzienâ.
Akords A

7
+5 attiecas uz Des lîdiskâs hromatiskâs skaòkârtas V+ pakâpi (trîs

kvintas lejup bemolu virzienâ). A
7
+5 akords atrisinâs As lîdiskâs hromatiskâs

skaòkârtas I pakâpes akordâ Asmaj
7
 (kvintu augðup). Kopumâ minçto akordu

secîbu pierakstâm ðâdi:

(V+) Š  (II) Š  (II -) Š  (IV) Š  (I) Š  (As)

Tâtad ðîs secîbas pamats ir As lîdiskâ hromatiskâ skaòkârta (horizontâls
izkârtojums):

IV + II - V+ III - VII - IV I V II VI III VII IV +

Œ Œ Œ Œ Œ
A E Des As B
(2) (1) (4) (5) (3)

Rezumçjot iepriekð izklâstîto, jâsecina:
— Dþordþa Rasela teorija izskaidro akordu un skaòkârtu mijiedarbi, arî

attiecîbas starp daþâdiem akordiem, tonalitâti, izklâstîtâ akorda pârveidu
melodiskajâs lînijâs;

— pçc teorijas autora domâm, ðî koncepcija noderîga jebkura mûzikas
stila vai þanra izpratnei un apguvei. Tâ sniedz radoðu ievirzi mûziíim,
lai viòð spçtu, balstoties uz saviem estçtiskajiem uzskatiem, organizçt
noteiktâ sistçmâ visu mûzikas materiâlu;

— Rasela izveidotais skaòkârtu–tonalitâðu radniecîbas kvintu aplis veicina
akorda aizvietoðanu, lîdz ar to jaunu harmonisko krâsu meklçjumus;

— dþeza harmonijas analîzei saistoðas ir autora noteiktâs septiòas akordu
kategorijas;

— inovatîvs ir vertikâlâs un horizontâlâs polimodalitâtes skaidrojums;
— vertikâlâs polimodalitâtes prasmîgs lietojums ïauj mûziíim iegût daudz-

veidîgu spçles izteiksmi, vienlaikus integrçjot daþâdu skaòkârtu pakâpes;
— savukârt horizontâlâs polimodalitâtes izpratne sniedz improvizatoram

vai mûzikas teorçtiíim zinâðanas, prasmi un kompetenci, kas ïauj skaò-
darba analîzes gaitâ iezîmçt tajâ tonikas punktus, tos sagrupçt, apvienot,
pacelt jaunâ lîmenî, veidot tiltu, izpratni par funkcionalitâti, tonâlo plânu;
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— lîdzâs plusiem Rasela koncepcijai ir arî kâds trûkums, proti, pârâk vien-
pusîga orientâcija tieði uz melodikas aspektu. Rasels nemaz neraksta
par citiem bûtiskiem mûzikas izteiksmes lîdzekïiem – ritmu, faktûru,
formu utt., par to mijiedarbi ar harmoniju;

— neraugoties uz atseviðíâm nepilnîbâm, gan vertikâlâs, gan horizontâlâs
polimodalitâtes apguvç sakòotâs improvizâcijas metodes mûsdienâs plaði
tiek izmantotas dþeza mûzikâ.
Raksta nobeigumâ piedâvâju uzmanîbai Dþordþa Rasela apkopotâs laika-

biedru – dþeza mûzikas komponistu un improvizatoru – atziòas par viòa
teoriju (Russell 1953: 259):
— Ornets Koulmens (Coleman): Viena no dziïâkajâm dþeza teorijas kon-

cepcijâm. Pârspçj visu iepriekðçjo, ar ko esmu saskâries.
— Gils Evans (Evans): Pârspçj jebkuru citu ðâda veida grâmatu.
— Çriks Dolfijs (Dolphy ): Dod jums vairâk vielas darbam.
— Joahims Berents (Berendth): Pirmais darbs, kas izriet nevis no Eiropas

klasiskâs mûzikas likumiem, bet no dþeza teorijai piemîtoðiem likumiem.
Ðai koncepcijai sekoja Mailsa Deivisa un Dþona Koltreina modalitâte.

— Deivids Beikers (Baker): Visnozîmîgâkâ teorçtiskâ koncepcija dþeza
mûzikâ. Dþeza filozofija nâkotnç.

George Russell’s Lydian Chromatic Concept: Tradition or Novelty?

Çvalds Daugulis
Summary

At the end of the 1950s the development of jazz directed towards a more
complicated harmony, melody, and rhythm. Jazz was approaching atonality.
But a number of outstanding jazz musicians turned aside from the path of
atonal music. When improvising, artists focused on intonation, melody deve-
lopment, rhythm, and timbre. The terms modal jazz, modal technique, modal
improvisation gradually entered the jazz music theory. American theoreticians
worked out various concepts of modality (Vincent 1951, Persichetti 1961,
Piston 1962, etc.). George Russell’s 1 2 - t o n e  L y d i a n  c h r o m a t i c  c o n-
cep t  o f  t ona l  o rgan i sa t i on (Russell 1953) is to be considered a unique
contribution to the development of jazz modal theory. Russell’s Lydian chro-
matic concept is a special organization of tones, which provides an improviser
or a theoretician with analytical knowledge of various tone nuances of one
musical material. The concept is to be viewed as a special philosophy of the
arrangement of tones, a system, using which an improviser develops his
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melodic thinking thus elaborating on his improvisation expression, and at
the same time he gets acquainted with the whole chromatic world of chords
(vertical) and tonal centre (horizontal). New findings are to be discovered in
explanations: related chords, family of chords, chords and related scales, the
essence of the development of vertical polymodality, Lydian and modal tonic.

Any 12-tone Lydian chromatic scale consists of 6 verticals (reflecting a
chord) and two additional horizontal (major and blues) scales.

A chord-related scale is only a part of 12-tone Lydian chromatic system,
only one of possible variants. Therefore, every chord has nine possible scales:
Lydian chromatic scale (comprehensive), Lydian related scale, Lydian aug-
mented scale, Lydian diminished scale, Lydian auxiliary augmented scale,
Lydian auxiliary diminished scale, Lydian diminished blues scale, major scale,
and blues scale.

The author holds that 12-tone Lydian chromatic scale provides an im-
proviser with unlimited possibilities of expression.

In determining the scale, George Russell proposes seven different cate-
gories of chords. Thus, every chord has a corresponding Lydian scale with
variants.

An efficient application of the vertical polymodality makes it possible
for a musician to achieve manifold expression in his performance, at the
same time integrating tones of various scales. The concept of horizontal
polymodality in the analysis of a composition, in its turn, provides an im-
proviser or a music theoretician with knowledge, skills and proficiency in
marking the tonics, in grouping them, raising them to another level, in
developing the understanding of functionality and tonal organization.

Both methods of improvisation have their pluses and minuses. Both are
widely used in playing jazz. The circle of fifths of the scale-tonality relationship
developed by Russell facilitates chord substitution and thus encourages one
to search for new harmonic nuances.

All in all this theory accounts for the interaction between chords and
scales, as well as for the relationship between various chords, between chords
and tonality; it expounds on the melodic lines of a chord progression. Ac-
cording to the author of the present article, George Russell’s Lydian chromatic
concept is useful for better understanding and acquisition of any other style
or genre of music. It provides a musician with a creative line: basing on his
aesthetic necessity, he is able to organize the whole musical material in a
definite system.

Key words: family of chords, scale, mode, modality, Lydian and modal
tonic.
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Teatralitâtes aspekti mûzikas analîzç

Mag. art. Andris Vecumnieks
Jâzepa Vîtola Latvijas Mûzikas akadçmijas asociçtais profesors

1. Mûzikas analîzes problçmas

Savâ ikdienas darba praksç esmu novçrojis, ka mûzikas analîze bieþi
pozicionç u n i k â l u , ðauri profesionâlu pieeju, kas ir interesanta mûzikas
speciâlistiem un profesionâïiem, bet nav saprotama daudziem mûzikas
mîïotâjiem, kuriem skaòdarba kâ mâkslas darba atklâsmei bûtu nepiecieðama
cita, krietni  u n i v e r s â l â k a nestandarta pieeja. Vçsturiski teorçtiskais ska-
tîjums ïauj analîzes procesâ atklât profesionâlam mûziíim svarîgus skaòdarba
aspektus, taèu ne vienmçr spçj radît izpratni neprofesionâlam klausîtâjam.

Ðis jautâjums manâ darbîbâ aktualizçjies pçdçjâ gada laikâ, jo vairâkkârt
esmu lasîjis lekcijas neprofesionâlâs (nemûziíu) auditorijâs, kuras gaida gan
akadçmisku mûzikas vçrtçjumu (Latvijas Kultûras akadçmija), gan populâr-
zinâtnisku tâs traktçjumu (Rîgas Stradiòa universitâte, Satori kultûras telpa
Birojnîca u. c.).

Manuprât, ðajâ ziòâ var noderçt teatralitâtes aspektu izgaismojums
mûzikas analîzes procesâ, jo literatûra un teâtris, arî vizuâlâ mâksla plaðâkam
interesentu lokam ir daudz saprotamâkas jomas nekâ mûzika – ar tâm iepa-
zîstas vidusskolâ, aptverot arî teorijas un vçstures aspektus, savukârt mûzikas
teorçtiskâs un vçsturiskâ bâzes apguve bieþi vien paliek ðauri informatîvâ
lîmenî. Lîdz ar to mûzika ðíiet mazâk saprotama, un norâde uz teatrâliem
aspektiem spçj demokratizçt tâs analîzi. Turklât teâtris vispâr ir plaðâs ap-
rindâs vispopulârâkais mâkslas veids, un seviðía vieta tam ir latvieðu kultûrâ
un mentalitâtç.

2. Mâkslas veida bûtîba un pazîmes

Lai labâk izprastu mûzikas un teâtra specifiku, t. sk. teatralitâtes jçdzie-
nu, vispirms jânoskaidro, ko saprotam ar mâkslas veida b û t î b u . Saskaòâ
ar daudzu pçtnieku, piemçram, Raimonda Brieþa atziòâm (Briedis 2011),
tieði bûtîba ir tâ kategorija, kas atðíir vienu mâkslas veidu no cita, identificç
to. Mûzikâ ðî identifikâcijas zîme ir skaòa, vizuâlajâ mâkslâ – krâsa, literatûra
operç un darbojas ar vârdu, savukârt par teatrâlu uzskatâms viss, kas saistîts
ar organizçtu skatâmîbu, reâlo vai virtuâlo skatuvisko darbîbu, kustîbu un
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skatuves telpu. Mûzika un tâs recepcija ir vistuvâkâs teâtra mâkslai, jo, izsa-
koties Valdas Èakares vârdiem, piedâvâ norobeþotîbu starp divâm cilvçku
grupâm – aktieriem [mûziíiem – A. V. ], kas darbojas, un skatîtâjiem [klau-
sîtâjiem – A. V.], kas to jût un pârdzîvo (Èakare 2011). Protams, mûsdienu
sabiedrîbâ daudzu jçdzienu un pamatkategoriju izpratne ir radikâli transfor-
mçjusies, un visai bieþi vçrojama vienas mâkslas bûtîbas transformâcija par
citas mâkslas pazîmi. Ja kâdâ mâkslas veidâ var saskatît citas mâkslas bûtîbu,
tad ir pamats runât par attiecîgâs mâkslas ietekmi un abu mâkslu mijiedarbi.
Citiem vârdiem: kâdas mâkslas bûtîbas elementu klâtbûtne citâ mâkslâ kïûst
par jaunâs mâkslas p a z î m i (dziedoða valoda, kustîga glezna utt.). Bûtîba
kâ unikâla kategorija mijiedarbojas ar pazîmi kâ universâlu parâdîbu un
rada mâkslas darbu atgriezenisko saiti, mijiedarbi un sintçzi.

Mûzikâ  bû t î ba  ir skaòa (tâpat kâ literatûrâ – vârds, vizuâlajâ mâkslâ–
krâsa un teâtra mâkslâ – spçle un performativitâte). Tieði skaòa uztverama
kâ mûzikas autentiskuma nesçja, savukârt citu mâkslu bûtîbas parâdîðanâs
vçrtçjama kâ p a z î m e ðajâ mâkslâ. Lîdzîgi teatralitâtes jçdzienam, arî muzi-
kalitâtes jçdziens sniedzas ârpus mûzikas kâ konkrçta un specifiska mâksla
veida ietvariem. Emocionâlâ lîmenî par muzikâlu var dçvçt tâdu îpaðîbu un
pazîmju kopumu, kas raksturo plûstoðu literâro valodu, melodrâmu, acij
tîkamu gleznu utt. Savukârt zinâtniskâ lîmenî muzikalitâtes pazîmes citâs
mâkslâs var traktçt kâ s a k l a u s â m î b u, spçju sadzirdçt mûzikas bûtîbu,
t. i., skançjumu, kâdâ mâkslas darbâ, turpretî teatralitâtes pazîme ir s a r e-
d z a m î b a. Ðajâ sakarâ jâmin arî jçdziens teâtra muzikalitâte – tâ izpauþas,
piemçram, kâ mûzikas terminu iekïâvums filmu nosaukumos (Ezera sonâte;
Allegro ar uguni u. c.) un rosina ðo abu mâkslas veidu paralçlskatîjuma
asociâcijas, galvenokârt saturiski emocionâlâ un dramaturìiskâ plâksnç. Arî
literatûras kontekstâ ir sastopams jçdziens muzikâla valoda, bez tam nereti
tiek atzîmçta kâda konkrçta literârâ darba muzikalitâte.

3. Teatralitâtes jçdziens

Izvçrtçjot teâtri kâ kultûras fenomenu, aktuâls ir jautâjums, ko tad sapro-
tam ar jçdzieniem teâtris un teatralitâte. Turklât ðajâ gadîjumâ svarîgs ir arî
vispârsociâlais konteksts – kâ sabiedrîbas darbîbas modeïa atspoguïojums.
Salîdzinot ar teâtra jçdzienu, teatralitâtes jçdziens ir ietilpîgâks un lîdz ar to
arî neskaidrâks, tâ definîcijas ir pretrunîgas, jo tas dziïi un daudzveidîgi
iesakòojies mûsu ikdienâ, tâlu pârsniedzot teâtra mâkslas ietvarus.

Laika gaitâ teâtra pçtnieki mçìinâjuði daþâdi formulçt tâ saturu. Tâ,
piemçram, Minhenes universitâtes profesors Kristofers Balme uzsver, ka pirmo
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reizi teatralitâtes jçdzienu sâka lietot 19. gadsimtâ, lai gan adjektîva formâ
tas ticis lietots jau krietni senâk1 (Balme 2008: 89). Savukârt Patriss Pavî
savâ Dictionnaire du th éâtre (Teâtra vârdnîcâ) norâda, ka teatralitâte ir kaut
kas mîtisks, vispârçjs, ideâlistisks, tâpçc nav iespçjams to viennozîmîgi definçt.
Atsaucoties uz Antonçnu Arto (Artaud) un Rolânu Bartu (Barthes), Pavî
tomçr izceï priekðstatu par teatralitâti  kâ kaut ko tâdu, kas eksistç aiz vârdiem,
tâs ir sensuâlas, nevis verbâlas zîmes, þests, tonis, distance, substance, gaisma,
viss, kas pavada tekstu2 (Pavis 1998: 395–397).

Savu skatîjumu pauþ latvieðu teâtra zinâtniece Valda Èakare: Teâtris ir
nevis dzîvoðana, bet dzîves modelçðana, spçlçðana, aktierim izpildot ideâlâs,
iztçlotâs darbîbas reâlajâ pasaulç – savveida teatrâla priekðâ stâdîðanâs.
Teatralitâte ir saistîta ar aktieru centieniem spçlçt kamerai (ja tâda bûtu) un
definçjama kâ tâda mâkslinieciska kvalitâte, kas vçrotâjam vai skatîtâjam
liek apzinâties sevi kâ vçrotâju vai skatîtâju (Èakare 2011). Zinâtniece rak-
sturo aktiera un skatîtâja mijiedarbi, kas paredz distancçtîbu, noðíirtîbu
starp “es” un “cits”, starp aktieri un skatîtâju [NB! mûziíi un klausîtâju –
A. V. ] (Èakare 2011). Lîdz ar to teâtris ir t e â t r i s [izcçlums mans – A. V.]
un nevis gabals no dzîves (Èakare 2011).

Elizabete Bçrnsa savâ definîcijâ min, ka teatralitâte primâri ir uztveres
veids (Burns 1972: 13), respektîvi, saistîta ar recepciju un psiholoìiju. Tas
nozîmç, ka lietas, daþâdas darbîbas, vietas un sabiedrîbas tiek uztvertas kâ te-
atrâlas noteiktu estçtisko pieòçmumu un diskursîvo prakðu kontekstâ. Par to
raksta arî Kristofers Balme, uzsverot, ka 18. gadsimtâ teatralitâti izprata kâ
1) teâtra priekðnesuma koncentrçtîbu, dramatismu un vizuâlo krâðòumu,

ko attiecinâja uz vietâm un ainavâm;
2) sabiedrîbas dzîvi, tâdçjâdi uzsverot indivîda vçlmi bût sociâlajos procesos

neiesaistîtam skatîtâjam;
3) atkârtojumu, viltojumu, kaut ko neîstu, tâtad – otrðíirîgu 3 (Balme 2008).

Taèu visspilgtâk un lakoniskâk teatralitâtes jçdzienu skaidro Maikls
Frîds, rezumçjot, ka teatralitâte piemît mâkslai, kas izrâda sevi (Fried 1998:
163). Mâksla izrâdît sevi un lîdz ar to teatralitâte kâ skatâmîba un perfor-
mance (kustîbas, þesti, darbîba, darboðanâs) izvirza îpaðus noteikumus tâdiem
sintçtiskâs mâkslas veidiem kâ radioteâtris (t. sk. radiooperas), TV teâtris
(arî TV operas), operfilmas utt., bet tâ jau bûtu cita raksta problçmika.

1 Valdas Èakares tulkojums.
2 Ingas Pçrkones-Redovièas tulkojums.
3 Ðeit, kâ arî turpmâk, lîdz 3. nodaïas beigâm, ârzemju pçtnieku citâti sniegti

Valdas Èakares tulkojumâ.
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Diskusijas par teatralitâti parâda ne tikai jçdziena izpratnes ietilpîbu,
bet arî tâ atkarîbu no laikmeta konteksta. Sava îpatnîba piemît postmoder-
nisma teatralitâtes izpratnei, kur teâtris ir reâlâ dzîve (Èakare 2011), tâpat
atðíiras ðî jçdziena izpratne daþâdos mâkslas veidos. Treisija Deivisa un
Tomass Postlveits norâda, ka teatrâlisma darbîbas lauku nav iespçjams iekïaut
vienâ definîcijâ, periodâ vai praksç (Davis, Postlewait 2003: 3). Lîdz ar to ir
pamats apgalvot, ka teatrâlisms un teatralitâte ir starpdisciplinâra, nevis
ðauri estçtiska perspektîva, tâ attiecas uz plaðu parâdîbu lauku (Davis, Post-
lewait 2003: 3).

4. Mûzikas teatrâlie aspekti

Mûzikas teatralitâtes pazîmju izpçtes kontekstâ jâmin paradokss, ka
teatrâlais mûzikâ ir plaðâks jçdziens nekâ teatralitâte citâs mâkslâs. Ar teatra-
litâtes pazîmçm mûzikâ (teatrâlu mûziku) ir jâsaprot viss â r p u s m u z i-
k â l a i s, kas nav skaòa – tâtad iezîmes, kas piemît ne tikai teâtra mâkslai,
bet saistîtas arî ar citu mâkslu (piem., literatûras, vizuâlâs mâkslas) elementu
iekïâvumu mûzikâ. Gan vârds, gan krâsa, gan arî darbîbas un skatâmîbas
klâtbûtne ir nepiecieðami teatralitâtes aspekti mûzikas analîzç, tâs demokra-
tizâcijâ un izpratnes lauka paplaðinâðanâ. Lîdz ar to mûzikas programma-
tiskums, tçlainîba, ilustratîvisms, þanriskums u. c. kategorijas ir vçrtçjamas
kâ teatrâlas. Turklât liela nozîme ir arî i n t e r p r e t â c i j a s veidam un
r e c e p c i j a i, kas daudzçjâdâ ziòâ funkcionç kâ teatralitâtes pazîmes.

Jautâjumam par mûzikas teatrâlajiem aspektiem ir starpdisciplinârs
raksturs. Jau kopð pirmsâkumiem mûzika, tâpat kâ teâtris, bijusi sinkrçtiska
mâksla, un tâs mâkslinieciskâs patstâvîbas problçma joprojâm ir aktuâla –
tikai renesanses un jo îpaði baroka laikmetâ profesionâlâ mûzika kïûst
salîdzinoði mazâk atkarîga no citâm mâkslâm. 20.–21. gadsimtâ no jauna
aktualizçjas jautâjums par mûzikas lietiðío bûtîbu, tâ bieþi kïûst par multi-
mediâlu projektu sastâvdaïu. Teatralitâte ir mûzikas asinîs, tâs gçnos – gan
kâ izrâdîðanâs mâksla, gan arî kâ specifiska recepcijas identitâtes izpausme.

Vienu no lielâkajiem ieguldîjumiem mûzikas un teatralitâtes izpçtç snie-
gusi muzikoloìe Tatjana Kuriðeva monogrâfijâ par Marìeri Zariòu (1980),
kâ arî pçtîjumâ Òåàòðàëüíîñòü è ìóçûêà (Teatralitâte un mûzika, 1984).
Ðajâ darbâ Kuriðeva definç teâtra mâkslu ðâdi:
1) teâtris ir s k a t â m â  m â k s l a (çðåëèùå), kas realizçjas pârredzamâ un

reâlâ (nosakâmâ) t e l p â ar redzamo vienîbu – darbojoðos personu,
personâþu – starpniecîbu (lomâs, dzîvâs bildçs, visu acu priekðâ);
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2) teâtris ir d a r b î b a s, k u s t î b a s mâksla, kas realizçjas l a i k â  (noti-
kumi, personu attiecîbu attîstîba, dzîve);

3) teâtris ir n o s a c î t a darbîba n o s a c î t â telpâ, spçle (attçlojums, priekð-
nesums, atveids, dzîve, kas top ðajâ paðâ brîdî4) (Êóðûøåâà 1984: 46–47).
Lîdz ar to akcentçti trîs svarîgâkie mûzikas teatralitâtes aspekti jeb,

Kuriðevas vârdiem, teatrâlisma trîsvienîba, tâs konstruktîvâ bâze:
1) skatâmîba (çðåëèùíîñòü) – vizualizâcija, inscençjums, uzvedums,
2) spçles stihija – tçloðanas gars, atdarinâðana, tâs vai citas uzvedîbas res-

taurâcija, kas rada priekðstatu par darboðanos tçlos,
3) muzikâlâ reþija, kas nosaka skaòdarba viengabalainîbu (Êóðûøåâà

1984: 63).
Tâtad teatralitâtes izpausme mûzikâ ir savveida skaòu tçlu teâtris. Sîkâk

neizvçrtçjot tâ pazîmes, norâdîðu uz tiem teatralitâtes aspektiem, kuri ir svarîgi
un noderîgi mûzikas analîzç.

5. Â r p u s m u z i k â l a i s mûzikâ

Kâ jau minçts, citu mâkslu klâtbûtne var kïût par raksturîgu mûzikas
pazîmi. Tâdçjâdi varam konstatçt mûzikas un citu mâkslu paralçlismu. Tâ
izpratnç ir svarîgi ðâdi jçdzieni:
— programmatisms, ko veido mûzikas un vârda (literatûras) mijiedarbe.

Programmatisms var bût siþetisks vai asociatîvs. Turpmâkajâ izklâstâ
îpaðu uzmanîbu pievçrsîðu tieði asociatîvajam programmatismam, kas
saistîts ar mûzikas vizualizâciju;

— gleznieciskums, ilustratîvisms, tçlainîba, ko skaòdarbam pieðíir mûzikas
un krâsas (vizuâlâs mâkslas) saikne;

— skatâmîba (skatâma darbîba, teâtra elementi) un mûzikas vizualizâcija,
kas ir mûzikas un teâtra mâkslas sazobe.

6. Mûzikas v i z u â l â uztvere

M û z i k a s  v i z u a l i z â c i j a  paredz iespçju skaòdarbu ne tikai sadzir-
dçt, bet arî saredzçt. Vizuâli tçlainâs asociâcijas, bez kurâm skaòdarbs nevar
notikt , liecina, ka mûzikai iespçjams pieðíirt teatrâlu dimensiju. Ðis skaòdarbs
ir  j â r e d z (nevis jâdzird) – tas ir moto, kas varçtu liecinât par mûzikas
teatrâlo aspektu. Kâ lieliskus mûzikas skatâmîbas piemçrus var izcelt Austrijas
TV kanâla Sat-3 veidotos raidîjumus Mûzika citâdâ redzçjumâ (Musik anders

4 Ðeit un turpmâk Tatjanas Kuriðevas citâti sniegti raksta autora tulkojumâ.
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sehen). Ïoti pazîstama mûzika tajos ietverta (interpretçta!) neparastâ vizu-
âlajâ risinâjumâ, bieþi vien balansçjot uz redzamâ/dzirdamâ inversijas ro-
beþas: acîmdzirdamâ un ausîmredzamâ konfrontâcija kïûst par interpretâcijas
papildelementu un teatrâla efekta radîtâju. Jâuzsver gan, ka CD (DVD)
ieraksta formâtâ ðo ideju nav iespçjams pilnîbâ realizçt. Lai salîdzinâtu dzîvo
koncertu un ierakstu, iespçjamas paralçles ar teâtri un kino. D z î v a i s
k o n c e r t s drîzâk uztverams kâ teâtris, turpretî CD (DVD) ieraksts – kâ
kino,  i e m û þ i n â t a  v ç r t î b a. Tam ir arî citi mâkslinieciskie uzdevumi –
ierakstam svarîgâka ir savveida sterilitâte, filigrâni izstrâdâta perfekcija, nevis
emocionâli nepastarpinâts tieðums, kura dçï cilvçki mûsdienu tehnoloìizçtajâ
pasaulç vçl nez kâpçc apmeklç koncertus. Un, visbeidzot – CD (DVD) ierakstâ
teatralitâtes elementiem interpretâcijâ ir vien pakârtota, sekundâra loma;
izmantojot teâtra terminoloìiju, mûzikas iedarbîbu uz klausîtâju/skatîtâju
dzîvajâ koncertâ varçtu salîdzinât ar t. s. râdîðanas teâtri, bet ierakstâ – ar
pârdzîvojuma teâtri. Lîdz ar to jâsecina, ka par mûzikas teatralitâti var runât,
ja mûziku redz, ja tâ ir ilustrçjoða, tçlaina, saistîta ar programmu utt.

7. T e a t r a l i t â t e s jçdziena izmantojums mûzikas analîzç

Kâ jau iepriekð minçts, mûzikas analîzç iespçjama ne tikai ðauri profe-
sionâla pieeja, bet arî plaðâks skats uz skaòdarbu, izmantojot paralçles ar
citâm mâkslâm un reâlâs dzîves kontekstu. Tas palîdz uztvert mûzikas bûtîbu
un atklât jaunus analîzes aspektus, lai pârvçrtçtu skaòdarba saturu un teh-
nisko risinâjumu. Tâpçc par mûzikas teatrâlajiem aspektiem var precîzâk
runât, ja mûzikas skaidrojums un analîze pieïauj ârpusmuzikâlu terminoloìiju
un metaforisku izteiksmes veidu.

Jâatzîmç, ka ne vienmçr teâtris ir skatâms un mûzika klausâma. Ja teâtri
klausâs un mûziku skatâs, tad veidojas mûzikas teatralizâcija un teâtra muzi-
kalizâcija; tâpat muzikâla var bût glezna vai vârds, ja uzmanîba primâri tiek
pievçrsta ritmam vai skançjumam, nevis krâsai un lînijai vai nozîmei (vçstî-
jumam).

8. Metaforiska pieeja analîzei. Metaforas un paralçles

Domâðana metaforâs un mâkslu paralçlskatîjums ïauj savdabîgâk izvçrtçt
un izskaidrot gan mûzikas laikmetus un stilus, gan arî mûzikas tehnoloìiskâs
struktûras aspektus. Tâdçï piedâvâðu daþus salîdzinoða skatîjuma piemçrus,
kurus esmu izmantojis savâs lekcijâs gan profesionâlâ auditorijâ Jâzepa Vîtola
Latvijas Mûzikas akadçmijâ (JVLMA), gan arî ârpus tâs. Aplûkojot mûziku
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paralçlçs ar citâm mâkslâm, iespçjami ðâdi atseviðíu stilu vai laikmetu rakstu-
rojumi:
— romantisms – skaòa ir vârds; mûzika kâ literatûra stâsta stâstu, raksta

ar skaòâm; ðajâ ziòâ simfoniju var pielîdzinât prozai, bet koncertu lugai
(Torgâns 1993: 39). No savas puses piedâvâju salîdzinât simfoniju ar
românu, simfonisko poçmu ar garstâstu, bet svîtu – ar noveli vai noveïu
krâjumu;

— impresionisms – skaòa ir krâsa; mûzika kâ vizuâlâ mâksla glezno ar
skaòâm. Mûzikas instrumenti funkcionç nevis kâ universâlu afektu
raksturotâji (baroks un klasicisms) vai indivîda emocionâlâs noskaòas
paudçji (romantisms), bet gan kâ krâsu kombinâcijas (tembru mikstûras);

— savukârt 20. un 21. gadsimta mûzikâ instrumenti darbojas kâ tçli, per-
sonâþi, kâ individualitâtes (solo) un masas (tutti ) pretstatîjums, kas rada
dramaturìisko konfliktu.
Arî no struktûras un izteiksmes lîdzekïu viedokïa mûziku var salîdzinât

ar literatûru. Klasicisma laikmetâ mûzikai raksturîgâ harmonija un tonâli
skaòkârtiskâ funkcionalitâte sabalsojâs ar literatûrâ valdoðo teikumu kon-
strukciju un gramatisko likumu prioritâti; romantisma galvenais izteiksmes
lîdzeklis ir melodija, plaða un izvçrsta kâ paplaðinâts teikums; impresionisms
piedâvâ ðo melodijas apjomu reducçt lîdz frâzei vai pat motîvam – vienam
vârdam, ar ko iekrâsot acumirkïa jûsmu; savukârt ekspresionisms vârdu lako-
nizç lîdz zilbei, kas lîdzvçrtîga mûzikas intonâcijai, bet puantilisms mûzikas
izteiksmi atomizç lîdz vienai skaòai – burtam, tâdçjâdi var runât par skaòas
fonçtikas muzikalitâti. Un tikai neoklasicismâ atkal atgrieþas mûzikas struk-
tûras pamatvçrtîbas – vienkârðs paplaðinâts teikums kâ mûzikas konstrukcijas
pamats.

Daudzus mûzikas terminus var salîdzinât arî ar teâtra mâkslâ lietotajiem.
Aktiera lomas tekstam ir tieðas paralçles ar mûziía noðu tekstu (partiju),
lîdz ar to aktuâls kïûst jçdziens teksta lasîjums. Arî mûzikas frâzçjumu, ak-
centu izkârtojumu, mûzikas runu var izskaidrot ar teâtra runas mâkslas un
oratora mâkslas kategorijâm, savukârt interpretâcijas process mûzikâ un
teâtra mâkslâ rosina paralçles aktieri /reþisors = mûziíi /diriìents . Ðîs paralçles
varçtu turpinât arî citâs jomâs – sportisti/treneris; armija/komandieris utt.
Pauzes mûzikâ var salîdzinât ar kino stopkadriem, modulâcijas – ar ceïu,
kustîbu, procesiju, virzîbu prom no mâjâm (tonalitâtes). Tonalitâðu un har-
monijas krâsas un harmoniskâ variçðana rosina analoìiju ar grimu vai mas-
kâm utt. Ðâdu metaforu un salîdzinâjumu klâsts ir neizsmeïams un auglîgi
izmantojams konkrçta skaòdarba analîzç.
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9. Hektora Berlioza Fantastiskâ simfonija
kâ mûzikas un teatralitâtes mijiedarbes piemçrs

Skaòdarbus, kuru analîzç var izmantot teatralitâtes aspektus, katrs izrau-
dzîsies ïoti individuâli. Spilgti piemçri varçtu bût Roberta Ðûmaòa Karnevâls–
psiholoìisko vîziju portretçjumu kvintesence, Sergeja Prokofjeva Pçterîtis
un vilks – instrumentâli tverta tçlu un personâþu parâde, Modesta Musorgska
Izstâdes gleznas – trîskârðs portretçjums (Viktora Hartmaòa fantâzijas Mu-
sorgska klavierversijâ un Morisa Ravela simfoniskajâ lasîjumâ), Igora Stravinska
muzikâli dramatiskais kamerdarbs Zaldâta stâsts, Dmitrija Ðostakovièa mû-
zika ar tai raksturîgo asociatîvâ programmatisma zemtekstu un slepenrakstu
spçli. Taèu îpaði izceïama Hektora Berlioza Fantastiskâ simfonija, kas turklât
ir viens no pirmajiem muzikâli literârâ teâtra piemçriem pasaules mûzikas
vçsturç. Turpinâjumâ piedâvâju savu skatîjumu uz ðo skaòdarbu.

Berlioza Fantastisko simfoniju op. 14 C dur (1830) var dçvçt par
m u z i k â l i  s i m f o n i s k u  i z r â d i . Paðu komponistu savukârt ir pamats
uzskatît par p rogrammat iskâ ins t rumentâ lâ  teâ t ra þanra aizsâcçju.
To apliecina simfoniju nosaukumi – dramatiskâ (simfonijas Romeo un Dþul-
jeta papildapzîmçjums), Fantastiskâ – un arî izteiksmes lîdzekïu lietojums:
— cilvçka balsi aizstâj instrumenti, kuri ir personificçti, pârvçrsti par va-

roòiem;
— simfonijas þanrâ tiek ievests v â r d s (Lielâ sçru un triumfa simfonija ,

1840), atskaòojumâ piedalâs solodziedâtâji un koris;
— simfoniju daïas tiek dçvçtas par skatiem, to skaits palielinâs – citiem

vârdiem, simfonija sâk lîdzinâties teâtra izrâdei.
Berlioza autobiogrâfiskâ teâtra izrâde Fantastiskâ simfonija ik taktî pâr-

steidz klausîtâju ar savam laikam neparastiem, inovatîviem mûzikas izteik-
smes lîdzekïiem, saglabâjot intrigu kâ labâ detektîvâ visâ skançjuma gaitâ.
Klausoties ðo mûziku, gribas iesaukties: Tâ taèu neviens neraksta! Un nerak-
stîja arî, tieðâm... Jaunais simfonijâ daudzçjâdâ ziòâ ir saistîts ar tâs program-
matisko saturu, kurð prasîja nevis universâlus romantisma mûzikas valodas
paòçmienus, bet neordinârus meklçjumus. Izcilais 20. gadsimta amerikâòu
komponists un diriìents Leonards Bernsteins dçvçjis ðo simfoniju par halu-
cinâciju kvintesenci – psihodçlisko ekspedîciju5.

Palûkosimies, kâ mûzikas izteiksmes lîdzekïi atklâj teâtra dramaturìijas
principos balstîto programmatisko saturu. Berliozs, kurð kâ savu estçtisko
lozungu bija izvirzîjis mûzikas demokratizâciju un saprotamîbu visplaðâkajâm

5 Young people’s concert [25.05.1969.]: Berlioz takes a trip. Leonard Bernstein.
http://www.leonardbernstein.com/ypc_script_berlioz_takes_a_trip.htm (28.01.2013.)
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klausîtâju masâm, Fantastiskajâ simfonijâ (un arî visâ daiïradç) lieto ârkârtîgi
daudz n o v a t o r i s k u  p a ò ç m i e n u kâ lîdzekli ðî mçría sasniegðanai.

Jau pats skaòdarba pilnais nosaukums – Fantastiskâ simfonija. Epizodes
no mâkslinieka [t. i.,  paða Berlioza – A. V.] dzîves – liecina gan par s i þ e t i s k i
v ç s t o ð o  p r o g r a m m a t i s m u, gan arî par a u t o b i o g r â f i s k u m u .
Komponista piedâvâto programmu katrs klausîtâjs var identificçt konkrçti
ar sevi – personiskâ pârdzîvojuma unikalitâte te iegûst universâlus vaibstus.
Jâpiebilst, ka tûlît pçc skaòdarba sacerçðanas 1831. gadâ tapis tâ turpinâ-
jums – vokâli simfoniska liriskâ drâma seðâs daïâs Lelio jeb Atgrieðanâs
dzîvç, op. 14a, kas atskaòojama bez pârtraukuma uzreiz pçc Fantastiskâs
simfonijas (remarka skaòdarba partitûrâ: Melologs [! – A. V.] seðâs daïâs;
Symphonie fantastique turpinâjums, kas jâspçlç pçc tâs attacca).

Lîdz ar to skaòdarba programmatisms kïûst par teatrâlu kategoriju –
veidojas diloìija  (diptihs), kas rosina analoìiju ar teâtra izrâdes cçlieniem.
Turklât uzmanîbas centrâ ir nevis viena u n i k â l a  cilvçka personiskâs dzîves
problçmas atklâsme, bet gan tipiska u n i v e r s â l a romantiskâ varoòa prog-
ramma, ko raksturo svârstîbas, ideâla meklçjumi, centieni atrast savu vietu
dzîvç (Dþordþa Gordona Bairona, Viktora Igo u. c. 19. gadsimta rakstnieku
mâkslas motîvi).

Rihards Vâgners, kurð arvien tiek uztverts kâ Berlioza estçtikas idejiskais
turpinâtâjs, veidojis operu tetraloìiju Nîbelunga gredzens; Dþakomo Puèîni
ir radîjis operu triptihu  (triloìija Apmetnis, Mâsa Andþelika, Dþanni Skiki;
tajâ ietvertajâm operâm gan nav nekâdu citu kopçju iezîmju kâ tikai vien-
cçliena struktûra); krievu komponista Nikolaja Sideïòikova spalvai pieder
tipiski krieviska diloìija  (diptihs) Orìija un Paìiras , kuras daïas atskaòojamas
vçlâ vakarâ un agrâ rîtâ; visbeidzot, Karlheincs Ðtokhauzens sacerçjis pat
septaloìiju Gaisma (apakðvirsraksts Septiòas nedçïas dienas) – tâs ietvaros
katrai dienai paredzçta opera.

Berlioza simfonijâ izmantoti vairâki îpaði mûzikas izteiksmes lîdzekïi,
kas vçrtçjami kâ teatralitâtes izpausmes – neordinâras intervâlu secîbas, kas
rada pârsteiguma un negaidîtîbas izjûtu, tembrâla personifikâcija utt.; taèu
pati galvenâ teatralitâtes pazîme ir tâ, ka komponists ðajâ opusâ darbojas
kâ dramaturgs, reþisors un pat interprets vienlaicîgi – paða sacerçta ir gan
programma (analoìija ar stâstu, lugu), gan tâs muzikâlâ reþija. Komponista
iztçle piedâvâ tik krâsainas skaòu vîzijas, ka klausîtâjs nevis tikai klausâs
mûziku, bet skatâs muz ikâ lâ  teâ t ra  i z râd i ,  kas  rea l i zç ta  skaòâs.

Fantastiskâ simfonija ievada jaunu simfoniskâs domâðanas tipu, kur
saturs nosaka formu (ðajâ gadîjumâ, daïu skaitu), nevis formas shçma pie-
prasa noteiktu saturu. Èetrdaïîba turpmâk kïûst nevis par normatîvu, bet
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gan par gadîjuma parâdîbu, jo franèu simfonijâs kopð Berlioza laikiem vispâr
dominç trijdaïîbas tendence un tâs tuvinâs svîtas ciklam. Literâra analoìija
drîzâk veidosies nevis ar r o m â n u , bet gan ar t e a t r a l i z ç t u  n o v e l i .
Turklât tematiskâ un tembrâlâ diferenciâcija un personifikâcija vçrð skaò-
darbu lîdzîgu d rama tu r ì i j a s  þan ram  – teatralizçtam monovçstîjumam.
S i m f o n i j a s  d a ï u skaitu var salîdzinât ar l u g a s  c ç l i e n u skaitu, s i m-
f o n i j a s  u n  s v î t a s paralçles – ar r o m â n a  u n  n o v e l e s attiecîbâm,
savukârt nenormatîvs skaòdarba daïu skaits kïûst par svarîgu simfoniskâ
darba teatralitâtes pazîmi (nekur nav noteikts, cik cçlieniem jâbût lugâ!).

Jau pats simfonijas ievads veic saturisku funkciju, mûzikas tçlos iedzîvi-
not apreibinâðanos ar opiju. Tas nav ievads ðî formas posma sâkotnçjâ iz-
pratnç, kad viena no tâ funkcijâm bija sagaidît zâlç aizkavçjuðos klausîtâjus.
Tâ nav tikai norise pirms priekðkara pacelðanas, bet gan organiska siþetiskâs
darbîbas sastâvdaïa, kas kalpo kâ papildus teatrâls efekts kopçjâ mâkslinie-
ciskajâ vçstîjumâ. Ievads ir n e p i e c i e ð a m â s  i e p r i e k ð ç j â s  p i e r e d z e s
in fo rma t î vs  p i enesums, bez kura nav iespçjams izprast visas simfonijas
(ne tikai pirmâs daïas!) saturu un jçgu. Ðâda priekðkara atvçrðanâs vçrojama
gan pirmajâ daïâ (opija iedzerðana), gan otrajâ (tiek sagatavota balle un tai
raksturîgâ gaisotne, radîts priekðstats par balles zâles durvju atvçrðanos),
gan arî piektajâ (raganu salidojums un saiets pirms sabata nakts orìijas).
Un arî simfonijas programma lîdzinâs îsam siþeta aprakstam operas vai teâtra
izrâdes anotâcijas prospektâ.

Pirmajâ daïâ (Sapò i. Ka i s l î bas. Largo. Allegro agitato e appasionato
assai) klausîtâjam tiek piedâvâta vadtçma – simfonijas varoòa mîïotâs tçlaina
personifikâcija. Lîdzîgi kâ izrâdç, tâ ir personâþa identifikâcija – tikai nevis
vizuâla, bet akustiska. Ðo ideju tâlâk attîsta Vâgners savâs operâs, ieviesdams
vadmotîvus – ne tikai personâþu, bet arî priekðmetu un lietu identifikâcijas zîmes.
Fantastiskajâ simfonijâ mîïotâs vadtçma caurvij visu skaòdarbu, tâ iegûst
daþâdus veidolus atbilstoði varoòa emocionâlajai noskaòai un satura kontek-
stam – gluþi kâ uzvelkot citu tçrpu vai uzliekot jaunu grimu. Arî tâs sâkotnç-
jais izklâsts ir îpatnçjs – melodija ir nevis liriska, bet stûraina, mokoði meklçjoða,
arî pavadîjums nevis glâsta, bet nervozi un konvulsîvi pâtago ðo sapòu tçlu.

Otrâ daïa (B a l l e. Allegro non troppo ) tçlo balles skatu ar daudzskait-
lîgiem personâþiem. Atrast un samanît îsto – mîïoto – tas ir galvenais uzde-
vums simfonijas varonim un tâtad arî klausîtâjam. Ritenuto (palçninâjums)
rada teatrâlu atskatîðanâs un mîïotâs meklçðanas asociâciju – ir viòa vai
nav? Vai man tikai tâ izlikâs un ðíita?

Treðâ daïa (S k a t s  l a u k o s. Adagio) veidota kâ teatrâls uzvedums ar
diviem personâþiem. Jau ievada tçma risinâs kanonâ, respektîvi, d i a l o g â.
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Berliozs izmanto divus lîdzîgus, tomçr nedaudz atðíirîgus instrumentâlus
tembrus – oboju un angïu ragu; tie simbolizç divus ganiòus vai arî viena
ganiòa (kura tçlâ ir transformçjies simfonijas galvenais varonis – pats autors)
divas daþâdas izpausmes – sapòus un realitâti. Teatrâla saspçle veidojas gan
uz skatuves, gan aizkulisçs. Klausîtâjs to dzird, bet neredz; distancçtais skaòas
avots spilgti vizualizç negaisa skatu – vieglas dunoòas tuvoðanâs ðíiet liecinâm
par kâdu tâlu procesiju. Ðajâ daïâ oriìinâli risinâts mîïotâs tçls; tâ parâdîðanâs
rada satraukumu, nemieru un diskomfortu varoòa un dabas idilles saplûsmç.
Ne velti daïas kodâ viens no ganiòiem vairs dialogâ neiesaistâs – tâ vietâ
èetru timpânu partijâ atskan negaisu vçstoði, klusinâti draudi; varonis ir
palicis viens, bez iespçjas piezvanît draugam un atbalstîties uz viòa pleca.

Ceturtajâ daïâ (Gâjiens uz soda vietu. Allegretto non troppo ) tçlotas
pûïa stihijas izpausmes – p e r s o n â l i  d i f e r e n c ç t i masu skati, kas sasto-
pami gan kino (Federiko Fellîni), gan teâtrî (Arnolds Liniòð), arî Modesta
Musorgska operâs (Boriss Godunovs u. c.). Berlioza skaòdarbâ vçrojama
pûïa vienotîba kopîga mçría sasniegðanai – varoòa garîgai un, pats galvenais,
fiziskai iznîcinâðanai. Rodas pamatots jautâjums: kâ lai attçlo pûïa stihiju un
haosu, ja oríestrî visiem jâspçlç vienlaikus, sinhronâ saskaòâ? Mâkslâ stihiju
un haosu vispâr ieteicams atveidot ïoti mçrítiecîgi un organizçti, un te nepie-
cieðama arî muzikâlâ reþija. Berliozs panâk to ar tçmas monolîtâ izklâsta
reìistrâlu, tembrâlu, artikulatîvu un dinamisku skaldîjumu. Punktçtais ritma
zîmçjums raisa asociâcijas ar lûzumu un papildus slçpto rezervju iesaistîðanu
cîòâ, kâ arî masu pulcçðanos un uzbrukumu, radot agresijas, haosa un histçrijas
noskaòu. Daïas beigâs stîgu picikato iezîmç vizuâlu un pat naturâlu galvas
nocirðanas efektu: pa eðafota kâpnçm strauji noripo galva – cauri vijoïu, altu,
èellu un zemo kontrabasu rindâm, izraisot gaviles metâla pûðaminstrumentos.
Bendes priecâjas, ka ir nocirtuði varonim galvu un teicami veikuði savus
profesionâlos pienâkumus. Gavilçjoðs, lîksmojoðs maþora spoþums ir jçls,
truls, primitîvs, naivs, tieðs un parâda tonâlâs un skaòkârtiskâs semantikas
transformâcijas teatralitâti – maþora ïaunums jo îpaði pasvîtro varoòa bojâeju.

Piektajâ daïâ (S a p n i s  s a b a t a  n a k t î. Larghetto. Allegro. Allegro
assai) glisando paòçmiena izteiksmîba rada mistisku ainavu, moðíu þâvu
asociâcijas. Mîïotâs vadmotîva t e m b r â l â (pikolo klarnete),  t e m a t i s k â
(melismâtika – trilleri, priekðskaòi) un r i t m i s k â  (valðveidîba) pârveide
kïûst par ilustratîvi teatrâlu kategoriju, kas iezîmç viena tçla dramaturìiskâs
attîstîbas daþâdas fâzes un pakâpes. Pikolo klarnetes tembra izmantojums
deformç l i r i s ko  tçlu, vçrðot to sa r kas t i s k i  kom isku un radot teatrâlu
pârspîlçjumu – lîdzîgi skatîjumam caur palielinâmo stiklu vai paspilgtinâtam
proþektoru un rampas izgaismojumam.



276

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – V

Ðeit izpauþas arî tematisma þan r i s kâ  un  t embrâ lâ  t r ans fo rmâ-
c i j a  (deformâcija) – gan instruments (pikolo klarnete), gan valða þanrs rada
vulgaritâtes un cinisma iespaidu (iespçjams salîdzinâjums ar Alfrçda Ðnitkes
daiïradi, kur lîdzîgu kontekstu rod estrâdes mûzikas elementu izmantojums).
To vçl vairâk paspilgtina viduslaiku gregoriskâ dziedâjuma – Dies irae tçmas–
parâdîðanâs, kas apliecina s e m a n t i s k â s  p a r o d i j a s klâtbûtni.

Finâlâ vçrojama arî s a t u r i s k a  d e f o r m â c i j a – Sapnis sabata naktî
parodç gan slavenâs Viljama Ðekspîra komçdijas Sapnis vasaras naktî nosau-
kumu, gan tâs saturisko jçgu (emocionâlo gaisotni). Tâdçjâdi izpauþas arî
stila teatralitâte.

Ðajâ paðâ daïâ sastopams t e a t r â l s  i l u s t r a t î v i s m s – miroòu kaulu
asociatîvajam attçlojumam izmantots specifisks artikulâcijas paòçmiens col
legno, kas nozîmç spçli pa instrumenta stîgâm nevis ar lociòa astriem (arco),
bet gan ar tâ koka daïu (legno).

Skaòkârtiskâ modeïa un skaòkârtiskâs sistçmas deformâcija notiek orìijas
tçmas attîstîbâ: sâkotnçji tâ sniegta kâ diatoniska fûgas tçma ar visai konkrç-
tâm aprisçm, bet vçlâk transformçjas par hromatisku, netemperçtu dunoòu
un troksni, kas tçlo sabata nakts izpriecu kulminâciju.

Simfonijas finâls – lîksmojoðs Do maþors – ataino ïauno spçku uzvaru.
Tâdçjâdi arî skaòkârtas sfçrâ atspoguïojas mûzikas materiâla teatrâla defor-
mâcija: maþors, kurð vienmçr ir simbolizçjis optimismu un apliecinâjumu,
tagad iemieso ïaunuma un negâcijas triumfu, mainot visas iepriekðçjâs skaò-
kârtiskâs seman t i s kâs  p i e redzes nostâdnes. Maþora semantiskâs nozî-
mes transformâcija vai deformâcija ir spilgts t e a t r â l s  p a r a d o k s s, kas
lîdz ar Berliozu kïûst par iedarbîgu izteiksmes lîdzekli daudzu nâkamo
paaudþu komponistu daiïradç (Sergeja Rahmaòinova Simfoniskâs dejas u. c.).

Fantastiskajâ simfonijâ Berlioza meistarîba izpauþas arî izcilâ oríestra
kolorîta pârvaldîðanâ, par to liecina instrumentâcijas t e m b r â l â  t e a t r a-
l i t â t e  (gleznainîba, kolorîts). Ðîs simfonijas klavierizvilkums (tâpat kâ citi
Berlioza darbu pârlikumi) nebût neatspoguïo to mâksliniecisko lîmeni, ko
sniedz komponista priekðteèu – Jozefa Haidna, Volfganga Amadeja Mocarta,
Ludviga van Bçthovena u. c. – partitûras, kuru kvalitatîvâ vçrtîba izpauþas
arî bez konkrçta instrumentâli tembrâlâ risinâjuma. Simfonijas liriskajâs
daïâs, otrajâ un treðajâ, nav lietota metâla pûðaminstrumentu smagâ artilçrija,
avukârt dramatiskajâs daïâs, ceturtajâ un piektajâ, dârd un trako visi, kas
vien uzaicinâti piedalîties ðajâ nevaldâmajâ ðizofrçniskajâ muzikâlajâ norisç.

Rezumçjot analîzi, secinu, ka Berlioza simfonijâ var saskatît ðâdas te-
atrâlas iezîmes, kas raksturo mûzikas saturu, siþetu un izteiksmes lîdzekïu
lietojumu:
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— simfoniskais teâtris;
— siþetiski vçstoðais programmatisms;
— autobiogrâfiskums;
— simfonijas diloìiskums (diptihs);
— svîtas cikliskums kâ noveles dramaturìijas princips;
— simfonijas daïu anormatîvs skaits;
— deformâcija:

– tembrâla, tematiska un ritmiska transformâcija kâ viena konkrçta
tçla attîstîbas fâzes,

– skaòkârtiska deformâcija kâ konceptuâla semantiskâs pieredzes de-
formâcija (teatrâls paradokss),

– skaòkârtiskâs sistçmas un skaòkârtiskâ modeïa (maþora) deformâcija
kâ ilustratîvisma asociatîva transformâcija,

– tçla deformâcija kâ mâkslinieciska kategorija,
– saturiska deformâcija kâ stilistiska teatralitâte;

— ilustratîvisms un ar to saistîta mûzikas vizualizâcija;
— sarkasms kâ skats caur palielinâmo stiklu – proþektoru, rampas gaismâ;
— oríestra instrumentâcijas (tembrâla) teatralitâte kâ svarîga mûzikas

dramaturìijas kategorija;
— ievads kâ darbîba pirms priekðkara, iepriekðçjâs pieredzes atklâsme;
— vadtçma (vadmotîvs) kâ darbojoðâs personas akustiska identifikâcijas

zîme, tâs tematisks un tçlains portretçjums;
— tçla transformâcija uz vadtçmas izmaiòu un deformâcijas bâzes;
— teatrâla reþija pûïa un masu skatu personâlai un individuâlai diferen-

ciâcijai;
— semantiska teatralitâte kâ Dies irae tçmas izmantojums.

Teatralitâtes aspektu analîzei pakïaujas arî vairâki citi skaòdarbi, kuru
iztirzâjumu esmu gatavs piedâvât turpmâkos pçtîjumos (Modesta Musorgska
Nakts Kailajâ kalnâ, Izstâdes gleznas; Fçliksa Mendelszona-Bartoldi uvertîra
Sapnis vasaras naktî; Mihaila Gïinkas Èernomora marðs no operas Ruslans
un Ludmila ; Ludviga van Bçthovena, Sergeja Prokofjeva, Dmitrija Ðosta-
kovièa, Artura Onegçra simfonijas utt.). Praktiski gandrîz jebkuru skaòdarbu
var vçrtçt ðâdâ kontekstâ; tas tikai liecina, cik aktuâla ir teatrâlâ domâðana
komponistu jaunradç, atðíiras vien tâs îpatsvars daiïrades principu kopçjâ
kontekstâ.

Atslçgvârdi: unikâlais un universâlais, mâkslu bûtîba un pazîmes, to
identifikâcijas zîmes, mûzikas teatralitâtes izpausmes (ârpusmuzikâlais mûzikâ,
mûzikas klausâmîba un vizualizâcija jeb skatâmîba), metaforiska izteiksme,
mâkslu paralçlisms.
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Aspects of Theatricality in Music Analysis

Andris Vecumnieks

Summary

The article discusses some problems of musical education and stresses
the actuality of an universal, historically-theoretical approach in music
analysis where not only the outer layer of the composition is analysed. It
should be noted essences and features of various forms of art (music – sound,
literature – word, visual arts – colour, theatre – action on stage, viewable) as
well as interaction of music with other arts – the presence of essences of
other arts becomes a feature of the work of art. The unique is considered as
an essence and the universal as a feature.

We often see a certain connection between the sound and the word in
the Romantic music which tells a story like literature, written in sound.
Symphony compares with novel, concerto with play (Torgâns 1993: 39), as
well as symphonic poem with story. We see also a relationship between the
sound and the colour in the Impressionistic music which compares with
visual art, painted in sound.

Parallels with literature are seen in some stylistic aspects:
— Romanticism – melody = sentence;
— Impressionism – motive = word;
— Expressionism – intonation = syllable;
— Pointillism – sound = letter;
— Neoclassicism – simple extended sentence returns as the basis of

construction.
Parallels with visual art are following: figurativeness has connection

with portrait, and illustrativism with landscape.
The article goes on with the concept of theatricality and interaction

between music and theatricality.
Music is a syncretic art; its independence was achieved only during the

Renaissance and Baroque period. Theatricality is found in the blood, in the
genes of music. The theatrical can be characterised as the viewable, as the
performance. Theatricality in music includes all essences borrowed from
other arts (word, colour, visual).

Visualization of music means that the composition must be seen (not
heard!) – a CD recording is not able to accomplish it. The following issues
are discussed in the article:
— programmatic music (= music + literature),
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—  theatricality of programmatic and non-programmatic music,
— associative programmatic music and storyline programmatic music;
— theatricality of associative programmatic music,
— illustrative, figurative music (= music + visual art),
—  viewable music, visualization (= music + theatre, theatricality of music),
— theatricality (picturesqueness + illustrative).

Theatricality of music means that sound is the essence, and viewable,
visualisation is the feature; if music is watched, it is illustrative, imaginative,
related to programme. Some definitions of theatricality within musical context
(metaphors) are observed in the article. The analysed example is Symphonie
fantastique by Hector Berlioz.

Key words: essences and features of arts; the unique and the universal;
theatricality; viewable; visualization of music; theatricality of music; personi-
fication of themes.
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Ñàëîìåÿ  Ðèõàðäà Øòðàóñà: îñîáåííîñòè æàíðà

Dr. art. Àííà Ïðåäîëÿê
äîöåíò Êðàñíîäàðñêîãî ãîñóäàðñòâåííîãî óíèâåðñèòåòà

êóëüòóðû è èñêóññòâ

Îïåðà Ñàëîìåÿ  Ðèõàðäà Øòðàóñà íàèáîëåå ïîëíî õàðàêòåðèçó åò
òâîð÷åñêèé ñòèëü êîìïîçèòîðà è, â òî æå âðåìÿ, äîñòàòî÷íî ÿðêî îòî-
áðàæàåò ôèëîñîôñêî-ýñòåòè÷åñêèå òåíäåíöèè, õàðàêòåðíûå äëÿ ðóáåæà
XIX–XX âåêîâ. Îíà âûÿâëÿåò äàëüíåéøóþ ïåðñïåêòèâó ðàçâèòèÿ åâðî-
ïåéñêîãî îïåðíîãî òåàòðà. Â ýòîé äðàìå ñâîåîáðàçíî ïåðåñåêëîñü è ïðå-
ëîìèëîñü òðàäèöèîííîå è íîâàòîðñêîå.

Ñàëîìåÿ  çàâåðøèëà ïóòü ðàçâèòèÿ ïîçäíåðîìàíòè÷åñêîé ìóçûêàëü-
íîé äðàìû, âîñïðèíÿëà âëèÿíèå ýñòåòèêè ñèìâîëèçìà, íàòóðàëèçìà,
èìïðåññèîíèçìà, îò÷àñòè íåîêëàññèöèçìà, ïðåäâàðèëà ðàçâèòèå ýêñ-
ïðåññèîíèñòñêîãî ìóçûêàëüíîãî òåàòðà. Îíà âîáðàëà â ñåáÿ èäåéíî-ñòè-
ëåâûå îñîáåííîñòè, îòðàæàþùèå íðàâñòâåííûå è ñîöèàëüíûå êàòåãîðèè
Íîâîãî âðåìåíè, òàêèå êàê ÷åëîâåê, îáùåñòâî , êðàñîòà, ëþáîâü, äîëã, ñïðà-
âåäëèâîñòü è ò. ï. Èíîå, ïî ñðàâíåíèþ ñ ðîìàíòèçìîì, ïîíèìàíèå ýòèõ
êàòåãîðèé ïîâëåêëî çà ñîáîé ôîðìèðîâàíèå íîâîé ýêñïðåññèè, ñòèëå-
âûõ ïîèñêîâ, íîâèçíó ôîðìû, èíòåðïðåòàöèè ñþæåòà.

Âðåìÿ, êîãäà Øòðà óñ ðàáîòàë íàä Ñàëîìååé, êàê ïèøåò Ýðíñò Êðà óçå,
áûëî îòìå÷åíî ïå÷àòüþ ïàôîñà è ïîãîíåé çà ñåíñàöèÿìè [..] ïóáëèêà âèëü-
ãåëüìîâñêîé ýïîõè ñ÷èòàëà âûñøèì äîñòèæåíèåì èñêóññòâà òî, ÷òî â äåé-
ñòâèòåëüíîñòè áûëî âñåãî ëèøü âûðàæåíèåì äóøåâíîãî ðàçëàäà, îïóñòî-
øåííîñòè, îïüÿíåíèÿ ÷óâñòâåííîé êðàñîòîé, õàðàêòåðíûõ äëÿ ïîñëåäîâàòå-
ëåé “Ñåöåññèîíèçìà”. Â ïåðèîä, ïðåäøåñòâîâàâøèé ïåðâîé ìèðîâîé âîéíå,
îòòàëêèâàþùåå ïðîñëàâëÿëîñü è ñ ïîìîùüþ ìóçûêè, óäóøàþùå-íåçäîðîâîå
ïðèêðûâàëîñü èçûñêàííîñòüþ ìóçûêàëüíî-äðàìàòè÷åñêèõ ôîðì  (Êðàóçå
1961: 324).

Ëèòåðàòóðíîé îñíîâîé Ñàëîìåè Øòðàóñà ïîñëóæèëà áèáëåéñêàÿ
ëåãåíäà, îáðàáîòàííàÿ â âèäå äðàìû ïðåäñòàâèòåëåì àíãëèéñêîãî ñèìâî-
ëèçìà Îñêàðîì Ó àéëüäîì. Ñîãëàñíî Åâàíãåëèþ îò Ìàðêà, ãëàâå 6: 14–
30, äî÷ü Èðîäèàäû òðåáóåò ãîëîâó Èîàííà Êðåñòèòåëÿ êàê íàãðàäó çà ñâîé
òàíåö. Æåñòîêàÿ ïðèõîòü çàâèñåëà íå îò äåâóøêè, à îò Èðîäèàäû, åå ìà-
òåðè. Èðîä [..]  âçÿë Èîàííà è çàêëþ÷èë åãî â òåìíèöó çà Èðîäèàäó, æåíó
Ôèëèïïà, áðàòà ñâîåãî, ïîòîìó ÷òî æåíèëñÿ íà íåé. Èáî Èîàíí ãîâîðèë
Èðîäó: íå äîëæíî òåáå èìåòü æåíó áðàòà ñâîåãî. Èðîäèàäà æå, çëîáÿñü íà
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íåãî, æåëàëà óáèòü åãî; íî íå ìîãëà (Áèáëèÿ [..] 1991: 972). Ïèð ó Èðîäà è
òàíåö äî÷åðè Èðîäèàäû ñòàëè ïîäõîäÿùèì ìîìåíòîì äëÿ èñïîëíåíèÿ
ñîáñòâåííîé âîëè Èðîäèàäû. Îíà âîøëà è ñïðîñèëà ó ìàòåðè ñâîåé: ÷åãî
ïðîñèòü? Òà îòâå÷àëà: ãîëîâû Èîàííà Êðåñòèòåëÿ  (Áèáëèÿ [..] 1991: 973).

Îáðàç æåíùèíû, ñîøåäøåé ñî ñòðàíèö Áèáëèè, íå áûë íîâ äëÿ èñ-
êóññòâà. Ñíà÷àëà îí ïîÿâèëñÿ íà ïîðòàëàõ ñðåäíåâåêîâûõ áàçèëèê, íà ñâî-
äàõ ÷àñîâåí è ñòåíàõ ìîíàñòûðåé, ãäå åå èçîáðàæàëè íåæíîé è ðàäîñò-
íîé, ïî÷òè ñ ÷åðòàìè Ìàäîííû. Ïîçæå Èîñèô Ôëàâèé íàçâàë æåíùèíó ,
òàíöóþùóþ íà ïèðó ó Èðîäà è ïîïðîñèâøóþ â íàãðàäó ãîëîâó Èîàííà
Êðåñòèòåëÿ, Ñàëîìååé. Èìÿ Ñàëîìåÿ  â ïåðåâîäå ñ åâðåéñêîãî øàëîì  îçíà-
÷àåò ìèð . Â ýïîõó Âîçðîæäåíèÿ åå èçîáðàæàëè æåíùèíîé, ñîçíàþùåé
ñâîþ êðàñîòó è íåñóùåé ãîëîâó ïðîðîêà èçÿùíî è ñâîáîäíî, áóäòî êîðçèíó
ñ öâåòàìè (Ïàðàíäîâñêèé 1990: 500). Â XIX âåêå âî Èðîäèàäå Ãþñòàâà
Ôëîáåðà Ñàëîìåÿ ïàðèò ñðåäè [..]  äðàãîöåííîñòåé è øåëêîâ, óòîïàÿ â îáëà-
êàõ íèêîìó íå âèäèìûõ èñêð  (Ïàðàíäîâñêèé 1990: 499). Â íà÷àëå ÕÕ âåêà
îáðàç Ñàëîìåè ïðî÷íî âîøåë â ëèòåðàòóðó è èñêó ññòâî Íîâîãî âðåìåíè.

Ñàëîìåÿ  Óàéëüäà ÿâëÿåò ñîáîé ïðèìåð àíãëèéñêîãî ëèòåðàòóðíîãî
ìîäåðíà. Îñíîâà åãî ñòèëÿ – ýñòåòèêà ïàðàäîêñà (Òèøóíèíà 1994: 90).
Ïàðàäîêñ äëÿ Óàéëüäà – ýòî áëåñòÿùàÿ èãðà óìà, îñòðîóìèÿ, íåîæèäàí-
íîñòü óìîçàêëþ÷åíèé, ÷åòêîñòü è îòòî÷åííîñòü ñóæäåíèé, àôîðèñòè÷-
íîñòü, åìêîñòü è ñæàòîñòü ìûñëè. Âíåçàïíîå îïðîêèäûâàíèå ïðèâû÷íûõ
ïîíÿòèé è ñóæäåíèé ïðîèçâîäèò âïå÷àòëåíèå ÷åãî-òî ñîâåðøåííî íåî-
æèäàííîãî. Òàêæå ïàðàäîêñàëüíàÿ ôîðìà ìûøëåíèÿ íå ìîæåò áûòü íè
èñòèííîé, íè ëîæíîé  (Òèøóíèíà 1994: 90). Íå ñëó÷àéíî Ó àéëüäà ïðèâëå-
êàëà òàêàÿ ñöåíà êàê òàíåö Ñàëîìåè èç ôëîáåðîâñêîé Èðîäèàäû: òàíåö
íà ðóêàõ, âûçûâàþùèé àññîöèàöèþ ñ òàíöåì ïåðåâåðíóòîãî ìèðà , óòî-
ïàþùåãî â ðîñêîøè, íî îáðå÷åííîãî íà ãèáåëü. ßçûê èñêó ññòâà ìîäåð-
íà – ýòî ÿçûê ñèìâîëîâ, êîòîðûé â îïðåäåëåííîì ñìûñëå ñìûêàëñÿ ñ
ÿçûêîì ñèìâîëèçìà. Íî â îòëè÷èå îò ñèìâîëèçìà, â öåíòðå êîòîðîãî
íàõîäèòñÿ òàéíà ÷åëîâå÷åñêîé äóøè, â èñêóññòâå ìîäåðíà àêöåíò ñìåùà-
åòñÿ íà ìèñòè÷åñêóþ òàéíó ÷åëîâå÷åñêîãî òåëà è ñòðåìëåíèå èçîáðàçèòü
íåóïðàâëÿåìûå ïñèõè÷åñêèå ïðîöåññû âî âíåøíåì ðèñóíêå ïîâåäåíèÿ.

Ýòî îòðàçèëîñü, â ïåðâóþ î÷åðåäü, íà òðàêòîâêå æåíñêèõ îáðàçîâ.
Åñëè â ñèìâîëèçìå äîìèíèðîâàë îáðàç õðóïêîé, íåïîðî÷íîé, íåæíîé è
áåççàùèòíîé æåíùèíû, òî ìîäåðí îòîáðàæàë åå àíòèïîä. Â êîíöå XIX –
íà÷àëå ÕÕ âåêà ïðîèçîøëî âçàèìîïðîíèêíîâåíèå ýòèõ äâóõ òðàêòîâîê.
Ðîêîâûå æåíùèíû ñòàëè ïðèíèìàòü îáëèê õðóïêèõ è íåæíûõ ñóùåñòâ,
à íåïîðî÷íûå è áåççàùèòíûå ñóùåñòâà ñòàðàëèñü ñêðûòü ñâîéñòâåííîå
èì ðàçðóøèòåëüíîå äåìîíè÷åñêîå íà÷àëî. Â ýòîì çàêëþ÷àåòñÿ ñëîæíîñòü
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ïîíèìàíèÿ îáðàçà óàéëüäîâñêîé Ñàëîìåè. Îíà íåâèííà è ïðåñòóïíà,
íàèâíà è àìîðàëüíà, êðàñèâà è ïîøëà. Ñàëîìåÿ – þíàÿ, íåâèííàÿ è
âëþáëåííàÿ äåâóøêà – íåñåò ñìåðòü è ãóáèò âñå âîêðóã ñåáÿ.

Îñíîâíîé êîíôëèêò îïåðû – êîíôëèêò äâóõ ìèðîâ, ÿçû÷åñêîãî è
õðèñòèàíñêîãî – îòîáðàæàåòñÿ íà âñåõ óðîâíÿõ äðàìàòóðãèè: âíåâðåìåí-
íîé, ñèìâîëè÷åñêèé (ïðîòèâîïîñòàâëåíèå ñèìâîëè÷åñêèõ ñèñòåì è
ñìûñëîâûõ çíà÷åíèé âåùåé, ÿâëåíèé, ïåðñîíàæåé), âíåøíå-äåéñòâåí-
íûé (ïðîòèâîïîñòàâëåíèå ãðóïï ïåðñîíàæåé, öåíòðàëüíûé ëè÷íîñòíûé
êîíôëèêò Ñàëîìåè è ïðîðîêà, êîíôëèêòû Èðîäà è Èðîäèàäû), âíóò-
ðåííèé – ïðîòèâîðå÷èâûé ìèð ïîðî÷íîé íåïîðî÷íîñòè  Ñàëîìåè, áåçóì-
íûå ïðèõîòè Èðîäà, Èðîäèàäû.

Øòðàóñ îïðåäåëèë ñâîå ïðîèçâåäåíèå êàê ìóçûêàëüíóþ äðàìó . Îäíà-
êî, äóìàåòñÿ, ÷òî â ýòîì ñî÷èíåíèè ïðèñóòñòâóþò ÷åðòû, óêàçûâàþùèå
íà òî, ÷òî Ñàëîìåÿ  ìîæåò áûòü îïðåäåëåíà è êàê äðàìà-ìèñòåðèÿ, î ÷åì
ãîâîðÿò ìíîãèå êà÷åñòâà åå õóäîæåñòâåííîãî ïðîöåññà.

Â îñíîâå îïåðû, êàê è â ïüåñå Ó àéëüäà, ëåæèò áèáëåéñêèé ñþæåò, è,
ãëàâíîå, åñòü ïåðñîíàæ Áèáëèè, ïðîïîâåäíèê, êîòîðûé âåäåò ñâîå äåëî –
ïðîïîâåäü – äî ìîìåíòà ñâîåé ñìåðòè âîïðåêè ñòåíå íåïîíèìàíèÿ ãëóõîãî
ê èñòèíå, áåçäóøíîãî îáùåñòâà. Âñå äåéñòâèå – ãèãàíòñêèé, òèïè÷íûé
äëÿ ýêñïðåññèîíèçìà äèàëîã íåïîíèìàíèÿ, êîñâåííî ïðåäâîñõèùàþùèé
äèàëîã ìåæäó Õðèñòîì è êàçíèâøèìè Åãî ïåðâîñâÿùåííèêàìè, ãîñó-
äàðñòâîì, òîëïîé. Âîñòîðæåííàÿ ïðîïîâåäü Èîêàíààíà è ïîëíîå åå íå-
ïðèÿòèå – äâà ïàðàëëåëüíûõ ìèðà. Íàèáîëåå âàæíûå ìîìåíòû äåéñòâèÿ –
òàêèå æå äèàëîãè íåïîíèìàíèÿ â ðàçíûõ ìèðàõ: ïàæà è ïðèíöà Íàððà-
áîòà, Ñàëîìåè è Íàððàáîòà, Èîêàíààíà è Ñàëîìåè, Èðîäà è Èðîäèàäû,
Èðîäà è Ñàëîìåè. Ýòè ôðàãìåíòû ïîõîæè íà âñïó÷èâàíèå ñãóñòêîâ ìàññû
íåïðåðûâíî äëÿùåãîñÿ è òåêó÷åãî, ìèñòè÷åñêîãî è ðåàëüíîãî, ìåäèòà-
òèâíîãî è íåðâíî-ðâàíîãî îäíîâðåìåííî, ïîäîáíî òîìó , êàê âîçíèêàåò
ñîñòîÿíèå íàïðÿæåíèÿ èëè ñæàòèÿ  (Áåðãñîí 1994: 20) â ïðîñòðàíñòâå è
âðåìåíè. Ò àê áèáëåéñêèé ñþæåò ïåðåîñìûñëèâàåòñÿ â ñâåòå ôèëîñîôñ-
êèõ èñêàíèé ðóáåæà âåêîâ, à êóëüìèíàöèîííûìè òî÷êàìè äåéñòâèÿ ÿâëÿ-
þòñÿ ðèòóàëüíûå àêòû. Ïåðâàÿ êóëüìèíàöèÿ –  ðèòóàëüíûé òàíåö Ñàëîìåè ,
âûäåðæàííûé â êóëüòîâûõ òðàäèöèÿõ âðåìåíè Áèáëèè ñ ìíîæåñòâåííûìè
ñàêðàëüíûìè ñìûñëàìè. Êàê ñâèäåòåëüñòâóþò ðàçëè÷íûå ñïðàâî÷íûå
èñòî÷íèêè, ïðàêòè÷åñêè âî âñåõ êóëüòóðàõ äðåâíîñòè òàíåö âñåãäà èìåë
ñàêðàëüíîå çíà÷åíèå. Îí ÿâëÿëñÿ ñïåöèôè÷åñêîé ôîðìîé ìîëèòâû, ÷àñòüþ
ìàãè÷åñêèõ è ñâÿùåííûõ îáðÿäîâ: ïðûãàòü, òàíöåâàòü  îçíà÷àëî ìîëèòü,
ïðîñèòü  (Ìàëàõîâ 1986: 328). Ïîçæå ðèòóàëüíûé òàíåö ñòàë èìèòàöèåé
àðõå – áîæåñòâåííîé èãðû  Òâîðåíèÿ. Ñ îäíîé ñòîðîíû, åñëè öåíòðîì
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òàíöà ÿâëÿëàñü äåâóøêà, òî îáðÿä ïðèîáðåòàë ñìûñë ëèáî èíèöèàöèè,
ëèáî îáðåòåíèÿ ðàÿ. Ñ äðóãîé ñòîðîíû, ýòî òàíåö íåâèííîé äåâóøêè,
ÿâëÿþùåéñÿ æåðòâîé ñèñòåìû Èðîäà. Îíà òàíöåâàëà, ÷òîáû óãîäèòü åìó
è ïîòðåáîâàòü, âïîñëåäñòâèè, èñïîëíåíèÿ ïîòàéíîãî æåëàíèÿ. Èäåÿ âîñ-
òî÷íîãî ñòðèïòèçà – ñíÿòèå ñåìè ðàçíîöâåòíûõ ïîêðîâîâ, ñîâåðøåííàÿ
êðàñîòà îáíàæåííîãî òåëà, ñîâìåùåííàÿ ñ ÷óâñòâåííîñòüþ è ñòðàñòíîñ-
òüþ ãåðîèíè, ïðèøëèñü öàðþ ïî äóøå. Ñëåäîâàòåëüíî, òàíåö îáíàæàåò
ïàòîëîãè÷åñêîå, ïî÷òè áåçóìíîå, âèäåíèå äåéñòâèòåëüíîñòè Èðîäîì.
Òàêæå òàíåö ñâÿçàí ñ ñèìâîëèêîé ëóíû. Ëóíà êàê îäóøåâëåííûé ïåðñî-
íàæ çðèìî ïðèñóòñòâó åò íà ïðîòÿæåíèè âñåãî îïåðíîãî äåéñòâèÿ. Â òî
æå âðåìÿ, îíà êàê ïðåäçíàìåíîâàíèå ãðÿäóùåãî èñõîäà ñèìâîëèçèðó åò
ëåâîå îêî áîæåñòâà, ñëåäÿùåãî çà ïðîèñõîäÿùèì. Ýòîò ñèìâîë ïðèâíîñèò
åùå îäíó îñîáåííîñòü â òðàêòîâêó òàíöà. Äâèæåíèÿ â òàíöå, êàê â äðåâ-
íîñòè, íàïîëíåíû ïîäðàæàíèåì äâèæåíèÿì íåáåñíûõ ñâåòèë, Ñîëíöà,
ïëàíåò è çâåçä. Ýòîò ðèòóàëüíûé òàíåö äåëàåò Ñàëîìåþ ïðè÷àñòíîé ê
èíîé æèçíè, ïîñòåïåííî ðàñêðûâàÿ òàéíó Ëþáâè è òàéíó Ñìåðòè.

Ïîñëå òàíöà ãåðîèíÿ áûëà óìåðùâëåíà, èáî îäèí ðèòóàë ïîðîæäàåò
íîâûé – ïðèíîøåíèå æåðòâû – îòðóáëåííîé ãîëîâû Èîêàíààíà íà ñå-
ðåáðÿíîì ùèòå. Ñåðåáðÿíûé ùèò ÿâëÿåòñÿ ñèìâîëîì äóõîâíîé çàùèòû
Èîêàíààíà îò òëåòâîðíîãî âëèÿíèÿ ìèðà. Îí óêàçûâàåò íà ñîõðàíåíèå
åãî íåïîðî÷íîñòè. Ñåðåáðî – îäèí èç äðàãîöåííûõ ìåòàëëîâ, â äðåâíî-
ñòè àññîöèèðóåìûé ñ ëóíîé, ëóííûì ñâåòîì è ëóííûìè áîæåñòâàìè. Îíî –
ñâåò íàäåæäû, ìóäðîñòè è ÷èñòîòû, ÷òî ñîõðàíåíî â õðèñòèàíñòâå.

Ïî ìíåíèþ Ñåðãåÿ Àâåðèíöåâà, áîëåå ðåäêèå âåðñèè ïîçâîëÿþò ãî-
âîðèòü î ïðè÷àñòíîñòè ñåðåáðÿíîãî áëþäà, èíîãäà ñ îêðîâàâëåííîé ãî-
ëîâîé, ê ñèìâîëèêå Ã ðààëÿ. Ýòîò ìîòèâ, äîøåäøèé â âàëëèéñêîé ïåðåäà÷å,
ñâÿçàí íå òîëüêî ñ õðèñòèàíñêîé àòðèáóòèêîé è îáðàçîì Èîàííà Êðåñòè-
òåëÿ, íî è ñ ìàãè÷åñêîé ðîëüþ îòðóáëåííîé ãîëîâû â êåëüòñêîé ìèôîëîãèè ,
êîòîðàÿ ñèìâîëèçèðîâàëà âëàäû÷åñòâî ïîòóñòîðîííåãî ìèðà  (Àâåðèíöåâ
1997: 317). Ñåðåáðî ñèìâîëèçèðóåò òàêæå äåâñòâåííîñòü, æåíñêîå íà÷àëî
è ìèñòè÷åñêóþ Öàðèöó. Êðîìå òîãî, îíî ÿâëÿëîñü ñèìâîëîì êðàñíîðå-
÷èÿ ïðîðîêà: Ñëîâà Ãîñïîäíè – ñëîâà ÷èñòûå, ñåðåáðî, î÷èùåííîå îò çåìëè
â ãîðíèëå, ñåìü ðàç ïåðåïëàâëåííîå (Áèáëèÿ [..] 1991: 573). Èòàê, ëóíà è ñå-
ðåáðÿíûé ùèò – îëèöåòâîðåíèå Ñìåðòè è Æåðòâû, Æèçíè è Ñìåðòè,
Íåâèííîñòè, Ã ðåõà è Èñêóïëåíèÿ.

Îïåðà íàñûùåíà  ï à ð à ä î ê ñ à ë ü í î é  ñ è ì â î ë è ê î é , ïîçâîëÿþ-
ùåé ðàñêðûòü òàéíó âíóòðåííåãî ìèðà Ñàëîìåè, òàéíó Ñìåðòè è òàéíó
Ëþáâè (ëóíà, ñåðåáðÿíûé ùèò , îòðóáëåííàÿ ãîëîâà Èîêàíààíà, ñèìâî-
ëèêà èìåí ãëàâíûõ ãåðîåâ îïåðû). Íàïðèìåð, ëóíà – ñèìâîë ìåðòâîé
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æåíùèíû; èìÿ Èîêàíààí îçíà÷àåò ßõâå ìèëîñòëèâ. Ñàìèõ ãëàâíûõ ãåðîåâ
îïåðû ìîæíî íàçâàòü îáðàçàìè-ñèìâîëàìè. Ñàëîìåÿ – ñèìâîë ïðåêðàñ-
íîãî, íî ðàñòëåâàþùåãî â ñîáñòâåííîé ïîõîòè ìèðà; Èîêàíààí – ñèìâîë
áîæåñòâåííîé ÷èñòîòû è íåïîðî÷íîñòè, âå÷íîé þíîñòè è ìîëîäîñòè,
ïðîòèâîñòîÿùåé àáñóðäíîé ïðèõîòè Ñàëîìåè. Îáðàç Èðîäà ñèìâîëè-
çèðóåò ÷åëîâå÷åñòâî, ìå÷óùååñÿ ìåæäó Òüìîé è Ñâåòîì, Ëþáîâüþ è Ïî-
øëîñòüþ, Æèçíüþ è Ñìåðòüþ è, â òî æå âðåìÿ, îëèöåòâîðÿåò âñåïîãëî-
ùàþùóþ âëàñòü øòðà óñîâñêîé ýïîõè.

Õåäâèã Ëàõìàí (Lachmann) âíåñëà â îïåðíîå ëèáðåòòî, ïî òðåáîâàíèþ
Øòðàóñà, ðÿä èçìåíåíèé: áûëè ó ñòðàíåíû âòîðîñòåïåííûå ïåðñîíàæè
ïüåñû Óàéëüäà, ñîêðàùåíû ðàññêàçû íàçàðååâ î ÷óäåñàõ, ñîòâîðåííûõ
Õðèñòîì. Êîìïîçèòîð íå ñ÷èòàë èõ ñóùåñòâåííî âàæíûìè, à ñòðåìèëñÿ
ìàêñèìàëüíî ñêîíöåíòðèðîâàòü äåéñòâèå äðàìû íà åå ãëàâíîé ãåðîèíå.
Î á ð à ç  Ñ à ë î ì å è  ÿâëÿåòñÿ îñíîâíûì äðàìàòóðãè÷åñêèì ñòåðæíåì
ìóçûêàëüíîé äðàìû. Â íåì ñîñðåäîòî÷åíî ìíîãî ïðîòèâîðå÷èé. Îíà
ïîðî÷íà, íî è ñàìà ÿâëÿåòñÿ æåðòâîé ïîðîäèâøåãî åå ãîñóäàðñòâà. Æèçíü
âî äâîðöå âðàùàåòñÿ âîêðóã ïðèíöåññû. Îíà ÿâëÿåòñÿ òîé ìàãè÷åñêîé
òî÷êîé, èç êîòîðîé èñõîäèò è íà êîòîðîé çàìûêàåòñÿ äåéñòâèå. Ýòî –
ñèìâîë àíòèìèðà , êîòîðûé ñàì çàâèñèò îò ñîñòîÿíèÿ åå äóøè, åå æåëàíèé .
Ýâîëþöèÿ îáðàçà ãåðîèíè âêëþ÷àåò òðè ñòóïåíè âîñõîæäåíèÿ – òðè
äèàëîãà (ñ Íàððàáîòîì, Èîêàíààíîì è Èðîäîì), òàíåö ñåìè ïîêðûâàë è
ïàðàäîêñàëüíûé çàêëþ÷èòåëüíûé ìîíîëîã-äèàëîã  ñ ì¸ðòâîé ãîëîâîé ïðî-
ðîêà. Óæå íà÷àëüíàÿ ôðàçà îïåðû Êàê ïðåêðàñíà ïðèíöåññà Ñàëîìåÿ ñå-
ãîäíÿ íî÷üþ  (Strauss 1968: 5) ïðèîáðåòàåò â äðàìå ìèñòè÷åñêèé îòòåíîê.
Ñìûñë ýòîé ôðàçû ðàñøèðÿåòñÿ äî ìèôîëîãåìû Ó æàñíîãî è ïîëíîãî
îòðèöàíèÿ èäåè Êðàñîòû. Îíà – ÷óäîâèùå… Óáåéòå åå!, âîñêëèöàåò Èðîä
ïîñëå òîãî, êàê Ñàëîìåÿ öåëó åò Èîêàíààíà (Strauss 1968: 152).

Â ìóçûêàëüíî-òåìàòè÷åñêîì ïðîöåññå Ñàëîìåþ õàðàêòåðèçóþò òðè
îñíîâíûõ ëåéòìîòèâà, êàæäûé èç êîòîðûõ ïîñòåïåííî ðàñêðûâàåò åå
âíóòðåííþþ ñóùíîñòü. Ïåðâûé ëåéòìîòèâ – ëåéòìîòèâ êðàñîòû Ñàëî-
ìåè (ïåðâûå òðè òàêòà ìóçûêè) – ïðåäñòàâëÿåò ñîáîé ñòðåìèòåëüíûé
âçëåò ìåëîäèè ó êëàðíåòà íà ôîíå òðåìîëî ñòðóííûõ, óïèðàþùèéñÿ â
êâèíòó ëàäà, ñèíêîïîé è îïåâàíèåì âîêðóã íåå ìîòèâà êðåñòà, èçÿù-
íûì ïóíêòèðîì íà òîíè÷åñêîé ñåêñòå. Â íåì âîññîçäàíû êàïðèçíûé èç-
ëîì  âîñòî÷íîé ïðèíöåññû, ëåãêîñòü, ãðàöèÿ è òàèíñòâåííîå î÷àðîâàíèå
äåâóøêè, ïîòåíöèàëüíî â íåì – âçâèí÷åííîñòü è ýêñïðåññèÿ.

Âòîðîé ëåéòìîòèâ äðàìàòè÷åí. Æåëàíèå èçîáðàçèòü äðàìàòè÷åñêèé
îáðàç êàê ìîæíî ÷åò÷å è ÿñíåå, – ïèñàë Øòðà óñ, – ïðèâåëî ìåíÿ ê èñïîëü-
çîâàíèþ áèòîíàëüíîñòè  (Kestner 1989: 44). Ïðèíöèï áèòîíàëüíîñòè ïî-
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çâîëèë êîìïîçèòîðó íàìåòèòü âòîðóþ, ýñòåòè÷åñêóþ ðåàëüíîñòü, êîòî-
ðàÿ íåçàâèñèìî è íåçðèìî ïðèñóòñòâó åò â õàðàêòåðèñòèêå îáðàçà Ñàëî-
ìåè, ïîäñïóäíî íàïðàâëÿÿ åå õàðàêòåðèñòèêó â ñòîðîíó òðàãè÷åñêîãî è
óæàñíîãî. Òðåòèé ëåéòìîòèâ – ïðåêðàñíàÿ âàëüñîâàÿ òåìà â íà÷àëå âòîðîé
ñöåíû, ñèìâîëèçèðóþùàÿ ñîáëàçíèòåëüíîñòü ãåðîèíè, åå íåîòðàçèìîñòü
è èçÿùåñòâî. Íî îáðàç Ñàëîìåè íåâîçìîæíî îãðàíè÷èòü òîëüêî òðåìÿ
ëåéòìîòèâàìè, òàê êàê åå âîêàëüíàÿ ïàðòèÿ ìíîãîãðàííà è ðàçíîîáðàçíà ,
âçàèìîäåéñòâóåò ñ ëåéòñèñòåìîé.

Ñàëîìåÿ ïîñòîÿííî íàõîäèòñÿ íà ãðàíèöå äâóõ ìèðîâ – ðåàëüíîãî
è ìèñòèêî-èððåàëüíîãî, åé ïðåäñòîèò âûáîð – îñòàòüñÿ â ýòîì ìèðå èëè
÷åðåç ñìåðòü ñòàòü ñâîáîäíîé îò ãðåõà è ïîðîêà, óéòè â ÷èñòûé è îáíîâ-
ëåííûé ìèð, îáíîâèâøèñü ñàìîé. Áîëåçíåííàÿ è âçâèí÷åííàÿ ëþáîâü
ê Èîêàíààíó îáíàæàåò åå áåññîçíàòåëüíîå ñòðåìëåíèå ê îñâîáîæäåíèþ,
ê îáðåòåíèþ äóøåâíîé êðàñîòû, ðàâíîé êðàñîòå åå òåëà. Ïîäñîçíàòåëüíî
îíà ñâÿçàíà ñ Èîêàíààíîì.

Â ëèöå Èîêàíààíà àâòîðû âîññîçäàëè îáðàç ïðîðîêà Âåòõîãî Çàâåòà ,
íåïðåêëîííîãî è ôàíàòè÷íîãî. Èîêàíààí, ïîñëàíåö  Õðèñòà, íî íå Õðèñ-
òîñ , ó íåãî íåò âñåïðîùàþùåãî ìèëîñåðäèÿ  Ñïàñèòåëÿ. Îí íåó ñòàííî ïðî-
êëèíàåò äåâóøêó êàê äî÷ü ïðåñòóïíîé ìàòåðè, óòâåðæäàÿ ïîñòóëàòû âåðû,
ðàçæèãàåò åå ñòðàñòü. Åãî îðòîäîêñàëüíîñòü íå îñòàâëÿåò âûáîðà íè äëÿ
ñàìîãî ïðîðîêà, íè äëÿ Ñàëîìåè. Ñæèìàþùèéñÿ â çàêðûòîå òî÷å÷íîå
ïðîñòðàíñòâî êðóã, â êîòîðîì îáà íàõîäÿòñÿ, ñèìâîëèçèðó åò îáðàç èçóðî-
äîâàííîãî ìèðà. Â òî æå âðåìÿ, ýòî òî÷êà îòñ÷åòà äëÿ ïåðåõîäà â ìèð
èäåàëüíûé. Âûõîä – æåðòâåííàÿ ñìåðòü îáîèõ. Îíà ïðèíåñåò îñâîáîæ-
äåíèå îò ãðåõîâ Ñàëîìåå, äàñò âûñøóþ ñâîáîäó – ñâîáîäó äóõà – ïëåíåí-
íîìó Èîêàíààíó .

Åãî ìóçûêàëüíàÿ õàðàêòåðèñòèêà ÷èñòà è âîçâûøåííà. Îáà ëåéòìî-
òèâà Êðåñòèòåëÿ äèàòîíè÷íû è õîðàëüíû. Ïåðâûé, ìóæåñòâåííûé è òîð-
æåñòâåííûé, õàðàêòåðèçóåò Èîêàíààíà êàê ïðîðîêà. Ïóíêòèðíûé ðèòì,
ýïè÷åñêàÿ ìàðøåâîñòü, âîñõîæäåíèå ïî çâóêàì ôàíôàðû ñèìâîëèçèðóþò
íåïðåêëîííîñòü è òâåðäîñòü åãî äóõà, ãîòîâíîñòü æåðòâîâàòü ñîáîé âî
èìÿ âåðû. Äðóãîé ïðåäñòàâëÿåò ïðîðîêà êàê âåñòíèêà íîâîé âåðû, ïðè-
øåñòâèÿ Õðèñòà: íèñïàäàþùèå êâàðòû, õîðàëüíîñòü, îïîðà íà ðèòîðè-
÷åñêèå ôîðìóëû çîâà è ìåäëåííî ðàñïåòûé ìîòèâ êðåñòà, áàðî÷íàÿ ñèì-
âîëèêà êîòîðûõ îäíîçíà÷íî óêàçûâàåò íà Ñïàñèòåëÿ. Â äèàëîãå ñ Ñàëî-
ìååé ýòîò ëåéòìîòèâ ïðèîáðåòàåò òîðæåñòâåííóþ øèðîòó è âåëè÷àâîñòü.
Ïî ìåðå ìíîæåñòâåííîãî ïîâòîðåíèÿ ýòèõ ïîíà÷àëó âåëè÷åñòâåííûõ
ìîòèâîâ, èõ ñìûñë èçìåíÿåòñÿ íà ïðîòèâîïîëîæíûé, îíè ïåðåâîïëî-
ùàþòñÿ â ôàòàëüíûå ïîñòóëàòû. Ïàôîñ ïîçèòèâà îáîðà÷èâàåòñÿ íå ìå-
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íåå íàñûùåííûì è äðàìàòè÷íûì ïàôîñîì íåãàòèâà. Âîçíèêàåò ïðèí-
öèï çåðêàëüíîñòè äðàìàòóðãèè.

Âõîæäåíèå â çàçåðêàëüå ïðîèñõîäèò â äèàëîãå Ñàëîìåè è Èîêàíààíà .
Îí ñîñòîèò èç ÷åòûðåõ äèíàìè÷åñêè âîñõîäÿùèõ ôàç, êàæäàÿ èç êîòîðûõ
çíàìåíó åò ýòàïû ñòàíîâëåíèÿ ëþáîâíîãî ÷óâñòâà Ñàëîìåè, ïî àíàëîãèè
ñî ñöåíàìè èç Òðèñòàíà è Èçîëüäû Ðèõàðäà Âàãíåðà. Ýòî ñòàíîâëåíèå
ïðåäåëüíî ñåêñóàëüíî, ÷óâñòâåííî è, â òî æå âðåìÿ, âîçâûøåííî âîñ-
òîðæåííî. Âíà÷àëå ãåðîèíÿ âûðàæàåò ñâîé âîñòîðã ïî îòíîøåíèþ ïðîí-
çèòåëüíî ñâåðêàþùèõ, ÷åðíûõ êàê áåçäíà íî÷è, ãëàç Èîêàíààíà (òåìà
ãëàç ñîîòíîñèòñÿ åùå è ñ òåìîé ëþáîâíîãî âçãëÿäà, òåìîé æèâîòíîãî
æåëàíèÿ, òåìîé Ó æàñà è Ëþáâè). Ïîòîì âîñõâàëÿåòñÿ åãî êðèñòàëüíî
áåëûé ëîá è ñíåæíàÿ áåëèçíà åãî òåëà, ëèíèè êîòîðîãî ÷èñòû êàê ëèëèè â
ñàäàõ Âàâèëîíà, êàê ñíåãà Êèëèìàíäæàðî (Strauss 1968: 89). Òåìà òåëà –
îíà æå òåìà ñòðàñòè è áåçðàññóäñòâà. Çàòåì îíà îáðàùàåòñÿ ê åãî ÷åð-
íûì, êàê óãîëüíûå êîïè â Àôðèêå, âîëîñàì. Íà ÿçûêå ëþáâè ýòî òåìà
âîæäåëåíèÿ. Íàêîíåö, îíà çàìå÷àåò ó ñòà ïðîðîêà – êðàñíûå êàê ðóáè-
íû, êàê ðîçû. Ò àê ðîæäàåòñÿ òåìà ïîöåëóÿ êàê ìîòèâ âûñøåãî ýêñòàçà
ëþáâè; îäíîâðåìåííî ýòî òåìà ðîêà, òåìà íàâÿç÷èâîé ìàíèàêàëüíîé
èäåè èçáàëîâàííîé ïðèíöåññû, íå ïðèâûêøåé ê îòêàçàì.

Âñå ýòè ìîòèâû – ìåäèàòîðû ñðàçó  ò ð å õ  ä ð à ì à ò ó ð ã è ÷ å ñ ê è õ
ó ð î â í å é . Òåë î ,  ãëàçà ,  â îë îñû  è  óñòà – íàòóðàëèñòè÷åñêèå àòðè-
áóòû òåëà ïðîðîêà è ìèñòè÷åñêèå ñèìâîëû. Ìîòèâ ãëàç âûñòóïàåò êàê
ñèìâîë âñåâèäÿùåãî îêà.  Â òî æå âðåìÿ, âçãëÿä – ïåðåñå÷åíèå ïðîñòðàíñòâ,
ìãíîâåííûé êîíòàêò , ñîåäèíÿþùèé ìèðû, è ñèìâîë áåçäîííîñòè ïî-
ãðóæåíèÿ â íåèçâåäàííîå. Òåëî ñèìâîëèçèðó åò ïðè÷àñòíîñòü Èîêàíààíà
ê íåáåñíîé îðãàíèçàöèè Áîãà, ê Åãî èåðàðõèè. Ò åëî ñâÿòî è áîæåñòâåííî .
Âîëîñû  – ñèìâîë ñêðûòîé äóõîâíîé ñèëû. Ñèëà ïðîïîâåäè è ñèëà äóõà
Èîêàíààíà çàêëþ÷àëàñü â åãî âîëîñàõ. Òàê, â Íîâîì Çàâåòå âîçíèêàåò
ïàðàëëåëü Èîàííà Êðåñòèòåëÿ ñ Ñàìñîíîì è åãî òðàãè÷åñêîé ñóäüáîé.
Âîëîñû – íèòè ñóäüáû, îäíîâðåìåííî, – ñèìâîë èíñòèíêòèâíûõ ñèë,
àòðèáóò îáîëüùåíèÿ è ýðîòè÷åñêîé ïðèâëåêàòåëüíîñòè. Èìåííî òàê
Ñàëîìåÿ âîñïðèíèìàåò âîëîñû Èîêàíààíà, ëþáó ÿñü èìè. Ïîäñîçíàòåëü-
íîå ïîñòèæåíèå ïîäëèííîé ïðèíàäëåæíîñòè äàííîãî ñèìâîëà îáîñòðÿåò
÷óâñòâî ñòðàõà ïåðåä ÷èñòîòîé è ñâÿòîñòüþ. Óñòà ñèìâîëèçèðóþò äûõà-
íèå æèçíè. Òåì áîëåå, ÷òî Èîêàíààí ïðîïîâåäîâàë æèçíü âå÷íóþ, äûõà-
íèå èëè Äóõ, èñõîäÿùèé îò ñàìîãî Áîãà. Ó ñòà ñòàíîâÿòñÿ òàêæå ðóïîðîì
Ñëîâà Ãîñïîäà , íîñèòåëåì îòêðîâåíèÿ  è ïîêàÿíèÿ . Ñàëîìåÿ ñòðàøèòñÿ ñóäà
íåâåäîìîãî áîãà, íî íå ìîæåò ñìèðèòü ñâîè æåëàíèÿ. Â ðå÷è ïðîðîêà îíà
ñëûøèò ñòðàñòíóþ ýðîòèêó. Ýòî ïðîáóæäàåò åå ëþáîâíûå ïðèòÿçàíèÿ.
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Â ñèìôîíè÷åñêîì ïðîöåññå ýòîé ñöåíû êëþ÷åâóþ ðîëü èãðàåò
áèòîíàëüíûé ëåéòìîòèâ Ñàëîìåè, îí æå ìîòèâ Ëóíû è ïðåäòå÷à ìîòè-
âà-ñèìâîëà Ñìåðòè. Ò åìû òåëà, ãëàç è âîëîñ, òåìà îáîëüùåíèÿ åñòü ñèì-
ôîíè÷åñêèå òðàíñôîðìàöèè äàííîãî ëåéòìîòèâà. Ò àê âûðàæàåòñÿ íå-
ïðèãëÿäíàÿ ñóòü Ñàëîìåè êàê ñîáèðàòåëüíîãî ñèìâîëà áåçîáðàçíîãî
îáðàçà èçâðàùåííîãî îáùåñòâà, åãî ïîðî÷íîñòè è ïîõîòëèâîñòè. Ò àê
ôîðìèðó åòñÿ âçâèõðåííàÿ ì è ñ ò è ÷ å ñ ê è - ñ è ì â î ë è ÷ å ñ ê à ÿ  ð å à ë ü -
í î ñ ò ü  â ò î ð î ã î  ï ë à í à , îêðàøåííàÿ â ýêçàëü òèðîâàííûå òîíà.

Âñÿ ñöåíà ïîñòðîåíà ïî ïðèíöèïó ðàñøèðåíèÿ êîíôëèêòà è óãëóá-
ëåíèÿ êîíòðàñòà: ÷åì ñèëüíåå Ëþáîâü Ñàëîìåè, òåì áîëüøóþ îñòðîòó
îáðåòàåò Íåíàâèñòü ïðîðîêà. Ðàçâèòèå íà÷èíàåòñÿ îò ÷èñòûõ è ïðîñòûõ
òîíèêî-äîìèíàíòîâûõ ãàðìîíèé, ïîä÷åðêíóòûõ â ëåéòìîòèâàõ Ñàëîìåè.
Íî ïîñëå íåèñòîâîé ðå÷è ïðîðîêà, ïðèõîäÿùåãî â ñîñòîÿíèå êðàéíåé
ýêçàëüòàöèè, ìóçûêà ïðèîáðåòàåò çëîâåùå-ïóãàþùèé õàðàêòåð. Ïåðå-
êëþ÷åíèå â èíóþ ñôåðó äîñòèãàåòñÿ âíåçàïíûìè ìîäóëÿöèÿìè â òîíàëü-
íîñòè äàëåêèõ ñòåïåíåé ðîäñòâà. Ãàðìîíè÷åñêèé âåêòîð íàïðàâëåí â ñòî-
ðîíó íåó ñòîé÷èâîñòè è ïðåäåëüíîé äèññîíàíñíîñòè, êîòîðàÿ îõâàòûâàåò
ïîëèòîíàëüíûìè è ïîëèôóíêöèîíàëüíûìè ýëëèïñèñàìè âñå ïðîñòðàí-
ñòâî îðêåñòðà. Òàê îñóùåñòâëÿåòñÿ äðàìàòóðãè÷åñêàÿ ìîäóëÿöèÿ èç ìèðà
â àíòèìèð , êîòîðûé ðàçâåðíåòñÿ äàëåå â ÷åòâåðòîé ñöåíå, êîãäà íà ãðî-
òåñêíî-ñêåðöîçíîì ëåéòìîòèâå ïðàçäíèêà-ïèðà ïîÿâÿòñÿ Èðîä è Èðî-
äèàäà, ãîñòè è ïðèäâîðíûå.

Ïîñëåäíÿÿ (÷åòâåðòàÿ) ôàçà äèàëîãà íåïîíèìàíèÿ, ïîåäèíêà íå ñëû-
øàùèõ äðóã äðóãà ãåðîåâ, êóëüìèíèðóåò â ìîìåíò , êîãäà Ñàëîìåÿ â èñ-
ñòóïëåííîì ýêñòàçå íàìåðåâàåòñÿ ïîöåëîâàòü ó ñòà Èîêàíààíà, ïåðåñòó-
ïàÿ ÷åðåç òåëî ìåðòâîãî âîçäûõàòåëÿ ïðèíöà Íàððàáîòòà, êîòîðîãî îíà
óñìèðèëà îáåùàíèÿìè åùå âî âòîðîé ñöåíå: ß ïîøëþ òåáå âîçäóøíûé ïîöå-
ëóé è áðîøó ôèàëêó èç íîñèëîê, êîãäà óòðîì áóäó ñîâåðøàòü ïðîãóëêó (Strauss
1968: 24). Òàêîâ äèàïàçîí ðàçâèòèÿ îáðàçà ïðèíöåññû: íåâèííàÿ äåâî÷êà
âî âòîðîé ñöåíå è ñåêñóàëüíî-ñòðàñòíàÿ æåíùèíà â òðåòüåé. Ðîêîâàÿ,
ìàíèàêàëüíàÿ òåìà ïîöåëó ÿ åñòü åùå è ñèìâîë ìèðà, ñêðåïëåíèÿ äîãî-
âîðà è ïîäòâåðæäåíèå ïðèâÿçàííîñòè è ïðè÷àñòíîñòè ê ìèðó Èîêàíààíà .
Â ðåëèãèîçíîì îòíîøåíèè ýòî åùå è ñèìâîë äóõîâíîãî ñîþçà.

Ñëåäóþùèé ýòàï â ýâîëþöèè ãëàâíîé ãåðîèíè – äèàëîã Èðîäà è
Ñàëîìåè â ÷åòâåðòîé ñöåíå. Íî â íåì, â îòëè÷èå îò äèàëîãà Ñàëîìåè è
Èîêàíààíà, ãëàâíàÿ ðîëü ïðèíàäëåæèò Èðîäó . Îí õîçÿèí ïðàçäíèêà, è â
ñâîåì âîñòîðæåííîì àðèîçî ïðèãëàøàåò Ñàëîìåþ çà ñâîé ïèðøåñòâåí-
íûé ñòîë. Ò ðè îáðàùåíèÿ Èðîäà ( ñÿäü ðÿäîì, âûïåé ñî ìíîé âèíà , îòêó-
øàé ãðàíàòû ) ïðåäñòàâëÿþò ñîáîé âàðüèðîâàííîå ïîâòîðåíèå îäíîé è
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òîé æå ìåëîäè÷åñêîé ôðàçû, â êîòîðîé ãëàâåíñòâó åò òåìà ëþáâè Èðîäà
ê Ñàëîìåå. Ñîçäàåòñÿ íå÷òî âðîäå âàðüèðîâàííîé êóïëåòíîñòè, â êîòîðîé
ìåæäó êóïëåòàìè íàõîäÿòñÿ êðàòêèå ðåïëèêè Ñàëîìåè è ãíåâíûå ó Èðîäè-
àäû, ïèøåò Áîðèñ Ëåâèê (Ëåâèê 1969: 16). Íåìàëîâàæíî è òî, ÷òî äèàëîã
Èðîäà è Ñàëîìåè ïðåðûâàåòñÿ çíàìåíèòûì òàíöåì ñåìè ïîêðûâàë , êîòî-
ðûé ñèìâîëèçèðó åò ñåìü ãðåõîâ ìèðà. Ýòî ñèìôîíè÷åñêîå èíòåðìåööî
êàê ïëàòî, íà êîòîðîì âûñòðàèâàåòñÿ äèíàìè÷åñêîå íàðàñòàíèå. Ò àíåö
Ñàëîìåè ñîñòîèò èç òðåõ îòíîñèòåëüíî ñàìîñòîÿòåëüíûõ ðàçäåëîâ: äâóõ
ýêçîòè÷åñêèõ îðèåíòàëüíûõ, òîìíî-ëåííûõ è áûñòðîãî äèíàìè÷åñêîãî
òðåòüåãî. Ïåðâûé ðàçäåë âûäåðæàí â óñëîâíî-âîñòî÷íîì ñòèëå, òàê êàê
äåéñòâèå äðàìû ïðîèñõîäèò â Äðåâíåé Èóäåå. Âñå ëåéòìîòèâû Ñàëîìåè
ìîäèôèöèðó ÿñü ïðèîáðåòàþò çäåñü îòòåíîê âîñòî÷íîé îðíàìåíòèêè. Âî-
ñòî÷íûé êîëîðèò äîñòèãàåòñÿ ïðè ïîìîùè âòîðîé íèçêîé è ÷åòâåðòîé
âûñîêîé ñòóïåíè îñíîâíîé òîíàëüíîñòè ðàçäåëà a-moll, à òàêæå ïðèõîò-
ëèâîé ðèòìèêîé àæóðíîé ìåëîäèêè, ðàçâèâàþùåé òåìó ãëàç êàê òåìó
óæàñà è ëþáâè (òåïåðü ýòî ãëàçà Èðîäà, íàñëàæäàþùåãîñÿ òàíöåì). Âòî-
ðîé ðàçäåë ïðåäñòàâëÿåò èçÿùíóþ âàëüñîâóþ òåìó íà ìîòèâå îáîëüùå-
íèÿ, çâó÷àùóþ ó âèîëîí÷åëåé. Ñëîæíîñòü è èçûñêàííîñòü ýòîãî ðàçäåëà
äîñòèãàåòñÿ ïóòåì ìîäóëÿöèé â òîíàëüíîñòè äàëåêîé ñòåïåíè ðîäñòâà
(cis–Es–B–cis). Â òðåòüåì ñòðåìèòåëüíîì ðàçäåëå âèõðåì ïðîíîñÿòñÿ âñå
ëåéòìîòèâû Ñàëîìåè, êîíòðàïóíêòè÷åñêè ñîåäèíÿþùèåñÿ ñ êâàðòîâû-
ìè ëåéòìîòèâàìè Èîêàíààíà (ïîäñîçíàíèå Ñàëîìåè óæå ôîðìóëèðóåò
èäåþ ñìåðòè ïðîðîêà). Ìóçûêà òàíöà ïåñòðèò ÷óâñòâåííî-ýðîòè÷åñêèìè
îáðàçàìè, ñêëàäûâàþùèìèñÿ èç èçëîìàííûõ ìåëîäè÷åñêèõ ëèíèé, îñíàùåí-
íûõ îáèëüíûìè õðîìàòèçìàìè, èçîùðåííîé ãàðìîíèåé è ïûøíîé äî ðàñòî÷è-
òåëüíîñòè èíñòðóìåíòîâêè  (Ëåâèê 1969: 17). Âåñü ýïèçîä êàê áû ìàòåðè-
àëèçóåò íåîñîçíàííûå ïîáóæäåíèÿ Ñàëîìåè, âûðûâàþùèåñÿ íà ïîâåð õ-
íîñòü ÷åðåç ýòîò ïðåêðàñíûé òàíåö ñìåðòè è ëþáâè. Îêîí÷èâ ñâîé òàíåö ,
Ñàëîìåÿ îñòàíàâëèâàåòñÿ (êàê óêàçàíî â ðåìàðêå àâòîðà) ó öèñòåðíû,
ãäå â çàòî÷åíèè íàõîäèòñÿ Èîêàíààí. Ýòî çàìå÷àòåëüíî-âûðàçèòåëüíûé
ìîìåíò , òàê êàê â ýòî âðåìÿ â îðêåñòðå ïîÿâëÿåòñÿ òðåëü, êîòîðàÿ çâó÷èò
íà ôîíå òðåçâó÷èÿ e moll. Ýòî íàïðÿæåííîå çâó÷àíèå òðåëè íà ìàëîé ñå-
êóíäå – ñèìâîë âêëþ÷åíèÿ ïîäñîçíàòåëüíîãî – ñîçäàåò âïå÷àòëåíèå
÷åãî-òî îòâðàòèòåëüíîãî è óæàñíîãî. Â êîíöå îïåðû, â ìîíîëîãå Ñàëî-
ìåè ñ ìåðòâîé ãîëîâîé ïðîðîêà, ýòà æå òðåëü ñîïðîâîæäàåò åå ñëîâà: ß
öåëîâàëà òâîè óñòà, Èîêàíààí! Òâîè ãóáû èìåëè ãîðüêèé âêóñ! Ýòî áûë âêóñ
êðîâè? À ìîæåò áûòü ëþáâè? (Strauss 1968: 149) Òàê òðåëü ïðåâðàùàåòñÿ â
ñèìâîë êðîâè (çàìåòèì, ÷òî â ýòîì æå ñìûñëå ïîäîáíûé ïðèåì èñïîëü-
çóåò Áýëà Áàðòîê â îïåðå Çàìîê ãåðöîãà Ñèíÿÿ Áîðîäà) è ñèìâîë ïðîñòðàí-
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ñòâà ïîäñîçíàíèÿ ãåðîèíè ñ èíûì òå÷åíèåì âðåìåíè. Ïîäîáíûé ïðèåì
Øòðàóñ óæå èñïîëüçîâàë â ñîëî Èðîäà â ñàìîì íà÷àëå ÷åòâåðòîé ñöåíû,
ãäå ãëàâåíñòâîâàëà õðîìàòè÷åñêàÿ ãàììà è àêêîðäû èç ñåêóíä, õàðàêòå-
ðèçóÿ ïîëóáåçóìíûå, ïî÷òè áðåäîâûå æåëàíèÿ ãåðîÿ. Ò àê ñîîòíîñÿòñÿ
áåññîçíàòåëüíûå ïîáóæäåíèÿ ãåðîåâ: Èðîä âîæäåëååò Ñàëîìåþ, îíà –
ïðîðîêà, Èðîäèàäà – Èðîäà, à ìóçûêàëüíûé ðÿä ýâîëþöèîíèðó åò îò
õðîìàòè÷åñêèõ ïàññàæåé ê áåçóìíîé ñåêóíäå, ñâîðà÷èâàþùåé ãîðèçîí-
òàëü â òî÷êó âåðòèêàëè.

Òàíåö Ñàëîìåè âñêðûâàåò âñå ýòè âîæäåëåíèÿ, ñîõðàíÿÿ  ð è ò ó à ë ü -
í û å  ôóíêöèè. Ê òîìó æå òàíåö ïðåðûâàåò íà÷àâøèéñÿ äèàëîã Èðîäà è
Ñàëîìåè, ÷òî ÿâëÿåòñÿ íåìàëîâàæíûì äðàìàòóðãè÷åñêèì ïðèåìîì, áëà-
ãîäàðÿ êîòîðîìó âíîâü ïðîèñõîäèò ñìåùåíèå àêöåíòîâ ñ îáðàçà Èðîäà,
ãëàâåíñòâîâàâøåãî â ñöåíå äèàëîãà, íà îáðàç Ñàëîìåè. Íàêîíåö, ÷åðåç
ðèòóàëüíûé òàíåö, îáíàæàþùèé âñå ñàìîå äëÿ íåå ñîêðîâåííîå, Ñàëî-
ìåÿ ñòàíîâèòñÿ ïðè÷àñòíîé ê òàèíñòâó Ñìåðòè. Ïîñëå òàíöà îíà óæå íå
ïðîñèò , à òðåáóåò óñå÷åííóþ ãîëîâó Èîêàíààíà íà ñåðåáðÿíîì áëþäå. Â
îòâåòàõ íà óãîâîðû Èðîäà, ïðåäëàãàþùåãî âçàìåí ñîêðîâèùà ðóäíèêîâ,
ïîëöàðñòâà, êàçíó, ó Ñàëîìåè íà ìîòèâå ïîöåëó ÿ çâó÷èò îäíà è òà æå ìà-
íèàêàëüíàÿ ôðàçà: ß õî÷ó ãîëîâó Èîêàíààíà (Strauss 1968: 129).

Êóëüìèíàöèåé îáðàçà Ñàëîìåè ÿâëÿåòñÿ åå ïàðàäîêñàëüíûé ìîíî-
ëîã-äèàëîã ñ ãîëîâîé Êðåñòèòåëÿ. Ìóçûêàëüíàÿ òêàíü ìîíîëîãà ïëîòíî
íàñûùåíà è ñîäåðæèò ïî÷òè âñå ëåéòìîòèâû äðàìû – îñíîâíûå ëåéò-
ìîòèâû Ñàëîìåè è Èîêàíààíà, ëåéòìîòèâ ãëàç – ëåéòìîòèâ Ó æàñà è
Ëþáâè, ëåéòìîòèâ Ïîöåëó ÿ; òåïåðü îíè åùå áîëåå ó ñëîæíÿþòñÿ õðîìà-
òèçìàìè, ïðîâîäÿòñÿ êàíîíè÷åñêè è ïîëó÷àþò íàïðÿæåííîå ìåëîäè÷åñ-
êîå ðàçâèòèå. Îíè æå ÿâëÿþòñÿ îñíîâíûìè ôîðìîîáðàçóþùèìè ôàêòî-
ðàìè. Ìîíîëîã ñîñòîèò èç ÷åòûðåõ ôàç ðàçâèòèÿ, ïîâòîðÿþùèõ ôàçû
äèàëîãà òðåòüåé ñöåíû: Ïî÷åìó òû íå áðîñàåøü íà ìåíÿ ñâîè èñêðîìåòíûå
âçîðû, Èîêàíààí? Ïî÷åìó ìîë÷àò òâîè óñòà, ïî÷åìó â êðîâè òâîè ïðåêðàñ-
íûå âîëîñû? Êàê ïðåêðàñåí òâîé ëîá â êàïåëüêàõ êðîâè! (Strauss 1968: 148).
Êàæäàÿ ôàçà çíàìåíó åò áîëåå âûñîêèé äèíàìè÷åñêèé óðîâåíü. Â ìîìåíò
âûñøåé êóëüìèíàöèè Ñàëîìåÿ öåëó åò óñòà Èîêàíààíà íà ôîíå ñåêóíäû,
êàê ñèìâîëà ïîäñîçíàíèÿ è ñèìâîëà êðîâè. Íà ôîíå òåìû ñìåðòè, âûðîñ-
øåé èç òåìû Ëóíû ïåðâîé ñöåíû, óòâåðæäàåòñÿ òåìà ïîöåëó ÿ: ß çíàþ
òåïåðü, ÷òî âêóñ ëþáâè – ýòî âêóñ êðîâè (Strauss 1968: 148). À çàòåì êàê
Ãèìí ýòîé áåçóìíîé è íåñîñòîÿâøåéñÿ Ëþáâè çâó÷èò ïðåêðàñíàÿ òåìà
ñòðàñòè – òåìà òîðæåñòâà òåëà. Ìóçûêà ïîðàæàåò ïðåäåëüíîé ýêñòàòè÷-
íîñòüþ, äîõîäÿùåé äî íåèñòîâñòâà. Â âîëíàõ ýòîãî íåèñòîâñòâà ðåïëèêà
Èðîäà Óìåðòâèòå ýòó æåíùèíó  (Strauss 1968: 153) ðåçêî ïåðåêëþ÷àåò äåé-
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ñòâèå èç âíóòðåííåé ïîäñîçíàòåëüíîé çàïðåäåëüíîñòè â òðåçâîñòü êîí-
êðåòíîãî ñöåíè÷åñêîãî âðåìåíè, âðåìÿ ñâîðà÷èâàåòñÿ â òî÷êó – ìãíîâåíüå
ñìåðòè. Ïðîöåññ äðàìû íå çàâåðøàåòñÿ, à îáðûâàåòñÿ. Âìåñòå ñ ãåðîè-
íåé ìû ñëîâíî ïàäàåì â ðîêîâóþ áåçäíó ñìåðòè. Îò ìîíîñöåíû Ñàëîìåè ,
öåëóþùåé â ãóáû ãîëîâó Èîêàíààíà, äàæå Èðîäó ñòàíîâèòñÿ íå ïî ñåáå.
Îí ïðåäïî÷èòàåò óáèòü ïàä÷åðèöó , òàê êàê çà åå òàíöåì è äåéñòâèÿìè
íàáëþäàþò åãî ãîñòè, ïåðâîñâÿùåííèêè, ðèìñêèå âîèíû. Íî ýòî íå îçíà-
÷àåò, ÷òî îí óáèë îáðàç ñîáñòâåííîãî ìûøëåíèÿ. Ýòà ñòðàøíàÿ æåðòâà
íå ñìîãëà ïðåîáðàçîâàòü âíóòðåííèé ìèð  ïðàâèòåëÿ ãîñóäàðñòâà. Ýòèì
ïàðàäîêñîì çàêàí÷èâàåòñÿ îïåðà.

Â îïåðå-ìèñòåðèè âàæíà ñèìâîëèêà ÷èñåë 3, 4, 7. ×åòûðå ñöåíû
íàïðÿæåííîé îäíîàêòíîé äðàìû, ÷åòûðå ýòàïà â êàæäîì èç íàèáîëåå
çíà÷èòåëüíûõ ýïèçîäîâ, ÷åòûðå ãëàâíûõ ãåðîÿ, ÷åòûðå ýòàïà ðàçâèòèÿ
îáðàçà Ñàëîìåè. Ñåìü ïîêðûâàë, òðè ëþáîâíûõ òðåóãîëüíèêà (Íàððà-
áîò – ïàæ – Ñàëîìåÿ, Èîêàíààí – Ñàëîìåÿ – Íàððàáîò , Èðîä – Èðî-
äèàäà – Ñàëîìåÿ), ÷åòûðå ñèìâîëà êðóãà èëè ñôåðû: Ëóíà – öèñòåðíà –
áëþäî – ãîëîâà. Ïîäîáíûå ðÿäû ìîæíî ïðîäîëæèòü.

Ñî÷èíåíèå ïðîíèçàíî ïðîöåññîì êîíòèíóàëüíîé ñèìôîíèçàöèè ñ
öåíòðàëèçîâàííîé ëåéòìîòèâíîé ñèñòåìîé. Çîíû îáîáùåíèÿ – îðêåñò-
ðîâûå èíòåðëþäèè. Êàê ó Âàãíåðà èëè Äåáþññè, îíè âûïîëíÿþò äâîé-
íóþ ôóíêöèþ: ðàçðàáàòûâàþò ëåéòìîòèâû ïðåäûäóùåé ñöåíû è ïðåä-
âàðÿþò òåìàòèçì ïîñëåäóþùåé. Ê óëüìèíàöèÿ îïåðû ñìåùåíà â çîíó
òðàãè÷åñêîé êàòàñòðîôû – çàêëþ÷èòåëüíîãî ìîíîëîãà Ñàëîìåè.

Îò÷åòëèâî ïðèñóòñòâóþò ÷åðòû ìîíîäðàìû, èáî îáðàç Ñàëîìåè âòÿ-
ãèâàåò â ñåáÿ âñåõ äåéñòâóþùèõ ëèö äðàìû, ïîä÷èíÿåò èõ ëþáûì ñïîñî-
áîì. Èäåÿ ïèðà (ñêåðöîçíûå áëèêè êîòîðîãî ìû ñëûøèì âíà÷àëå ñî÷è-
íåíèÿ) ðàñêðûòà è ÷åðåç ðàçâèòèå îáðàçà Ñàëîìåè, êîòîðûé ïîêàçàí â
ñèòóàöèè ïðàçäíèêà, ÷òî ïðèäàåò åìó ìèñòåðèàëüíûé îòòåíîê. Ïðî-
ñòðàíñòâåííàÿ ñôåðà ïðàçäíèêà ðàñøèðÿåòñÿ îò ïåðâîé ê ÷åòâåðòîé ñöå-
íå, òàê æå ðàçðàñòàþòñÿ ñöåíû, ðàñøèðÿåòñÿ è ïðîñòðàíñòâåííàÿ ñôåðà
îáðàçà Ñàëîìåè. Èç þíîé ïðåêðàñíîé äåâóøêè â íà÷àëå îïåðû ÷åðåç
ôàçû áîëåçíåííîé âëþáëåííîñòè  ê Èîêàíààíó Ñàëîìåÿ ïðèõîäèò ê ðèòó-
àëüíîìó òàíöó , à çàòåì ê êóëüìèíàöèîííîé ñöåíå – ðèòóàëüíîìó ìîíî-
ëîãó. Ïðèêàç Èðîäà óáèòü Ñàëîìåþ âîçâðàùàåò ãåðîèíþ â ïåðâîíà÷àëü-
íî-íåâèííîå ñîñòîÿíèå, îñóùåñòâëÿåò àêò æåðòâîïðèíîøåíèÿ è äàðó åò
åé äîëãîæäàííóþ ñâîáîäó â íîâîì íåçåìíîì ìèðå.

Òàêèì îáðàçîì, âñå âûøåñêàçàííîå ñâèäåòåëüñòâó åò, ÷òî ìóçûêàëü-
íàÿ äðàìà Øòðà óñà Ñàëîìåÿ  íåñåò â ñåáå ÷åðòû ìèñòåðèè, ïðè÷åì ìèñòå-
ðèè ýêçèñòåíöèàëüíîé, òðàêòîâàííîé â äóõå ýêñïðåññèîíèñòè÷åñêèõ
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òåíäåíöèé, ïðîäèêòîâàííûõ ýñòåòèêîé ýïîõè. Çäåñü âðåìÿ ñïðåññîâà-
íî, ñæàòî, ïðîñòðàíñòâî çàêðó÷åíî â ñïèðàëüíûé, ìíîãîñëîéíûé æãóò .
Ðèòóàëåìà æåðòâû â êîíöåïöèè ñî÷èíåíèÿ ðàñøèðåíà êîìïîçèòîðîì
äî êðàéíåãî èíäèâèäóàëèçìà, äî  ì è ñ ò è ÷ å ñ ê î ã î  î ò ê ð î â å í è ÿ  è
á å ñ ñ î ç í à ò å ë ü í î é  ï ð è ÷ à ñ ò í î ñ ò è  ê ìèðó áîæåñòâåííîìó è äåìî-
íè÷åñêîìó .

Richard Strauss’ Salome: Features of the Genre

Anna Predolyak
Summary

The subject of the article is Richard Strauss’ opera Salome, which is the
final point of late Êomantic musical drama; it took in the influence of Sym-
bolism, Naturalism, Impressionism, partly – Neo-Classicism; forestalled the
development of Expressionistic musical theatre. It inhaled idea and stylistic
peculiarities, reflecting moral and social categories of the modern époque.

The literary base of the opera is Biblical legend, worked up as a drama
play by representative of English symbolism Oscar Wilde. His Salome is a
representation of English literary modern with elements of paradox aesthetics.

The composer himself defined his creation as musical drama. Many
scientists of music history offered to name it Óxpressionistic drama, mono-
drama, melodrama or scenic poem. This article makes an attempt to define
the opera as drama-mystery, for which state a lot of facts in its artistic process.

To prove this, the author of the article suggests analyzing the following
dramatic components:
— the main conflict of the opera, between two worlds: pagan and Christian;
— aspects of dramaturgy (timeless, time and space, symbolic, out-acting

and in-acting);
— the opera’s climax zones as zones of tragic catastrophe;
— the leitmotif system of the opera and continual type of symphonisation,

connected with the leitmotifs;
— symbolism of names, subjects, events, processes and figures;
— presence of rituals (Salome’s dance, death of Iokanaan, carrying out

the chopped-off head of the prophet on a silver buckler, ritual monologue
and the kiss of Salome, Salome’s death) as the mystery’s components.
The features of monodrama can be clearly seen, because the image of

Salome attracts all other heroes, it subordinates them to itself in any possible
way. The idea of the feast is also disclosed through Salome’s image which is
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shown in the festal situation – this adds to it a shade of mystery. Space
atmosphere of the feast broadens from first to fourth scene and with it widens
the space atmosphere of Salome’s image: from young and beautiful girl at
the beginning of the opera, through the phases of morbid infatuation with
Iokanaan, Salome comes to the ritual dance and then – to the climax scene,
her ritual monologue. Herod’s order to kill Salome returns the heroine to
her primary innocent state, fulfils the act of sacrifice and gives her long-
expected freedom in the new unearthly world.

At the end of the article a conclusion is given, that musical drama of
Richard Strauss Salome brings in itself the features of mystery, as that of
existential mystery, interpreted according to the Expressionistic tendencies,
which were predicted by the aesthetic of the époque. Here the time is pressed
up, compressed, and the space is twisted into a spiral polysyllabic plait.
Ritual detail of the victim in the context of the whole work is widened by
the composer to the layer of extreme individualism, to the m y s t i c  r e v e l a-
t i on  and unconscious involvement to the world of divine and demonic.

Key words: Richard Strauss, Salome, drama-mystery, symbol, ritual,
dramaturgy, system of leitmotifs.
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Îðãàíèçàöèÿ ðèòìè÷åñêèõ ñòðóêòóð â êîìïîçèöèè
Il canto sospeso  Ëóèäæè Íî íî: âîïðîñû àíàëèçà

Dr. art. Åêàòåðèíà Îêóíåâà
Àñcîöèèðîâàííûé ïðîôåññîð

Ïåòðîçàâîäñêîé ãîñóäàðñòâåííîé êîíñåðâàòîðèè
(àêàäåìèè) èìåíè Àëåêñàíäðà Ãëàçóíîâà

Êàòåãîðèè âðåìåíè è ðèòìà ÿâëÿþòñÿ îñíîâîïîëàãàþùèìè äëÿ ìó-
çûêàëüíîé êóëü òóðû ÕÕ âåêà. Èíòåðåñ ê ïðîáëåìàì âðåìåíè íàøåë îòðà-
æåíèå âî ìíîæåñòâå êîíöåïöèé, çàòðàãèâàþùèõ êàê ôèëîñîôñêî-ýñòå-
òè÷åñêóþ, òàê è ÷èñòî ìóçûêàëüíóþ ïðîáëåìàòèêó . Òàêîâû êîíöåïöèè
ìîìåíò-ôîðìû Êàðëõàéíöà Øòîêõà óçåíà (Stockhausen), ñòàòè÷åñêîé
ìóçûêè Äü¸ðäÿ Ëèãåòè (Ligeti ), èäåè øàðîîáðàçíîãî âðåìåíè Áåðíäà
Àëîèñà Öèììåðìàíà ( Zimmermann), íàëîæåíèÿ âðåìåí Îëèâüå Ìåññèàíà
(Messiaen), ðèòìè÷åñêîé àòîíàëüíîñòè Ïüåðà Áóëåçà ( Boulez) è ìíîãèõ
äðóãèõ.

Âûäâèíóâøèñü íà ïåðâûé ïëàí â ÕÕ âåêå, êàòåãîðèè âðåìåíè è ðèòìà
ïîäâåðãëèñü êàðäèíàëüíîìó ïåðåîñìûñëåíèþ, ÷òî ïîâëåêëî çà ñîáîé
íîâàòîðñêèå ïðåîáðàçîâàíèÿ â ñôåðå ìóçûêàëüíîé êîìïîçèöèè. Îäíîé
èç îáëàñòåé, âîïëîòèâøèõ êîíöåïöèþ íîâîãî âðåìåíè, ñòàëà ñåðèàëü-
íàÿ ìóçûêà. Ñèìïòîìàòè÷íî, ÷òî åñëè â âûñîòíóþ îðãàíèçàöèþ êîìïî-
çèòîðû-ñåðèàëèñòû íå ïðèâíåñëè íè÷åãî ïðèíöèïèàëüíî íîâîãî ïî
ñðàâíåíèþ ñ ñåðèéíîé ìóçûêîé íîâîâåíöåâ, òî óïîðÿäî÷åíèå ðèòìî-
âðåìåííîãî ïðîñòðàíñòâà âñëåäñòâèå èíäèâèäóàëüíîãî ïîäõîäà îòëè÷à-
åòñÿ çàìåòíûì ìíîãîîáðàçèåì. Ôàêòè÷åñêè êàæäûé êîìïîçèòîð, ïèøóùèé
ñåðèàëüíóþ ìóçûêó , ñòðåìèòñÿ ðàçðàáîòàòü ñîáñòâåííóþ ðèòìè÷åñêóþ
ñèñòåìó.

Â ïðåäëàãàåìîé ñòàòüå ïðåäïðèíÿòà ïîïûòêà äàòü öåëîñòíîå ïðåä-
ñòàâëåíèå î ðèòìè÷åñêèõ ñòðóêòóðàõ â ñåðèàëüíîé ìóçûêå Ëóèäæè Íîíî
(Nono). Çàäà÷åé ÿâëÿåòñÿ îïèñàíèå ðèòìî-âðåìåííîãî ïðîñòðàíñòâà êàê
ñèñòåìíî-ñòðóêòóðíîãî öåëîãî. Ìàòåðèàëîì äëÿ èññëåäîâàíèÿ ïîñëóæèëî
âîêàëüíîå ñî÷èíåíèå Il canto sospeso (Ïðåðâàííàÿ ïåñíü , 1956) êàê íàèáî-
ëåå ñîîòâåòñòâóþùåå äàðìøòàäñêîé ýñòåòèêå ñòðóêòóðàëèçìà.

Ðèòìè÷åñêèå ñòðóêòóðû â Il canto sospeso îðãàíèçóþòñÿ íà îñíîâå
ðèòìè÷åñêèõ ôîðìàíò . Ðèòìè÷åñêîé ôîðìàíòîé íàçûâàåòñÿ åäèíèöà
äåëåíèÿ öåëîãî (îáû÷íî ÷åòâåðòè) íà îïðåäåëåííîå êîëè÷åñòâî ÷àñòåé.
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Òåðìèí ïðèìåíÿåòñÿ â çàðóáåæíîì íåìåöêîÿçû÷íîì ìóçûêîçíàíèè. Â
÷àñòíîñòè, îí ôèãóðèðó åò â ðàáîòàõ Óëüðèõà Äèáåëèóñà, êîòîðûé îïðå-
äåëÿåò ðèòìè÷åñêóþ ôîðìàíòó ( rhythmische Formant) êàê ñîñòàâëåíèå
ãëàâåíñòâóþùåé ìåòðè÷åñêîé äëèòåëüíîñòè èç ðàâíîäîëüíûõ ðèòìè÷åñêèõ
ýëåìåíòîâ  (Dibelius 1966: 326).

Ñàì òåðìèí áûë çàèìñòâîâàí èç àêó ñòèêè, ãäå îçíà÷àë ÷àñòîòíóþ
îáëàñòü, îòâå÷àþùóþ çà õàðàêòåðèñòèêó îïðåäåëåííîãî òåìáðà. Ýêñòðà-
ïîëÿöèÿ ïîíÿòèÿ, ïî ìíåíèþ Äèáåëèó ñà, âîçìîæíà â ñèëó òîãî, ÷òî ôîð-
ìàíòà â îáåèõ ñôåðàõ (è â àêóñòèêå, è â ðèòìèêå) îêàçûâàåòñÿ ñâÿçàííîé
ñ ïåðèîäè÷íîñòüþ äåëåíèÿ 1.

Êàê èçâåñòíî, ÷åòâåðòü ìîæåò äåëèòüñÿ íà äâå, òðè, ÷åòûðå è áîëåå
÷àñòè. Òèï äðîáëåíèÿ îáó ñëàâëèâàåò âèäû ôîðìàíò:

(âîñüìàÿ ñ èíäåêñîì 2) îçíà÷àåò ÷åòâåðòü, äåëÿùóþñÿ íà äâå ÷àñòè
(äâå âîñüìûå);
(âîñüìàÿ ñ èíäåêñîì 3) îçíà÷àåò ÷åòâåðòü, ðàçäåëåííóþ íà òðè ÷àñ-
òè (òðèîëü âîñüìûõ);
(øåñòíàäöàòàÿ ñ èíäåêñîì 4) – ÷åòâåðòü, äåëÿùàÿñÿ íà ÷åòûðå ÷àñ-
òè (÷åòûðå øåñòíàäöàòûõ);
(øåñòíàäöàòàÿ ñ èíäåêñîì 5) – ÷åòâåðòü, äåëÿùàÿñÿ íà ïÿòü ÷àñòåé
(êâèíòîëü øåñòíàäöàòûõ);
(øåñòíàäöàòàÿ ñ èíäåêñîì 6) – ÷åòâåðòü, äåëÿùàÿñÿ íà øåñòü ÷àñ-
òåé (ñåêñòîëü øåñòíàäöàòûõ);
(øåñòíàäöàòàÿ ñ èíäåêñîì 7) – ÷åòâåðòü, äåëÿùàÿñÿ íà ñåìü ÷àñòåé
(ñåïòîëü øåñòíàäöàòûõ).
Âî âñåõ ïåðå÷èñëåííûõ âèäàõ îñíîâíîé ìåòðè÷åñêîé åäèíèöåé âû-

ñòóïàåò ÷åòâåðòü. Âñå æå òåîðåòè÷åñêè äîïóñòèìà ëþáàÿ äëèòåëüíîñòü. Â
Il canto sospeso, ïîìèìî ÷åòâåðòè, ìîæíî âñòðåòèòü è áîëåå ìåëêóþ åäè-
íèöó . Íàïðèìåð, â VIII ÷àñòè åþ ÿâëÿåòñÿ âîñüìàÿ. Êîìïîçèòîð èñïîëü-
çóåò çäåñü 4 âèäà ôîðìàíò: , , , .

Êîëè÷åñòâî ýëåìåíòîâ ðèòìè÷åñêîé ôîðìàíòû ôîðìèðó åò äëèòåëü-
íîñòü ðèòìè÷åñêîãî ðÿäà. Ýòó äëèòåëüíîñòü ïðèíÿòî âûðàæàòü ÷èñëîâîé
äðîáüþ, ãäå çíàìåíàòåëü óêàçûâàåò, íà ñêîëüêî ÷àñòåé äåëèòñÿ îñíîâíàÿ
ìåòðè÷åñêàÿ åäèíèöà (èíûìè ñëîâàìè, çíàìåíàòåëü ñëóæèò ïîêàçàòå-
ëåì ôîðìàíòû), à ÷èñëèòåëü – êîëè÷åñòâî ýòèõ ýëåìåíòîâ. Íàïðèìåð,
ïðè ó ñëîâèè, ÷òî îñíîâíîé ìåòðè÷åñêîé åäèíèöåé ÿâëÿåòñÿ ÷åòâåðòü,

1 Äèáåëèóñ óêàçûâàë, ÷òî ïîä ôîðìàíòîé ìîæíî ïîäðàçóìåâàòü òàêæå ñîñòàâ-
ëåíèå àêêîðäà èç îòäåëüíûõ çâóêîâ (Dibelius 1966: 326).
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äðîáü 3/4 îçíà÷àåò, ÷òî èñïîëüçó åòñÿ ôîðìàíòà  , à äëèòåëüíîñòü ðàâíà
ïî ïðîäîëæèòåëüíîñòè ñóììå òðåõ øåñòíàäöàòûõ (òî åñòü âîñüìîé ñ òî÷-
êîé); äðîáü 5/5 ñîîòâåòñòâóåò ôîðìàíòå   è äëèòåëüíîñòè, ðàâíîé ïî
ïðîäîëæèòåëüíîñòè êâèíòîëè øåñòíàäöàòûõ (òî åñòü ÷åòâåðòè) è ò. ï.

Ðèòìè÷åñêèé ðÿä ó Íîíî ñêëàäûâàåòñÿ êàê ïîñëåäîâàíèå äëèòåëü-
íîñòåé ðèòìè÷åñêîé ôîðìàíòû è âûðàæàåòñÿ ñîîòâåòñòâóþùåé ïîñëå-
äîâàòåëüíîñòüþ ÷èñëîâûõ äðîáåé. Â çàâèñèìîñòè îò òîãî, ñêîëüêî ôîð-
ìàíò èñïîëüçó åòñÿ, ìîæíî âûäåëèòü äâà òèïà ðÿäà: ìîíîôîðìàíòíûé ,
ñîñòîÿùèé èç äëèòåëüíîñòåé òîëüêî îäíîé ôîðìàíòû (òî åñòü èñ÷èñëÿ-
åòñÿ â îäíîì ðèòìè÷åñêîì èçìåðåíèè), è ïîëèôîðìàíòíûé , âêëþ÷àþùèé
äëèòåëüíîñòè, ïðèíàäëåæàùèå ðàçíûì ôîðìàíòàì (òî åñòü îïèðàåòñÿ
íà ðàçëè÷íûå ðèòìè÷åñêèå èçìåðåíèÿ). Îáðàòèìñÿ ê ïðèìåðàì.

VII ÷àñòü Il canto sospeso îòêðûâàåòñÿ ëèíåàðíûì ïðîâåäåíèåì ðÿäà,
ïðåäñòàâëÿþùåãî ïåðìóòàöèþ îñíîâíîé çâóêîâûñîòíîé ñåðèè ñî÷èíå-
íèÿ 2 (ïðèìåð 1à). Ìóçûêàëüíàÿ òêàíü – õàðàêòåðíûé îáðàçåö ïóàíòè-
ëèçìà: çâóêè ðåãèñòðîâî è òåìáðîâî ïðîòèâîïîñòàâëåíû äðóã äðóãó .
Îäíàêî â òî æå âðåìÿ òîíû ñëåäóþò òî÷íî îäèí çà äðóãèì, îáðàçó ÿ íå-
ïðåðûâíóþ âûñîòíî-ðèòìè÷åñêóþ ëèíèþ, õðóïêóþ è ïðîçðà÷íóþ â ñâî-
åé òèõîé, ïî÷òè íåìàòåðèàëüíîé çâó÷íîñòè.

Ðèòìè÷åñêèé ðÿä öåëèêîì îñíîâàí íà ôîðìàíòå  . Åãî ÷èñëîâîå
âûðàæåíèå òàêîâî:

1 12 2 8 3 5 1 12 2 8 3 5
4 4 4 4 4 4 4 4 4 4 4 4

Â äàííîì ðÿäó ÷èñëèòåëè ìåíÿþòñÿ, çíàìåíàòåëü îñòàåòñÿ êîíñòàí-
òíûì.

Ìîíîôîðìàíòíûé ðÿä âñòðå÷àåòñÿ è â äðóãèõ ÷àñòÿõ Il canto sospeso.
Òàêîâû, íàïðèìåð, ðèòìè÷åñêèå ðÿäû íà÷àëà III è V ÷àñòåé:

III ÷àñòü

3 7 1 5 7 9 9 7 5 1 7 3
4 4 4 4 4 4 4 4 4 4 4 4

V ÷àñòü

7 7 2 2 1 1 1 1 2 2 7 7
4 4 4 4 4 4 4 4 4 4 4 4

2 Ïåðìóòàöèÿ ñâÿçàíà ñ âååðíîé ïåðåñòàíîâêîé çâóêîâ â êàæäîì ãåêñàõîðäå
ñåðèè ñîãëàñíî êîíöåíòðè÷åñêîìó ïðèíöèïó (äâèæåíèå îò êðàåâ ê öåíòðó; ñì.
ïðèìåð 1 b).
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Ïðèìåð 1à. Il canto sospeso: íà÷àëî VII ÷àñòè (òò. 1–6)

Ïðèìåð 1b. Il canto sospeso: îñíîâíàÿ ñå ðèÿ è ïðîèçâîäíûé ðÿä

Èíûì, áîëåå ñëîæíûì îáðàçîì îðãàíèçó åòñÿ ðèòìè÷åñêàÿ ñòðóêòó-
ðà âî II ÷àñòè ðàññìàòðèâàåìîãî ñî÷èíåíèÿ. ×àñòü íàïèñàíà äëÿ àíñàì-
áëÿ a capðella. Îíà íà÷èíàåòñÿ ñ ïðîâåäåíèÿ îñíîâíîãî çâóêîâûñîòíîãî
ðÿäà, 4 ïåðâûõ òîíà êîòîðîãî çâó÷àò îäíîâðåìåííî (ïðèìåð 2). Ðèòìè-
÷åñêèé ðÿä ñêëàäûâàåòñÿ èç ýëåìåíòîâ ÷åòûðåõ ôîðìàíò: , , , ,
òî åñòü äâèæåòñÿ îäíîâðåìåííî â ÷åòûðåõ ðèòìè÷åñêèõ èçìåðåíèÿõ 3:

1 2 3 5 8 13 13 8 5 3 2 1
2 3 4 5 2 3 4 5 5 5 4 5

Çäåñü ïîñòîÿííî ìåíÿþòñÿ è ÷èñëèòåëè, è çíàìåíàòåëè.

3 Ïîäðîáíûé àíàëèç II  ÷àñòè ñîäåðæèòñÿ â ñòàòüÿõ Êàðëõàéíöà Øòîêõàóçåíà
(Stockhausen 1964) è Ýäèñîíà Äåíèñîâà (Äåíèñîâ 1999).
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Îáðàçöû ïîëèôîðìàíòíûõ ðèòìè÷åñêèõ ðÿäîâ èç äðóãèõ ÷àñòåé Il
canto sospeso:

VIb ÷àñòü

17 12 8 5 3 2 2 3 5 8 12 17
3 3 3 5 5 5 3 5 3 5 3 5

VIII ÷àñòü

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

Êîäà IÕ ÷àñòè

13 13 13 11 11 11 7 7 7 5 5 3
3 4 5 3 4 5 5 3 4 4 5 5

Ïðèìåð 2. Il canto sospeso: íà÷àëî II ÷àñòè (òò. 1–3)

Ïîëèôîðìàíòíûé ðÿä ïðåäîñòàâëÿåò êîìïîçèòîðó áîëüøå âîçìîæ-
íîñòåé ïðè åãî äàëüíåéøåé òðàíñôîðìàöèè, ïîñêîëüêó ïåðìóòàöèÿì,
èíòåðâåðñèÿì è ïðî÷èì ìàíèïóëÿöèÿì áóäóò ïîäâåðãàòüñÿ íå òîëüêî
÷èñëèòåëè, íî òàêæå è çíàìåíàòåëè.
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Ñòðóêòóðíîé äåòåðìèíàíòîé ðèòìè÷åñêèõ ðÿäîâ â Il canto sospeso
âûñòóïàþò ðÿä Ôèáîíà÷÷è ( Fibonacci series, èñïîëüçó åòñÿ â âîêàëüíûõ
÷àñòÿõ) è àðèôìåòè÷åñêèé, èëè õðîìàòè÷åñêèé ðÿä äëèòåëüíîñòåé (ïðè-
ìåíÿåòñÿ â èíñòðóìåíòàëüíûõ ÷àñòÿõ) 4.

Ðåàëèçàöèÿ ðÿäà Ôèáîíà÷÷è â ñî÷èíåíèè èìååò íåñêîëüêî îñîáåí-
íîñòåé. Âî-ïåðâûõ, ïðîïîðöèè â áîëüøèíñòâå ñëó÷àåâ îêàçûâàþòñÿ íå-
òî÷íûìè, òî åñòü êàêèå-òî ÷èñëà ìîãóò ïðîïó ñêàòüñÿ, èëè, íàïðîòèâ,
ïîÿâëÿòüñÿ ÷èñëà, íå ñâÿçàííûå ñ ïîñëåäîâàòåëüíîñòüþ Ôèáîíà÷÷è.
Ïðèâåäåííûå ðàíåå ðÿäû èç Il canto sospeso ñëóæàò òîìó ïîäòâåðæäåíèåì.

Âòîðóþ îñîáåííîñòü ñîñòàâëÿåò ïîâòîðíîñòü ÷èñåë â ðèòìè÷åñêèõ
ñòðóêòóðàõ. Êîìïîçèòîð, êàê ïðàâèëî, îãðàíè÷èâàåòñÿ ïåðâûìè øåñòüþ
÷èñëàìè ðÿäà Ôèáîíà÷÷è, à â íåêîòîðûõ ñëó÷àÿõ îáõîäèòñÿ è ìåíüøèì
êîëè÷åñòâîì.

Ïîâòîðíîñòü ÷èñåë îáó ñëàâëèâàåò ñèììåòðèþ ðèòìè÷åñêèõ ðÿäîâ.
Íîíî èñïîëüçó åò ðàçíûå âèäû ñèììåòðèè, íî â îñíîâíîì ïðåäïî÷òåíèå
îòäàåò ðàêîõîäíîé, ïîñêîëüêó â ýòîì ñëó÷àå îáðàçóþòñÿ ïàëèíäðîìíûå
ñòðóêòóðû. Ïðèìåðàìè ñëóæàò ðÿäû èç II, III, V , VIb ÷àñòåé Il canto sospeso.
Âíóòðåííåå ñòðóêòóðèðîâàíèå ïðè ýòîì äîâîëüíî ÷àñòî ñëåäó åò äâóì
âîçìîæíîñòÿì: ðÿä îñíîâàí íà óáûâàíèè ÷èñëîâûõ âåëè÷èí â ïåðâîé
ïîëîâèíå è èõ âîçðàñòàíèè âî âòîðîé (V è VIb ÷àñòè), ëèáî íàîáîðîò ,
ïðîãðåññèðóþùåìó óâåëè÷åíèþ äëèòåëüíîñòåé â ïåðâîì ãåêñàõîðäå îò-
âå÷àåò èõ çåðêàëüíîå óìåíüøåíèå âî âòîðîì (II ÷àñòü). Ã ðàôè÷åñêè ýòî
ìîæíî âûðàçèòü êàê > < è < > ñîîòâåòñòâåííî.

Ðåæå â ñòðîåíèè ðÿäîâ îáíàðóæèâàåòñÿ ïåðåíîñíàÿ ñèììåòðèÿ (ñì.
ðèòìè÷åñêèé ðÿä VII ÷àñòè). Â öåëîì ñ ðèòìè÷åñêîé òî÷êè çðåíèÿ Il canto
sospeso ìîæíî ñ÷èòàòü öèêëîì âàðèàöèé íà ðÿä Ôèáîíà÷÷è.

Õðîìàòè÷åñêèé ðÿä äëèòåëüíîñòåé íè ðàçó íå ïîÿâëÿåòñÿ â ñî÷èíå-
íèè â îñíîâíîé ôîðìå, òî åñòü êàê àðèôìåòè÷åñêàÿ ïðîãðåññèÿ óáûâà-
þùèõ èëè âîçðàñòàþùèõ âåëè÷èí, íî âñåãäà ïðåäñòàåò â ïåðìóòèðîâàí-
íîì âèäå, êàê ðåçóëü òàò öèêëè÷åñêèõ (I è IV ÷àñòè), ëèáî ñèììåòðè÷íûõ
ïåðåñòàíîâîê (VIII ÷àñòü).

Êîñíåìñÿ òåïåðü âîïðîñà ôóíêöèîíèðîâàíèÿ ðèòìè÷åñêèõ ðÿäîâ â
ìóçûêàëüíîé òêàíè. Êîëè÷åñòâî îäíîâðåìåííî èçëàãàåìûõ ñåðèéíûõ ðÿ-
äîâ íàøëî îòðàæåíèå â ïîíÿòèè êîëåéíîñòè (òåðìèí Þðèÿ Õîëîïîâà 5).
Ó Íîíî ïðîñëåæèâàåòñÿ î÷åâèäíàÿ çàêîíîìåðíîñòü â ñîîòíîøåíèè

4 Ðå÷ü â äàííîì ñëó÷àå èäåò î ïîñëåäîâàòåëüíîñòè ÷èñëèòåëåé.
5 Ñì., â ÷àñòíîñòè, Õîëîïîâ 2003: 430.



299

Å. Îêóíåâà. Îðãàíèçàöèÿ ðèòìè÷åñêèõ ñòðóêòóð â êîìïîçèöèè “Il c anto sospeso”..

ïî ëèôîðìàíòíûõ è ìîíîôîðìàíòûõ ðÿäîâ è èõ êîëåéíîãî èçëîæåíèÿ.
Ýòà çàêîíîìåðíîñòü òàêîâà, ÷òî ïîëèôîðìàíòíûå ðÿäû âñåãäà îäíîêî-
ëåéíû,  ìîíîôîðìàíòíûå, êàê ïðàâèëî, ìíîãîêîëåéíû. Â ïîñëåäíåì ñëó-
÷àå îáðàçóåòñÿ íàëîæåíèå ðèòìè÷åñêèõ ðÿäîâ, ïðèíàäëåæàùèõ îäèíà-
êîâûì èëè ðàçíûì ôîðìàíòàì, â ðåçóëü òàòå ÷åãî âîçíèêàåò êîíòðàïóíêò
ñëîåâ âðåìåíè. Îïèñûâàåìîå ÿâëåíèå ïîëó÷èëî íàçâàíèå ïîëèôîíèè
ôîðìàíò (òåðìèí Ìàðèíû ×èñòÿêîâîé 6). Ïîëèôîíèÿ ôîðìàíò – îäèí
èç ñïîñîáîâ âûðàæåíèÿ ìóëü òèäèìåíñèîíàëüíîñòè âðåìåíè ó Íîíî.

Êëàññè÷åñêàÿ ïîëèôîíèÿ, êàê èçâåñòíî, èìååò äâå ðàçíîâèäíîñòè:
îíà áûâàåò îäíîòåìíîé (èëè èìèòàöèîííîé) è ðàçíîòåìíîé (èëè êîí-
òðàñòíîé). Òàêîå ïîäðàçäåëåíèå óìåñòíî è äëÿ òåõíèêè Íîíî, íî åãî ñëå-
äóåò ýêñòðàïîëèðîâàòü íà óðîâåíü ðèòìè÷åñêèõ ôîðìàíò . Â ñâÿçè ñ ýòèì
öåëåñîîáðàçíî ââåñòè ïîíÿòèå ïîëèôîíèè îäíîðîäíûõ è ðàçíîðîäíûõ
ôîðìàíò . Ïîä ïîëèôîíèåé îäíîðîäíûõ ôîðìàíò ïîíèìàåòñÿ êîíòðà-
ïóíêòè÷åñêîå ñîåäèíåíèå ðÿäîâ, äâèæóùèõñÿ â îäèíàêîâûõ ôîðìàíòàõ.
Ñîîòâåòñòâåííî ïîëèôîíèÿ ðàçíîðîäíûõ ôîðìàíò ïðåäñòàâëÿåò ñîáîé
îäíîâðåìåííîå íàïëàñòîâàíèå ðÿäîâ ðàçíûõ ôîðìàíò . Ôîðìàíòíûå ñëîè
ìîãóò áûòü íåïðåðûâíûìè (ìíîãîêîëåéíîå äâèæåíèå ñîõðàíÿåòñÿ íà
ïðîòÿæåíèè âñåãî ñî÷èíåíèÿ èëè åãî ÷àñòè) è ïðåðûâíûìè (ïîñòîÿí-
íàÿ ñìåíà îäíî-, äâóõ-, òðåõêîëåéíîñòè, ñîçäàþùàÿ ìîìåíòû ïëîòíîñòè
è ðàçðåæåííîñòè ìóçûêàëüíîé òêàíè).

Îáðàòèìñÿ ê ïðèìåðàì. Â V ÷àñòè Il canto sospeso óïîòðåáëÿþòñÿ òðè
ðèòìè÷åñêèõ ôîðìàíòû ñ äåëåíèåì ÷åòâåðòè íà 4, 5 è 6 øåñòíàäöàòûõ
(èíà÷å –  , , ). Èñïîëüçîâàíèå òðåõ âèäîâ ôîðìàíò îáó ñëàâëèâàåò
òðåõñëîéíîñòü êîìïîçèöèè, à òàêæå â èçâåñòíîé ñòåïåíè êîìïåíñèðó åò
ìîíîôîðìàíòíîñòü ñàìèõ ðÿäîâ. Îòêðûâàåò ÷àñòü ôîðìàíòà   (1-é ñëîé;
çâóêè ðÿäà â òò. 1–4 ðàñïðåäåëåíû ìåæäó ñòðóííûìè è àðôîé).  Íà ôîð-
ìàíòå   îñíîâàí 2-é ñëîé (ñ ò . 4 åãî íà÷èíàþò âèáðàôîí, ìàðèìáà è
òåíîð). Íà ôîðìàíòå   áàçèðóåòñÿ 3-é ñëîé (ïîÿâëÿåòñÿ â ò. 6 ó ôëåéòû,
âàëòîðíû è áàñ-êëàðíåòà). Ôîðìàíòû âñòóïàþò ïîî÷åðåäíî, íàêëàäûâàÿñü
îäíà íà äðóãóþ è ñîçäàâàÿ ïîëèôîíèþ ðàçíîðîäíûõ ôîðìàíò (ïðèìåð 3).
Êàæäûé ñëîé ñîäåðæèò ïî 10 ïðîâåäåíèé íåïðåðûâíî äâèæóùèõñÿ ðèò-
ìè÷åñêèõ ðÿäîâ 7.

6 Äàííîå ïîíÿòèå ââåäåíî åþ â äèññåðòàöèè Ëóèäæè Íîíî: èññëåäîâàíèå êîì-
ïîçèöèîííûõ ïðèíöèïîâ  (×èñòÿêîâà 2000).

7 Êîëè÷åñòâî ïðîâåäåíèé íå ñëó÷àéíî è ñîîòâåòñòâó åò ñóììå òåõ ÷èñåë, èç
êîòîðûõ ñêëàäûâàåòñÿ ðèòìè÷åñêèé ðÿä: 1+2+7=10.
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Êàê âèäíî èç ïðèìåðà 3, 1-é è 3-é ñëîé íà÷èíàþòñÿ ñ îñíîâíîé ðèò-
ìè÷åñêîé ñåðèè (òî åñòü îäèíàêîâûì ÷èñëîâûì ðÿäîì). Áîëåå òîãî, ïîñ-
ëåäîâàòåëüíîñòü ðèòìè÷åñêèõ ðÿäîâ ó íèõ àáñîëþòíî èäåíòè÷íà. Ò àê
âîçíèêàåò ñâîåîáðàçíûé ðèòìè÷åñêèé êàíîí, òåìà  êîòîðîãî ïðåäñòàâ-
ëåíà â äâóõ ðàçëè÷íûõ ðèòìè÷åñêèõ èçìåðåíèÿõ (ôîðìàíòû   è ).

Ïðèìåð 3. Il canto sospeso: ðèòìè÷åñêàÿ ñõåìà íà÷àëà V ÷àñòè
(òò. 1–7)

VII ÷àñòü Il canto sospeso – îáðàçåö ïîëèôîíèè îäíîðîäíûõ ôîðìàíò
è ïðåðûâíûõ ôîðìàíòíûõ ñëîåâ. Êîìïîçèöèÿ, òàê æå êàê è â ïðåäûäó-
ùåì ñëó÷àå, òðåõñëîéíà, íî çäåñü âñå ñëîè îñíîâàíû íà ôîðìàíòå  .
×åðåäîâàíèå îäíî-, äâóõ- è òðåõêîëåéíîñòè îáó ñëàâëèâàåò íåðåãóëÿð-
íîñòü çâóêîâîé ïëîòíîñòè (ïðèìåð 4).

Ïðèìåð 4. Il canto sospeso: ðèòìè÷åñêàÿ ñõåìà íà÷àëà VII ÷àñòè
(òò. 1–18)
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Ìóëü òèäèìåíñèîíàëüíîñòü âðåìåíè ó Íîíî ñâÿçàíà íå òîëüêî ñ
ïîëèôîíèåé ôîðìàíò . Â ìóçûêå êîìïîçèòîðà íàðÿäó ñ ðèòìè÷åñêèì
ïàðàìåòðîì æåñòêîé ñòðóêòóðàëèçàöèè íåðåäêî ïîäâåðæåíî è ðàññòîÿ-
íèå âñòóïëåíèé ìåæäó ïîâòîðÿþùèìèñÿ òîíàìè çâóêîâûñîòíîé ñåðèè.
Ïðèìåðàìè ñëóæàò èíñòðóìåíòàëüíûå I è IV ÷àñòè Il canto sospeso. Îñòà-
íîâèìñÿ ïîäðîáíåå íà ïîñëåäíåé 8.

Â îñíîâå çâóêîâûñîòíîé ñôåðû – âñåèíòåðâàëüíûé ðÿä îò a, çâóêè
êîòîðîãî ïîâòîðÿþòñÿ ÷åðåç îïðåäåëåííûå ïðîìåæóòêè âðåìåíè. Ïî-
íà÷àëó òîíû ðÿäà ïîñëåäîâàòåëüíî âñòóïàþò äðóã çà äðóãîì, îáðàçó ÿ 12
ïóíêòîâ âðåìåíè (ïðèìåð 5; ñì. ïðèìåð íà ñëåäóþùåé ñòðàíèöå).

Â ïðèìåðå 5  âèäíî, ÷òî ïåðâûé òîí ðÿäà a, çâó÷àùèé ó âèáðàôîíà â
ò. 1, ïîâòîðÿåòñÿ ñïó ñòÿ 5 âðåìåíí ûõ ïóíêòîâ (èëè ÷åðåç 5 òîíîâ çâóêî-
âûñîòíîãî ðÿäà) ó 1-îé ôëåéòû â ò . 4, ñîâïàäàÿ ñî çâóêîì fis ó êñèëîôîíà
(ò. 4). Ñëåäóþùåå ïîÿâëåíèå ýòîãî òîíà ïðîèñõîäèò ÷åðåç 10 âðåìåííûõ
ïóíêòîâ (ò . 9, òðîìáîí), çàòåì ÷åðåç 3 è ò . ä. Çâóê a (êàê, âïðî÷åì, è îñ-
òàëüíûå òîíû ðÿäà) ïîâòîðÿåòñÿ â ÷àñòè 12 ðàç. Òàêèì îáðàçîì âîçíèêà-
åò 12 âðåìåíí ûõ èíòåðâàëîâ âñòóïëåíèÿ òîíà à, âûðàæåííûõ ÷èñëîâûì
ñïîñîáîì. Ýòè 12 èíòåðâàëîâ âðåìåíè ñëóæàò ôóíäàìåíòîì âðåìÿ-èí-
òåðâàëüíîé ñåðèè ÷àñòè:

5–10–3–8–1–6–11–4–9–2–7–12 9

Îáðàçîâàíèå ïðîèçâîäíûõ ðèòìè÷åñêèõ ðÿäîâ â Il canto sospeso ñâÿ-
çàíî ñ òàêèìè ïðèåìàìè òðàíñôîðìàöèè, êàê ðîòàöèÿ è ïåðìóòàöèÿ.

Ìåòîä ðîòàöèè ïðåäñòàâëÿåò ñîáîé âðàùàòåëüíóþ ( êîëåñîîáðàçíóþ )
ïåðåñòàíîâêó çâóêîâ (äëèòåëüíîñòåé, äèíàìè÷åñêèõ îòòåíêîâ è ïðî÷èõ
ýëåìåíòîâ), ïðè êîòîðîé îíè ïîñëåäîâàòåëüíî è ñèñòåìàòè÷åñêè ñäâèãà-
þòñÿ íà îäèí øàã . Ýòîò ïðèåì Íîíî èñïîëüçîâàë äëÿ ïîëó÷åíèÿ äåðèâà-
òèâíûõ ðèòìè÷åñêèõ ðÿäîâ âî II ÷àñòè Il canto sospeso. Çäåñü ðèòìè÷åñêàÿ
ñòðóêòóðà àâòîíîìíà îò çâóêîâûñîòíîé. ×àñòü îïèðàåòñÿ íà 19 ïðîâåäå-
íèé âûñîòíîé ñåðèè, íåèçìåííî çâó÷àùåé îò òîíà à. Â ðèòìè÷åñêîé ñôåðå,
íàïðîòèâ, ïîÿâëåíèå êàæäîãî ñëåäóþùåãî ðÿäà íà÷èíàåòñÿ ñî ñäâèãîì
íà îäíó åäèíèöó âïåðåä îòíîñèòåëüíî ïðåäûäóùåãî (òàáëèöà 1).

8 Òåõíèêà, èñïîëüçó åìàÿ Íîíî â IV  ÷àñòè, óæå îêàçûâàëàñü â öåíòðå âíèìà-
íèÿ çàðóáåæíûõ èññëåäîâàòåëåé. Ñì., â ÷àñòíîñòè, ñòàòüþ Äæèííè Ãåððåðî
(Guerrero 2006).

9 Ñàì ïî ñåáå ÷èñëîâîé ðÿä ïîëó÷åí ïîñðåäñòâîì öèêëè÷åñêîé ïåðìóòàöèè
õðîìàòè÷åñêîãî ðÿäà äëèòåëüíîñòåé ïî ïðèíöèïó êàæäûé ïÿòûé ýëåìåíò .
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¹ 4

Ïðèìåð 5. Il canto sospeso: íà÷àëî IV ÷àñòè (òò. 1–7)
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Òàáëèöà 1.
Il canto sospeso: ðîòàöèÿ ðèòìè÷åñêèõ ðÿäîâ âî II ÷àñòè10

 ¹ ïðîâå-
 äåíèÿ a b as h g c fis cis f d e es

ñåðèÿ

1 1 2 3 5 8 13 13 8 5 3 2 1
2 2 3 5 8 13 13 8 5 3 2 1 1
3 3 5 8 13 13 8 5 3 2 1 1 2
4 5 8 13 13 8 5 3 2 1 1 2 3
5 8 13 13 8 5 3 2 1 1 2 3 5
6 13 13 8 5 3 2 1 1 2 3 5 8
7 13 8 5 3 2 1 1 2 3 5 8 13
8 8 5 3 2 1 1 2 3 5 8 13 13
9 5 3 2 1 1 2 3 5 8 13 13 8
10 3 2 1 1 2 3 5 8 13 13 8 5
11 2 1 1 2 3 5 8 13 13 8 5 3
12 1 1 2 3 5 8 13 13 8 5 3 2
13 2 3 5 8 13 13 8 5 3 2 1 1
14 3 5 8 13 13 8 5 3 2 1 1 2
15 5 8 13 13 8 5 3 2 1 1 2 3
16 13 13 8 13 13 8 5 8 8 5 3 5
17 5 2 3 3 3 2 1 2 1 2 1 1
18 1 2 1 1 2 2 1 3 2 3 3 5
19 5 3 9 5 8 5 13 8 13 8 13 13

Êàê âèäíî èç òàáëèöû 1, 7-å ïðîâåäåíèå äàåò çåðêàëüíóþ ñèììåò-
ðèþ îñíîâíîãî ðèòìè÷åñêîãî ðÿäà: êàæäàÿ øåñòåðêà ñòàíîâèòñÿ ðàêî-
õîäíîé îòíîñèòåëüíî íà÷àëà. Äàëüíåéøàÿ ðîòàöèÿ ïðèâåäåò ê òîìó , ÷òî
â 12-ì ïðîâåäåíèè áóäóò èñ÷åðïàíû âñå âîçìîæíîñòè âðàùàòåëüíîãî
äâèæåíèÿ è 13-å ïðîâåäåíèå ñîâïàäåò ñ 1-ì. Îäíàêî Íîíî íå ïîâòîðÿåò
åãî, ïåðåõîäÿ ê ñëåäóþùåìó ýòàïó ê îëåñîîáðàçíûõ ïåðåñòàíîâîê, è òàêèì
îáðàçîì 13-å ïðîâåäåíèå îêàçûâàåòñÿ èäåíòè÷íî ñî 2-ì, 14-å – ñ 3-ì,
15-å – ñ 4-ì. Íà 15-ì ïðîâåäåíèè ðîòàöèÿ îáðûâàåòñÿ. ×åòûðå çàêëþ÷è-
òåëüíûõ ðÿäà ñîñòàâëÿþò êîäó ñî÷èíåíèÿ è ïîä÷èíÿþòñÿ èíîé ëîãèêå
îáðàçîâàíèÿ.

10 Äëÿ íàãëÿäíîñòè â òàáëèöå 1 âûïèñàíà òîëüêî ïîñëåäîâàòåëüíîñòü ÷èñëè-
òåëåé ïîëèôîðìàíòíîãî ðÿäà.



304

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – V

Ïåðìóòàöèÿ – îäèí èç íàèáîëåå ðàñïðîñòðàíåííûõ ïðèíöèïîâ
òðàíñôîðìàöèè ðÿäà. Ïåðåñòàíîâêà ýëåìåíòîâ ìîæåò áûòü ñâîáîäíîé,
íî ìîæåò ïîä÷èíÿòüñÿ è îïðåäåëåííûì ïðàâèëàì. Èíîãäà Íîíî îá-
ðàùàåòñÿ ê òåõíèêå òàê íàçûâàåìûõ ñèììåòðè÷íûõ ïåðìóòàöèé, ðàç-
ðàáîòàííîé Ìåññèàíîì. Ó êàçàííûé ìåòîä âñòðå÷àåòñÿ â VIII ÷àñòè Il
canto sospeso. Êàê è â ðàññìîòðåííîì âûøå ñëó÷àå, âûñîòíàÿ ñåðèÿ ïðî-
âîäèòñÿ â íåèçìåííîì âèäå 36 ðàç, â òî âðåìÿ êàê ðèòìè÷åñêàÿ ïîä-
âåðãàåòñÿ òðàíñôîðìàöèè. Ïðîèçâîäíûå ðÿäû âîçíèêàþò ïîñðåäñòâîì
âååðíîé ïåðåñòàíîâêè ýëåìåíòîâ ïî ïðèíöèïó îò êðàåâ ê öåíòðó (òàá-
ëèöà 2)11.

Òàáëèöà 2.
Il canto sospeso: Ïðîèçâîäíûå ðÿäû â VIII ÷àñòè 12

 ¹ ïðîâå-
 äåíèÿ a b gis h g c fis cis f d e es

ñåðèÿ

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

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

Èòîãîì ñèììåòðè÷íûõ ïåðåñòàíîâîê äîëæíà áûëà ñòàòü ïîñëåäî-
âàòåëüíîñòü, îñíîâàííàÿ íà óáûâàþùåé ïðîãðåññèè ÷èñåë îò 12 äî 1.
Ñîáñòâåííî îíà è ñëóæèò ïåðâîíà÷àëüíîé ñòðóêòóðîé, èç êîòîðîé âñå

11 Ïðèìå÷àòåëüíî, ÷òî â îñíîâå îðãàíèçàöèè âûñîòíîãî è ðèòìè÷åñêîãî óðîâ-
íåé ïî ñóòè ëåæèò îäèí è òîò æå ïðèåì. Âåäü âûñîòíàÿ âñåèíòåðâàëüíàÿ ñåðèÿ Il
canto sospeso òîæå èìååò âååðíóþ êîíñòðóêöèþ. Îäíàêî äâèæåíèå åå êðóãîâ, êàê
áû èäóùèõ îò öåíòðà ê êðàÿì  (èëè èçíóòðè íàðóæó), ïðîòèâîïîëîæíî ïðèíöèïó
ðèòìè÷åñêèõ ñòðóêòóð.

12 Ïåðìóòàöèîííûå îïåðàöèè âûïîëíåíû Íîíî ñ îøèáêàìè . Íàïðèìåð, 4-å
ïðîâåäåíèå äîëæíî çàêàí÷èâàòüñÿ ÷èñëîì 6, à íå 5. Â òàáëèöå 2 ïðàâèëüíûå ÷èñëà
ïîìåùåíû â ñêîáêè.



305

Å. Îêóíåâà. Îðãàíèçàöèÿ ðèòìè÷åñêèõ ñòðóêòóð â êîìïîçèöèè “Il c anto sospeso”..

ïî òîìó æå âååðíîìó ïðèíöèïó âûâîäèòñÿ ïåðâûé ðèòìè÷åñêèé ðÿä.
Îäíàêî Íîíî íå äàåò óáûâàþùåé ïðîãðåññèè íèãäå â ÷àñòè.

Â Il canto sospeso Íîíî èñïîëüçó åò è òàêîé òèï ïåðåñòàíîâêè ýëå-
ìåíòîâ, êîòîðûé êîððåëèðó åò ñ òàê íàçûâàåìûì êîìïëåêñîì Ìàëëàëüå
(Mallalieu Complex). Ïîñëåäíèé âîçíèêàåò áëàãîäàðÿ öèêëè÷åñêîé ïåð-
ìóòàöèè ðÿäà Ìàëëàëüå  ïî ïðèíöèïó êàæäûé âòîðîé ýëåìåíò  (èëè êàæ-
äûé òðåòèé, ÷åòâåðòûé è ò. ï.). Ðÿä Ìàëëàëüå 13 (ïðèìåð 6) íåîäíîêðàòíî
ïðèâëåêàë âíèìàíèå çàðóáåæíûõ èññëåäîâàòåëåé14. Óíèêàëüíîñòü ýòîãî
âñåèíòåðâàëüííîãî ñèììåòðè÷íîãî ðÿäà ñîñòîèò â òîì, ÷òî ëþáûå öèê-
ëè÷åñêèå ïåðåñòàíîâêè âñÿêèé ðàç îáðàçóþò âûñîòíóþ òðàíñïîçèöèþ
ñàìîãî ðÿäà. Öèêë ïåðìóòàöèé îáû÷íî ñîäåðæèò 12 îïåðàöèé è ôàêòè-
÷åñêè âîñïðîèçâîäèò ðàêîõîäíóþ ñòðóêòóðó ñåðèè, ïîñêîëüêó øåñòü çà-
êëþ÷èòåëüíûõ äåðèâàòèâíûõ ðÿäîâ ïðåäñòàâëÿþò ðàêîõîäû ïåðâûõ øåñòè
(ñì. òàáëèöó 3).

Ïðèìåð 6. Ðÿä Ìàëëàëüå

Ïîâòîðèì åùå ðàç, êîìïëåêñ Ìàëëàëüå âîçíèêàåò â òîì ñëó÷àå, êîãäà
êàæäûé ñëåäóþùèé ðÿä îáðàçóåòñÿ èç ïðåäûäóùåãî ïóòåì ðàâíîìåðíîé
öèðêóëÿöèè ïî ïðèíöèïó êàæäûé âòîðîé ýëåìåíò . Èíòåðåñíî, ÷òî ó
Íîíî êîìïëåêñ Ìàëëàëüå ïðèìåíåí íå ê ðèòìè÷åñêèì, à ê âðåìÿ-èí-
òåðâàëüíûì ðÿäàì I è IV ÷àñòè Il canto sospeso.

13 Ýòî íàçâàíèå ðÿä ïîëó÷èë ïî èìåíè ñâîåãî ïåðâîîòêðûâàòåëÿ Ïîëìàíà
Ìàëëàëüå ( Mallalieu ).

14 Ñì., íàïðèìåð, ñòàòüè Äýâèäà Ëåâèíà ( Lewin 1966), Ýíäðþ Ìèäà ( Mead
1989), Ðîáåðòà Ìîððèñà è Äàíèýëÿ Ñòàððà ( Morris , Starr 1974).
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Òàáëèöà 3.
Öèêë ïåðìóòàöèé ðÿäà Ìàëëàëüå

Ïåðìóòàöèè ðÿäà Ìàëëàëüå ïî ïðèíöèïó êàæäûé âòîðîé ýëåìåíò

P c
c cis e d a f h es as b g fis
0 1 4 2 9 5 11 3 8 10 7 6

P cis
cis d f es b fis c e a h as g
1 2 5 3 10 6 0 4 9 11 8 7

P d
d es fis e h g cis f b c a as
2 3 6 4 11 7 1 5 10 0 9 8

P es
es e g f c as d fis h cis b a
3 4 7 5 0 8 2 6 11 1 10 9

P e
e f as fis cis a es g c d h b
4 5 8 6 1 9 3 7 0 2 11 10

P f
f fis a g d b e as cis es c h
5 6 9 7 2 10 4 8 1 3 0 11

P fis=R fis
fis g b as es h f a d e cis c
6 7 10 8 3 11 5 9 2 4 1 0

R g
g as h a e c fis b es f d cis
7 8 11 9 4 0 6 10 3 5 2 1

R as
as a c b f cis g h e fis es d
8 9 0 10 5 1 7 11 4 6 3 2

R a
a b cis h fis d as c f g e es
9 10 1 11 6 2 8 0 5 7 4 3

R b
b h d c g es a cis fis as f e
10 11 2 0 7 3 9 1 6 8 5 4

R h
h c es cis as e b d g a fis f
11 0 3 1 8 4 10 2 7 9 6 5

R c
c cis e d a f h es as b g fis
0 1 4 2 9 5 11 3 8 10 7 6

Âåðíåìñÿ ê IV ÷àñòè. Âûøå áûëî ïîêàçàíî, êàê ïîâòîðåíèå ïåðâîãî
òîíà âñåèíòåðâàëüíîé çâóêîâûñîòíîé ñåðèè îáðàçó åò âðåìÿ-èíòåðâàëü-
íûé ðÿä, èìåþùèé ÷èñëîâîå âûðàæåíèå 5–10–3–8–1–6–11–4–9–2–
7–12. Âðåìåíí î é èíòåðâàë âñòóïëåíèÿ äëÿ îñòàëüíûõ òîíîâ âûñîòíîãî
ðÿäà îïðåäåëÿåòñÿ ïîñðåäñòâîì ïåðìóòàöèè èñõîäíîé ÷èñëîâîé ïîñëå-
äîâàòåëüíîñòè ïî ïðèíöèïó êîìïëåêñà Ìàëëàëüå:
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Òàáëèöà 4.
Il canto sospeso: ïåðìóòàöèè âðåìÿ-èíòåðâàëüíîãî ðÿäà

a 5 10 3 8 1 6 11 4 9 2 7 12
b 10 8 6 4 2 12 5 3 1 11 9 7
as 8 4 12 3 11 7 10 6 2 5 1 9
h 4 3 7 6 5 9 8 12 11 10 2 1
g 3 6 9 12 10 1 4 7 5 8 11 2
c 6 12 1 7 8 2 3 9 10 4 5 11
fis 12 7 2 9 4 11 6 1 8 3 10 5
cis 7 9 11 1 3 5 12 2 4 6 8 10
f 9 1 5 2 6 10 7 11 3 12 4 8
d 1 2 10 11 12 8 9 5 6 7 3 4
e 2 11 8 5 7 4 1 10 12 10 5 3
es 11 5 4 10 9 3 2 8 7 1 12 6

ôîðìàíòû

Òàêèì îáðàçîì, êàæäûé çâóê âûñîòíîé ñåðèè èìååò ñâîé âðåìÿ-
èíòåðâàëüíûé ðÿä. Ïîñëåäíèå øåñòü âðåìÿ-èíòåðâàëüíûõ ðÿäîâ (íà÷è-
íàÿ ñ òîíà fis) ÿâëÿþòñÿ ðàêîõîäàìè ïåðâûõ øåñòè ðÿäîâ.

Òàáëèöà 4 òàêæå îêàçûâàåòñÿ ñâîåîáðàçíîé ìàòðèöåé äëÿ ðèòìè÷åñ-
êèõ âåëè÷èí, èáî â íåé çàëîæåíû äëèòåëüíîñòè ðèòìè÷åñêèõ ðÿäîâ è èõ
ïîñëåäîâàòåëüíîñòü. Òàê, äëèòåëüíîñòè íà÷àëüíîãî ðèòìè÷åñêîãî ðÿäà
îïðåäåëÿþòñÿ ÷èñëàìè ïåðâîé êîëîíêè, ÷èòàåìîé ñíèçó ââåðõ, òî åñòü
11, 2, 1, 9 è ò. ä. Äëèòåëüíîñòè ñëåäóþùåãî ðÿäà ñîîòâåòñòâóþò ÷èñëàì
âòîðîé êîëîíêè (5, 1, 2, 1, 9...) è ò . ä. Âñåãî â ÷àñòè âîçíèêàåò äåâÿòü
ïðîâåäåíèé îäíîôîðìàíòíûõ ðèòìè÷åñêèõ ðÿäîâ, ïðè ýòîì â êàæäîì
ïðîâåäåíèè ìåíÿåòñÿ ôîðìàíòà. Ïîñëåäîâàòåëüíîñòü ôîðìàíò îñíîâàíà
íà ñèììåòðè÷íîì ó ñêîðåíèè è çàìåäëåíèè åäèíèö äåëåíèÿ (ñì. íèæ-
íþþ ñòðî÷êó òàáëèöû 4).

Êîìïîçèöèîííîå öåëîå â íåêîòîðûõ ÷àñòÿõ Il canto sospeso îáðàçóåò
ðàêîõîäíûå (ïàëèíäðîìíûå) ôîðìû, ìîäèôèöèðóþùèå âðåìÿ. Âðåìÿ
ïåðåñòàåò ïîíèìàòüñÿ êàê îäíîëèíåéíî íàïðàâëåííûé ïðîöåññ ñ êà ó-
çàëüíîé ëîãèêîé ñîáûòèé, âûñòðàèâàþùèõñÿ â çàêîíîìåðíóþ ïîñëåäî-
âàòåëüíîñòü ïðîøëîå – íàñòîÿùåå – áóäóùåå , îíî ïîâîðà÷èâàåò âñïÿòü. Â
Il canto sospeso ïàëèíäðîìíîñòü è ñèììåòðèÿ, ïðîíèçûâàþùèå ðàçíûå
óðîâíè êîìïîçèöèè – îò ñòðóêòóðû ðÿäîâ äî àðõèòåêòîíèêè öåëîãî, –
ñòàíîâÿòñÿ îëèöåòâîðåíèåì çàñòûâøåãî âðåìåíè, âðåìåíè, â êîòîðîì

ðà
êî

õî
ä

ü
ï
ý
ï
þ
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ìãíîâåíèå îêàçûâàåòñÿ ïðåäåëüíî ðàñòÿíóòûì. Ïîäîáíàÿ êîíöåïöèÿ
íåâîëüíî ïåðåêëèêàåòñÿ ñ îùóùåíèåì âðåìåíè â çíàìåíèòîì ðàññêàçå
Õîðõå Ëóèñà Áîðõåñà (Borges) Òàéíîå ÷óäî (1943), ãåðîé êîòîðîãî, ïðèãî-
âîðåííûé ê ðàññòðåëó ßðîìèð Õëàäèê, çà ñåêóíäó äî ñìåðòè ïðîæèâàåò
öåëûé ãîä, à òàêæå ñ ñîçäàííîé çíà÷èòåëüíî ðàíüøå íîâåëëîé Àìáðîçà
Áèðñà (Bierce) Ñëó÷àé íà ìîñòó ÷åðåç Ñîâèíûé ðó÷åé (1891). Â îáîèõ ëèòå-
ðàòóðíûõ ïðîèçâåäåíèÿõ íåîáû÷íûé õîä âðåìåíè èíèöèèðîâàí ñõîæåé
ñèòóàöèåé – ãåðîè æäóò êàçíè. Â òîí÷àéøèõ íþàíñàõ òèøàéøåé çâó÷-
íîñòè, êîòîðîé íàïîëíåíû ìíîãèå ÷àñòè Il canto sospeso è êîòîðîé ñîá-
ñòâåííî è çàêàí÷èâàåòñÿ êàíòàòà, ñëûøèòñÿ åäâà óëîâèìàÿ ïîñòóïü íå-
áûòèÿ, ãäå êðèê ñòàíîâèòñÿ íåìûì, à ñëîâî òåðÿåò ñâîå çíà÷åíèå.

The Organisation of Rhythmic Structures
in Luigi Nono’s Il canto sospeso: Some Analytical Issues

Ekaterina Okuneva
Summary

Rhythmic structures in serial music of Nono are organised on the basis
of rhythmic formant. The rhythmic formant is a unit of division of note
value (usually quarters) on certain quantity of parts. This term is applied in
German musicology, in works of Ulrich Dibelius (Dibelius 1966).

The quarter can share on two, three, four and more parts. The crushing
type causes kinds of formant: , , ,  etc. Theoretically any duration
is possible as the basic metric unit. In Nono’s Il canto sospeso, besides a
quarter, it is possible to find out even smaller unit, for example, the eighth
(VIII movement).

The quantity of elements of rhythmic formant makes duration of a
rhythmic row. This duration can be written down as fraction: the denomi-
nator specifies number of parts, which includes in the basic metric unit, and
numerator indicates quantity of these elements. A rhythmic row by Nono
develops as a succession of durations of rhythmic formant and is expressed
by corresponding sequence of numerical fractions. Depending on how many
formants are used, it is possible to allocate two types of a row. The monofor-
mant type consists of durations only in one formant, that is to say, it is
estimated in one rhythmic dimension (for example, rows of movements III,
V, VII of Il canto sospeso). The polyformant  type includes the durations
belonging to miscellaneous formants. That is to say this type leans on various
rhythmic dimensions (for example, rows of movements II, VIII).
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Fibonacci row acts as the structural determinant of rhythmic rows in Il
canto sospeso (only movement VIII presents the exception because it is based
on the chromatic row of durations). Its realisation has some features. Firstly,
Nono uses not sequence, but the Fibonacci numbers as those. Secondly,
these numbers repeat causing the symmetry of rhythmic rows. The preference
is given to retrograde symmetry as in this case palindromes are formed.
From the rhythmic point of view this composition is a cycle of variations on
the Fibonacci row as a whole.

Often Il canto sospeso contains the imposition of rhythmic rows which
makes counterpoint of time layers. This phenomenon is called of the poly-
phony of formant . The polyphony of formant displays a multidimensionality
of time at Nono. On the basis of the analysis it is possible to speak about the
polyphony of homogeneous (movement VII) and diverse formant (move-
ment V).

In Il canto sospeso the multidimensionality of time is connected also
with time-interval rows. They arise because the serial principle extends on
distance of introductions between repeating tones of all-interval twelve-tone
series. The examples of similar rows are in movements I and IV of the com-
position.

Formation of derivative rhythmic rows is connected with such receptions
of transformation, as the rotation and the permutation. Sometimes Nono
addresses to technique of symmetric permutations, developed by Olivier
Messiaen (movement VIII), or uses such type of shift of elements which
correlates with Pohlman Mallalieu’s complex (movement IV). The transfor-
mation of rhythmic structures is often enough carried out on the background
of pitch invariance. The tables of permutations represent matrixes of
movements in Il canto sospeso. The tables contain the information not only
about rhythmic sizes and their transformation, but also about succession of
rhythmic rows (movement IV).

The composition in overwhelming majority represents the retrograde
(palindromes) forms modifying time. Time ceases to be understood as the
process directed to one line with causal logic of events, it turns back. In Il
canto sospeso palindrome becomes an embodiment immobile time in which
the moment incorporates to eternity.

Key words: the avant-garde, Nono, serial music, serialism.
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Ñëîâî êàê ñìûñëîâàÿ äîìèíàíòà
òâîð÷åñòâà Ãåîðãèÿ Ñâèðèäîâà

Dr. art. Îêñàíà Àëåêñàíäðîâà
Äîöåíò Õàðüêîâñêîé ãóìàíèòàðíî-ïåäàãîãè÷åñêîé àêàäåìèè,

äîêòîðàíò ÕÍÓÈ èì È. Ï. Êîòëÿðåâñêîãî

Â ñîâðåìåííîì ìóçûêîçíàíèè àêòóàëèçèðóþòñÿ ïðîáëåìû, ñâÿçàí-
íûå ñ èçó÷åíèåì ñòèëÿ Ãåîðãèÿ Âàñèëüåâè÷à Ñâèðèäîâà, â íîâûõ ìåòîäî-
ëîãè÷åñêèõ íàïðàâëåíèÿõ – îíòîëîãèè òâîð÷åñòâà, ìåòàôèçèêè ìóçûêè ,
êîãíèòèâíîãî ìóçûêîçíàíèÿ. Áàçîâûå îáðàçöû ñîâåòñêîãî ñâèðèäîâå-
äåíèÿ (ñáîðíèêè, ñîñòàâëåííûå Ä. Ôðèøìàíîì, Ð . Ëåäåí¸âûì, À. Çîëî-
òîâûì, Ìóçûêàëüíûé ìèð Ñâèðèäîâà , ìîíîãðàôèÿ À. Ñîõîðà) ñûãðàëè
ñâîþ ðîëü â îñîçíàíèè ôåíîìåíà òâîð÷åñòâà êîìïîçèòîðà, â èçó÷åíèè
åãî êîìïîçèòîðñêîãî ñòèëÿ, íî íå ìåòîäà, êîòîðûé, êàê èçâåñòíî, òåñíî
ñâÿçàí ñ ìèðîâîççðåíèåì õóäîæíèêà, è ïîòîìó â òîòàëèòàðíîé ñèñòåìå
æèçíåòâîð÷åñòâà óñòàíàâëèâàåòñÿ ëèáî ïîäìåíà öåííîñòåé, ëèáî íàðî-
÷èòîå èõ ñîêðûòèå! Èñòèíó îáíàðóæèëè äíåâíèêîâûå çàïèñè Ã åîðãèÿ
Âàñèëüåâè÷à. Çíàêîìñòâî ñ íèìè îáíàðóæèëî â Ñâèðèäîâå Áîæèé äàð
ìûñëèòåëÿ, ïðîäîëæèâøåãî òîò îñîáûé ðîä ðó ññêîé ëèòåðàòóðû è ôè-
ëîñîôèè, êîòîðûé ïðåäñòàâëåí Äíåâíèêîì ïèñàòåëÿ  Ô. Äîñòîåâñêîãî ,
Îêàÿííûìè äíÿìè  È. Áóíèíà, Íàøèìè çàäà÷àìè  È. Èëüèíà. Îäíà èç öåí-
òðàëüíûõ òåì åãî ðàçìûøëåíèé – êàê ôèëîñîôà è êàê ìóçûêàíòà – ïðî-
áëåìà äóõîâíîñòè èñêó ññòâà, î êîòîðîì îí ïèñàë: Èñêóññòâî – òî, ÷åì
ïèòàþòñÿ äóõîâíî  (Ñâèðèäîâ 2002: 378).

Ìóçûêàëüíî-ïîýòè÷åñêèé ñèíòåç, îñóùåñòâë¸ííûé Ñâèðèäîâûì, –
ÿâëåíèå íîâîå â ìóçûêàëüíîé êóëü òóðå, îòëè÷àþùååñÿ ïðèíöèïèàëüíîé
íîâèçíîé è ñîâðåìåííîñòüþ. Ó âÿçûâàÿ ìóçûêàëüíóþ ëîãèêó ñ ïîýòè-
÷åñêîé, îí ðàçâèâàë äîñòèæåíèÿ òàêèõ ðàçíûõ õóäîæíèêîâ êàê Ì. Ìó-
ñîðãñêèé è Í. Ðèìñêèé-Êîðñàêîâ, Ô. Øóáåðò è Ê. Îðô. Êîìïîçèòîð
óäåëÿë îñîáîå âíèìàíèå âîêàëüíî-èíñòðóìåíòàëüíûì æàíðàì (êàíòà-
òà, îðàòîðèÿ). Îí ïåðåîñìûñëèâàë èõ èñòîðèêî-ñòèëåâûå òðàäèöèè íà
êà÷åñòâåííî íîâîì óðîâíå. Èìåííî â ïðîèçâåäåíèÿõ, ñâÿçàííûõ ñî ñëî-
âîì, îòðàçèëîñü ìèðîâîççðåíèå è ìèðîîùóùåíèå êîìïîçèòîðà. Ñóòü
êîìïîçèòîðñêîé ôèëîñîôñêîé êîíöåïöèè ðàñêðûâàåòñÿ â îäíîé èç åãî
çàïèñåé: Õóäîæíèê ïðèçâàí ñëóæèòü, ïî ìåðå ñâîèõ ñèë, ðàñêðûòèþ Èñ-
òèíû Ìèðà. Â ñèíòåçå Ìóçûêè è Ñëîâà ìîæåò áûòü çàêëþ÷åíà ýòà èñòèíà.



312

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – V

Ìóçûêà – èñêóññòâî áåññîçíàòåëüíîãî. ß îòðèöàþ çà Ìóçûêîé – Ìûñëü,
òåì áîëåå êàêóþ-ëèáî Ôèëîñîôèþ. [..] Íà ñâîèõ âîëíàõ (áåññîçíàòåëüíîãî)
îíà [ìóçûêà]  íåñåò Ñëîâî è ðàñêðûâàåò ñîêðîâåííûé òàéíûé ñìûñë ýòîãî
Ñëîâà. Ñëîâî æå íåñåò â ñåáå Ìûñëü î Ìèðå (èáî îíî ïðåäíàçíà÷åíî äëÿ âûðà-
æåíèÿ Ìûñëè). Ìóçûêà æå íåñåò ×óâñòâî, Îùóùåíèå, Äóøó Ìèðà. Âìåñòå
îíè îáðàçóþò Èñòèíó Ìèðà  (Ñâèðèäîâ 2002: 125).

Ñëîâî äëÿ êîìïîçèòîðà – ýòî öåíòð ìóçûêàëüíîé Âñåëåííîé, Ëîãîñ
ïðîèçâåäåíèÿ. Ñâèðèäîâ îáðàùàëñÿ ê âåëèêîé ðó ññêîé ïîýçèè – ê ñòè-
õàì À. Ïóøêèíà, Ì. Ëåðìîíòîâà, Í. Íåêðàñîâà, À. Áëîêà, Ñ. Åñåíèíà,
Â. Ìàÿêîâñêîãî, Á. Ïàñòåðíàêà, À. Ò âàðäîâñêîãî, Í. Ðóáöîâà è äðóãèõ
ïîýòîâ Ðîññèè XIX–XX âåêîâ. Îäíàêî êîìïîçèòîð ÷åðïàë âäîõíîâåíèå
è â ïîýòè÷åñêèõ èñòî÷íèêàõ äðóãèõ íàöèîíàëüíûõ êóëü òóð: Áðèòàíèè
(Ó. Øåêñïèð, Ð . Á¸ðíñ, À. Êàííèíãåì), Ôðàíöèè (Ï. Áåðàíæå, Â. Ã þãî),
Ãåðìàíèè (Ã . Ãåéíå, Ã. Áþõíåð), Ôèíëÿíäèè (Ë. Îíåðâà), êëàññè÷åñêîãî
Êèòàÿ (Áî Öçþéè, Âàí Âåé è äð.), Àðìåíèè (À. Èñààêÿí), äðåâíåé Èóäåè
(ïñàëìû Äàâèäà).

Â ìóçûêàëüíîì ïëàíå ñâîèõ ïðîèçâåäåíèé Ñâèðèäîâ âûñòóïàåò â
ðîëè êîìïîçèòîðà-äðàìàòóðãà. Ìóçûêàëüíàÿ îáðàçíîñòü åãî âîêàëüíûõ
è âîêàëüíî-èíñòðóìåíòàëüíûõ æàíðîâ çàêëþ÷åíà â òåìàòèçìå òåìáðî-
âîãî ïîëèñåìàíòè÷åñêîãî òèïà, ïîëó÷àþùåãî ñèìâîëè÷åñêóþ ìíîãîìåð-
íîñòü è ïîçâîëÿþùåãî âûÿâèòü ìíîæåñòâî ïîäòåêñòîâ. Êîìïîçèòîð
àïåëëèðóåò ê ðàçíûì ñòèëåâûì ïëàñòàì ìóçûêè âî âñåì èñòîðè÷åñêè
ìíîãîñëîéíîì îáú¸ìå. Îí îñîçíàííî íàçûâàë ñâîè ñî÷èíåíèÿ êàíòàòà-
ìè, èìåÿ â âèäó îïðåäåë¸ííûå ñåìàíòè÷åñêèå ïðèçíàêè ýòîãî æàíðà.
Ñåãîäíÿ íåîáõîäèì íîâûé ïîäõîä ê àíàëèçó òàêèõ ïðîèçâåäåíèé, êàê
êàíòàòû Ñâåòëûé ãîñòü, Ñíåã èäåò, Âåñåííÿÿ êàíòàòà .

Ñâèðèäîâà âîëíîâàëè âûñîêèå ýòè÷åñêèå è ýñòåòè÷åñêèå ïðîáëåìû ,
åãî òâîð÷åñòâî – ýòî ðàçìûøëåíèÿ áîëüøîãî ìàñòåðà. Â ñâîèõ âûñêàçû-
âàíèÿõ, ñîõðàíèâøèõñÿ â äíåâíèêîâûõ çàïèñÿõ, èíòåðâüþ, âîñïîìèíà-
íèÿõ ñîâðåìåííèêîâ, â òåëåíîâåëëàõ Í. Ðÿïîëîâà Ìóçûêà è Äóøà  êîì-
ïîçèòîð ïðåäñòà¸ò ïåðåä íàìè êàê ãëóáîêèé ìûñëèòåëü, êàê ÷åëîâåê,
èìåþùèé ñâî¸ âèäåíèå êàðòèíû ìèðà. Âîïðîñû äóõîâíîñòè, ðåëèãèè,
íàöèîíàëüíîé òðàäèöèè â ðó ññêîé êóëüòóðå âîëíîâàëè åãî íà ïðîòÿæå-
íèè âñåé æèçíè.

Ñâèðèäîâ íèêîãäà íå ïèñàë ìóçûêó íà ñòèõè, ñ÷èòàÿ ñòèõîòâîðåíèå
ñàìîñòîÿòåëüíûì, çàêîí÷åííûì ïîýòè÷åñêèì ïðîèçâåäåíèåì. Îí èçáè-
ðàë ïîýòè÷åñêîå ñëîâî è ñîåäèíÿë åãî ñî ñâîåé ìóçûêîé â åäèíîå ìóçû-
êàëüíî-ïîýòè÷åñêîå öåëîå. Ìîÿ ìóçûêà èñõîäèò èç æèâîãî ñëîâà (òàêîå
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ñëîâî ÿ íàõîæó â Ðóññêîé ïîýçèè), – ïèñàë êîìïîçèòîð â ñâîåé äíåâíèêî-
âîé òåòðàäè, – ÷òîáû çàñòàâèòü åãî æèòü – íóæíà ìåëîäèÿ . [..] êîìïîçèòîð ,
èìåþùèé äåëî ñ æèâûì ñëîâîì, èùåò èíòîíàöèþ  (Áåëîíåíêî 2010: 23).

Ïðè ïåðâîì âçãëÿäå íà ïðîèçâåäåíèÿ Ñâèðèäîâà êàæåòñÿ, áóäòî îíè
ñîòâîðåíû äî óäèâëåíèÿ ïðîñòî. Îòêóäà æå òàêàÿ ñèëà âïå÷àòëåíèÿ, ýìî-
öèîíàëüíîãî âîçäåéñòâèÿ? Îêàçûâàåòñÿ, â íèõ ñî÷åòàþòñÿ òðóäíî ñîåäè-
íèìûå ÷åðòû: áàëàíñèðîâàíèå ìåæäó óðàâíîâåøåííîñòüþ è îáîáù¸í-
íîñòüþ, – ñ îäíîé ñòîðîíû, è îòçûâ÷èâîñòüþ íà êàæäûé íþàíñ ñòèõà – ñ
äðóãîé. Ýòî ñîñòàâëÿåò íåðâ ïðîèçâåäåíèÿ, å¸ íåïîâòîðèìîå ñâîåîáðàçèå.

Ñâèðèäîâ ïðèâí¸ñ â îáðàçíóþ ñèñòåìó âîêàëüíî-èíñòðóìåíòàëüíî-
ãî æàíðà ÷åðòû ñèìôîíè÷åñêîãî è îïåðíîãî æàíðîâ, ÷òî îáó ñëîâèëî è
íîâîå ðåøåíèå ïðîáëåìû õîðà. Êîìïîçèòîð ðàñøèðèë ñåìàíòèêó æàí-
ðà, åãî âûðàçèòåëüíóþ ñôåðó, ñîçäàë íîâûå ðàçíîâèäíîñòè êàíòàòû è
îðàòîðèè.

Íîâèçíà ñâèðèäîâñêîé êàíòàòû – â å¸ îáðàçíî-ñìûñëîâîé ìíîãî-
çíà÷íîñòè, êîíòðàñòíîé àññîöèàòèâíîñòè îáðàçîâ, â ðàñøèðåíèè ñåìàí-
òè÷åñêèõ ôóíêöèé æàíðà. Òðàêòîâêà õîðà â êàíòàòàõ íàõîäèòñÿ â ðóñëå
ñîâðåìåííîãî èñêó ññòâà, îáùåãî ïðîöåññà ñèíòåçà è âçàèìîîáîãàùåíèÿ
æàíðîâ, àññèìèëÿöèè ôîðì. Êîìïîçèòîð äåìîíñòðèðó åò íîâûå òèïû
êîíòðàñòà, ðàçíûå ïëàíû-ïëàñòû äåéñòâèÿ, ëàêîíèçì è êîíöåíòðàöèþ
ïðèåìîâ. Êàê óòâåðæäàþò ìíîãèå èññëåäîâàòåëè, â êàíòàòíî-îðàòîðè-
àëüíîì òâîð÷åñòâå 60–70-õ ãîäîâ áûë ðîæäåí íîâûé òèï õóäîæåñòâåí-
íîãî ìûøëåíèÿ, ñâÿçàííûé ïðåæäå âñåãî ñ íîâàòîðñêèìè îòêðûòèÿìè
Ñâèðèäîâà (Ãóëåñêî 2006: 15).

Õàðàêòåðíîé ïðèìåòîé ìóçûêàëüíîé îáðàçíîñòè êàíòàò Ñâèðèäîâà
ÿâëÿåòñÿ ñîñòîÿíèå ãëóáîêîãî ðàçäóìüÿ, ñîçåðöàòåëüíîé ñòàòèêè. Êîìïî-
çèòîð òÿãîòååò ê ñèìâîëó, ê ìèôîëîãè÷åñêîìó . Åãî äóõîâíûå ïðîçðåíèÿ
ïðîÿâëÿþòñÿ â íîâîé ñèìâîëèêå èíòîíàöèîííîé ñåìàíòèêè, â íîâîé
îðãàíèçàöèè öèêëè÷åñêîé ôîðìû, â íîâîé ïðîñòîòå ìóçûêàëüíîãî âðå-
ìåíè è ïðîñòðàíñòâà â ôàêòóðå.

Êàíòàòíûé æàíð â òâîð÷åñòâå Ñâèðèäîâà îòìå÷åí ñòðåìëåíèåì ê
óñëîæíåííîìó ðàñêðûòèþ âíóòðåííåãî ìèðà ÷åëîâåêà, òÿãîé ê ýïè÷íî-
ñòè. Ñâèðèäîâ ïî ñóòè ðàçðàáîòàë íîâûå ýìîöèîíàëüíî-ñåìàíòè÷åñêèå
ñèñòåìû, òèïû òåìàòèçìà, òåìáðîâî-ãàðìîíè÷åñêèå è ðèòìî-ôàêòóðíûå
êîìïëåêñû. Ñâèðèäîâ ïðèáåãàåò ê ðàñøèðåíèþ àðñåíàëà âûðàçèòåëüíûõ
ñðåäñòâ: ïðèìåíÿåò ôîíè÷åñêóþ òðàêòîâêó àêêîðäà âåðòèêàëè, óäåëÿåò
ïîâûøåííîå âíèìàíèå òåìáðîèíòîíàöèè, êàê çâóêîîáðàçó , â ðàìêàõ òå-
ìàòèçìà, ãäå ñèëåí ýëåìåíò ðå÷åâîé äåêëàìàöèîííîñòè â ñèíòåçå ñ ïå -
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ñåííîñòüþ. Ò àê êîìïîçèòîð îáîãàùàåò ñâîé õîðîâîé ñòèëü ïðèìåòàìè
íîâîãî, ïðè ñîõðàíåíèè îáùèõ èíäèâèäóàëüíî-ñòèëåâûõ êîíñòàíò îí
ðàñøèðÿåò ñâîþ ïàëèòðó.

Îáùèì êà÷åñòâîì, ñâÿçûâàþùèì âîåäèíî âñå ïðè¸ìû êîìïîçèòîð ñ-
êîé òåõíèêè Ñâèðèäîâà è îïðåäåëÿþùèì íàöèîíàëüíî-ðó ññêîå íà÷àëî
åãî ìóçûêè, ÿâëÿåòñÿ ïåñåííîñòü êàê ïðèíöèï, îêðàøèâàþùèé è ëàäî-
âóþ îñíîâó åãî òåìàòèçìà (äèàòîíèêà), è ôîðìó (êóïëåòíîñòü, âàðèàöè-
îííîñòü, âàðèàíòíîñòü, ñòðîôè÷íîñòü), è èíòîíàöèîííî-îáðàçíûé
ñòðîé. Ñ ýòèì êà÷åñòâîì ñâÿçàíî è äðóãîå õàðàêòåðíîå ñâîéñòâî ìóçûêè
Ñâèðèäîâà – âîêàëüíîñòü, ïîíèìàåìàÿ íå òîëüêî êàê óìåíèå ïèñàòü äëÿ
ãîëîñà è ïåâó÷åñòü ìåëîäèé, íî è êàê èäåàëüíûé ñèíòåç ìóçûêàëüíîé è
ðå÷åâîé èíòîíàöèè, ïîìîãàþùèé èñïîëíèòåëþ äîñòèãàòü â ïðîèçíî-
øåíèè ìóçûêè ðå÷åâîé åñòåñòâåííîñòè.

Ðîññèéñêèé êîìïîçèòîð è ìóçûêîâåä Ð . Ðóáèöà òàê îïðåäåëèë çíà÷å-
íèå ïåñíè äëÿ Ñâèðèäîâà: Îíà äëÿ íåãî – èäåàëüíûé ñïîñîá ìóçûêàëüíîãî
âûñêàçûâàíèÿ; íå æàíð, íå ôîðìà (â êîìïîçèöèîííîì ñìûñëå), à ñâîåãî ðîäà
“îáðàç æèçíè” ìóçûêè, îáðàç å¸ ñóùåñòâîâàíèÿ, íàèáîëåå ïîëíîêðîâíûé è
åñòåñòâåííûé  (Ðóáèöà 2010: 63). Ïî÷òè âñå ñî÷èíåíèÿ Ñâèðèäîâà ïå-
ñåííû âíå çàâèñèìîñòè îò èõ æàíðîâîé ïðèíàäëåæíîñòè, îñîáåííîñòåé
êîìïîçèöèè, ñòåïåíè ïðèñóòñòâèÿ ãàðìîíè÷åñêîãî è êîíòðàïóíêòè÷åñ-
êîãî íà÷àë. Êîìïîçèòîð â ñâîèõ çàïèñÿõ íåìàëî ðàññóæäàë î ïåñíå, ïå-
ñåííîì íà÷àëå â ìóçûêå: Ìîÿ ôîðìà – ïåñíÿ. Îòäåëüíàÿ, çàêëþ÷¸ííàÿ â
ñåáå èäåÿ (Ñâèðèäîâ 2002: 38). Àíàëèçèðóÿ ýòè ðàññóæäåíèÿ, ìîæíî òàê
ïðåäñòàâèòü ìîäåëü ñóùåñòâîâàíèÿ ïåñåííîãî îáðàçà ïî Ñâèðèäîâó: íå-
êèé ìóçûêàëüíûé ñìûñë (â îñíîâå êîòîðîãî ëåæèò ñëîâî) – ñîñòîÿíèå,
÷óâñòâî, íàñòðîåíèå – íàõîäèò èñ÷åðïûâàþùåå âîïëîùåíèå â íàïåâå.
Èäåàëüíûì ýòî âîïëîùåíèå ñòàíîâèòñÿ òîãäà, êîãäà ñìûñë âûðàæåí â
ìàêñèìàëüíîé ïîëíîòå ïðè ìèíèìóìå ñðåäñòâ ìóçûêàëüíîé âûðàçèòåëü-
íîñòè, ïðè ìèíèìàëüíîñòè íàïåâà (ïîñëåäíèé íå äîëæåí ñîäåðæàòü â ñåáå
íå÷åãî ëèøíåãî, íå îòíîñÿùåãîñÿ ê ñìûñëó , ñòîÿùåìó çà ñëîâîì). Èìåí-
íî òîãäà íàïåâ è ñòàíîâèòñÿ ïåñíåé: íàïåâ âîçíèêàåò âìåñòå ñî ñìûñëîì
è ïî èñ÷åðïàíèè åãî çàêàí÷èâàåòñÿ. Ñëåäîâàòåëüíî, ïåñíÿ ó Ñâèðèäîâà –
òîæäåñòâî íàïåâà è ñìûñëà; ìóçûêàëüíûé ýêâèâàëåíò ñèìâîëà. ßðêèìè
ïðèìåðàìè ýòîãî ÿâëÿþòñÿ õîðû Äóøà è Íî÷ü  èç ìàëåíüêîé êàíòàòû Ñíåã
èä¸ò  íà ñëîâà Á. Ïàñòåðíàêà. Íàïåâ èç õîðà Äóøà íåâåëèê ïî ìàñøòàáó ,
îí çâó÷èò ó õîðà íåñêîëüêî ðàç áåç ôàêòè÷åñêèõ èçìåíåíèé, ìóçûêàëü-
íîå ðàçâèòèå ðàñêðûâàåò ñìûñë ñëîâ (Äóøà ìîÿ, ïå÷àëüíèöà î âñåõ â êðóãó
ìî¸ì. Ò û ñòàëà óñûïàëüíèöåé çàìó÷åííûõ æèâü¸ì), ñîçäàâàÿ ñîñòîÿíèå
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ãðóñòíîé ïå÷àëè. Ñîëî êëàðíåòà, óáàþêèâàþùèé ìîíîòîííûé ðèòì îðè-
åíòèðóþò ñëóøàòåëÿ íà æàíð êîëûáåëüíîé. Àâòîð îáðàùàåòñÿ ê ñâîåé
äóøå, âåä¸ò ñ íåé ðàçãîâîð è â êîíöå îáðàùàåòñÿ ñ ïðîñüáîé ( è äàëüøå
ïåðåìàëûâàé, âñ¸ áûâøåå ñî ìíîé, êàê ñîðîê ëåò áåç ìàëîãî, â ïîãîñòíûé
ïåðåãíîé).

Êîíòðàñòîì âûñòóïàåò ìóçûêàëüíàÿ ñåìàíòèêà õîðà Íî÷ü , â êîòî-
ðîì òàíöåâàëüíîå íà÷àëî, ýëåìåíòû íàðîäíîãî íàèãðûøà ñîçäàþò ñâåò-
ëîå, ïðèìèòèâíî-îïòèìèñòè÷íîå íàñòðîåíèå. Ïîñòîÿííîå ïîâòîðåíèå
ìîòèâà, îñíîâàííîãî íà òðèõîðäîâîì çâóêîðÿäå, ñ ïîñëåäóþùèì åãî
ñìåùåíèåì íà òåðöèþ ñîñòàâëÿþò ìåëîäèêî-òåìàòè÷åñêîå ñòîðîåíèå
õîðà. Íåñêîëüêî ìåõàíèñòè÷íîå ðàçâèòèå ïðè ìèíèìóìå ñðåäñòâ äåìîí-
ñòðèðóåò ìàêñèìóì âûðàçèòåëüíîñòè. Ñèìâîëè÷íî ïîâòîðåíèå äâàæäû
çàêëþ÷èòåëüíîé ñòðîêè òåêñòà, ñëîâà êîòîðîé äëÿ êîìïîçèòîðà èìåþò
ôèëîñîôñêîå çíà÷åíèå – Íå ñïè, íå ñïè, õóäîæíèê, íå ïðåäàâàéñÿ ñíó, òû
âå÷íîñòè çàëîæíèê ó âðåìåíè â ïëåíó.

Äëÿ òåõíèêè õîðîâîãî ïèñüìà êîìïîçèòîðà ñâîéñòâåííà òîíêàÿ
âûðàçèòåëüíîñòü òåìáðîâîé ïàëèòðû è ôàêòóðíûõ ïðè¸ìîâ. Â ðàâíîé
ñòåïåíè âëàäåÿ ïðè¸ìàìè ïîäãîëîñî÷íîãî è ãîìîôîííîãî ðàçâèòèÿ,
Ñâèðèäîâ, êàê ïðàâèëî, íå îãðàíè÷èâàëñÿ ÷åì-òî îäíèì. Â åãî ïðîèçâå-
äåíèÿõ ìîæíî íàáëþäàòü îðãàíè÷åñêóþ ñâÿçü ãîìîôîíèè è ïîëèôîíèè.
Êîìïîçèòîð ÷àñòî èñïîëüçó åò ñî÷åòàíèå ïîäãîëîñêà ñ òåìîé, èçëàãàå-
ìîé ãîìîôîííî, ñâîåîáðàçíóþ äâóïëàíîâîñòü ôàêòóðû: ïîäãîëîñîê –
ôîí, òåìà – ïåðåäíèé ïëàí. Ïîäãîëîñîê îáû÷íî ñîçäà¸ò îáùåå íàñòðî-
åíèå, â òî âðåìÿ êàê îñòàëüíûå ãîëîñà ïåðåäàþò êîíêðåòíîå ñîäåðæàíèå
òåêñòà. Íåðåäêî ñâèðèäîâñêàÿ ãàðìîíèÿ ñêëàäûâàåòñÿ èç ñîåäèíåíèÿ
ãîðèçîíòàëåé (ïðèíöèï, èäóùèé îò ðó ññêîãî íàðîäíîãî ìíîãîãîëîñèÿ).
Ýòè ãîðèçîíòàëè ïîðîé îáðàçóþò öåëûå ôàêòóðíûå ïëàñòû, ðîæäàÿ ñâîèì
äâèæåíèåì è ñîåäèíåíèåì ñëîæíûå ãàðìîíè÷åñêèå ñîçâó÷èÿ. ×àñòûé
ñëó÷àé ôàêòóðíîé ìíîãîñëîéíîñòè ó Ñâèðèäîâà – ïðè¸ì äóáëèðî-
âàííîãî ãîëîñîâåäåíèÿ, âåäóùèé ê ïàðàëëåëèçìó êâàðò , êâèíò è öåëûõ
àêêîðäîâ. Èíîãäà òàêîå äóáëèðîâàíèå ôàêòóðû îäíîâðåìåííî â äâóõ
ýòàæàõ (â ìóæñêîì è æåíñêîì õîðå èëè â âûñîêèõ è íèçêèõ ãîëîñàõ)
âûçûâàåòñÿ òðåáîâàíèÿìè òåìáðîâîé êðàñî÷íîñòè, ðåãèñòðîâîé ÿðêî-
ñòè, èñïîëüçóåòñÿ êàê ñðåäñòâî çâóêîâîé îáú¸ìíîñòè.

Â õîðàõ Ñâèðèäîâà èç öèêëà Íåèçðå÷åííîå ÷óäî  çíà÷åíèå ñëîâà ðåàëè-
çóåòñÿ â ìíîãîñëîéíîñòè ôàêòóðû, â ÿðêîé äèôôåðåíöèàöèè òåìáðîâ, â
èñïîëüçîâàíèè èíòîíàöèîííûõ àðîê. Îáðàçó åòñÿ ïîëèñêëàä (òåðìèí
Ò. Áåðøàäñêîé), êîòîðûé îïðåäåëÿåòñÿ êàê ñî÷åòàíèå ãàðìîíè÷åñêè
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îðãàíèçîâàííîãî ïëàñòà ñî çâó÷àùåé íàä íèì ìîíîäèåé, â êîòîðîì ëîãèêà
îðãàíèçàöèè ïëàñòîâ íå ðàçîáùåíà è êàæäûé èç íèõ íå âîñïðèíèìàåòñÿ ñà-
ìîñòîÿòåëüíî, àâòîíîìíî  (Áåðøàäñêàÿ 1985: 62). Ýòè õîðû ïðîíèêíóòû
ãëóáîêîé ìîëèòâåííîñòüþ è, ê òîìó æå, ñîçäàíû ñ îïîðîé íà òðàäèöèè
ðóññêîãî öåðêîâíîãî ïåíèÿ. Êàê èçâåñòíî, ñïåöèôè÷åñêîé îñîáåííîñòüþ
âñåõ ãèìíîãðàôè÷åñêèõ æàíðîâ ÿâëÿåòñÿ òåñíåéøàÿ èíòîíàöèîííî-ðèò-
ìè÷åñêàÿ è ñòðóêòóðíàÿ ñâÿçü òåêñòà è íàïåâà.

Ó ìíîãèõ âåëèêèõ êîìïîçèòîðîâ áûëà ìîùíàÿ òâîð÷åñêàÿ èäåÿ,
êîòîðîé îíè áûëè âåðíû âñþ ñâîþ æèçíü. Ò àêàÿ èäåÿ áûëà è ó Ñâèðèäîâà.
Âûðàñòàëà îíà èç ñâîåîáðàçíîãî ñëîâîöåíòðèçìà, õàðàêòåðíîãî äëÿ òâîð-
÷åñêèõ óáåæäåíèé êîìïîçèòîðà. Â îäíîé èç åãî òåòðàäåé Ðàçíûõ çàïèñåé
ìîæíî íàéòè òàêèå ñëîâà: ß [..]  ïðèñòðàñòåí ê ñëîâó (!!!) êàê ê íà÷àëó
íà÷àë, ñîêðîâåííîé ñóùíîñòè æèçíè è ìèðà  (Ñâèðèäîâ 2002: 58). Öåí-
òðàëüíûì æå ìîìåíòîì òâîð÷åñêîãî ó÷åíèÿ Ñâèðèäîâà ÿâëÿëàñü ïðî-
áëåìà ñèíòåçà Ñëîâà è Ìóçûêè êàê ïîñòèæåíèÿ Èñòèíû Ìèðà. Çàäà÷à
êîìïîçèòîðà ñîâñåì íå â òîì, ÷òîáû ïðèïèñàòü ìåëîäèþ, íîòû ê ñëîâàì
ïîýòà. Çäåñü äîëæíî áûòü ñîçäàíî îðãàíè÷íîå ñîåäèíåíèå ñëîâà ñ ìóçûêîé
(Ñâèðèäîâ 2002: 81). Òîëüêî ÷åðåç ýòî ñîåäèíåíèå è âîçìîæíî îáðàçîâà-
íèå Èñòèíû Ìèðà. Â ñâîèõ êîìïîçèöèÿõ îí ïðèçûâàåò ÷åòêî îñîçíàòü:
Êðàñîòà â òâîð÷åñòâå òðåáóåò çàêîí÷åííîñòè: ãäå êðàñîòà, òàì åñòü ãðà-
íèöû è åñòü öåëüíîñòü (Ñâèðèäîâ 2002: 204).

Íåîáõîäèìî ïîä÷åðêíóòü, ÷òî èäåàëüíûé ñèíòåç Ñëîâà è Ìóçûêè
Ñâèðèäîâ âèäåë â íàðîäíîé ïåñíå. ß èìåþ â âèäó, – óòî÷íÿë êîìïîçè-
òîð, – ïîäëèííóþ íàðîäíóþ ïåñíþ, à íå ìíîãî÷èñëåííûå ïîääåëêè, ìåùàíñ-
êèé ðîìàíñ è ïð.  (Ñâèðèäîâ 2002: 82). Ïîýòîìó ïîä ïîäëèííîé íàðîäíî-
ñòüþ Ñâèðèäîâ è ïîäðàçóìåâàë, ÷òî êîìïîçèòîð äîëæåí ñëûøàòü íàðîä,
áûòü âûðàçèòåëåì òîãî ñîêðîâåííîãî, î ÷åì ïîåò íàðîä â ñâîèõ ïåñíÿõ, òî
åñòü âûðàçèòåëåì íàðîäíîãî äóõà, íàðîäíîãî ñîçíàíèÿ (Ñâèðèäîâ 1983: 215).

Ïîäõîä ê âîïëîùåíèþ äóõîâíûõ îáðàçîâ è òåêñòîâ â ÕÕ âåêå çíà÷è-
òåëüíî èçìåíèëñÿ. Ò åêñò ìîëèòâû èëè äóõîâíîãî ñòèõà ïîäâåðãñÿ êîìïî-
çèòîðîì â öèêëå Ïåñíîïåíèÿ è ìîëèòâû  äåòàëüíîé ïåðåðàáîòêå, êîòîðàÿ
áûëà íåäîïó ñòèìà â ðàìêàõ Áîãîñëóæåáíîãî êàíîíà. Ñïîñîáû ìóçûêàëü-
íîãî ïðåòâîðåíèÿ êàíîíè÷åñêèõ ïåðâîèñòî÷íèêîâ óêàçûâàþò íà óíè-
êàëüíîñòü ðàáîòû êîìïîçèòîðà íàä êàíîíè÷åñêèì òåêñòîì, êîòîðûé
ðàñöåíèâàëñÿ Ñâèðèäîâûì, ïðåæäå âñåãî, êàê îáðàçåö âûñî÷àéøåé
äóõîâíîé ïîýçèè, à íå êàê âîïëîùåíèå áîãîñëóæåáíîé äîãìàòèêè. Äó-
õîâíàÿ ìóçûêà âî âñå âðåìåíà áûëà ÷ðåçâû÷àéíî ñëîæíà ïî ñòðóêòóðå
ñîäåðæàíèÿ è òðåáîâàëà èíîãî, â ñðàâíåíèè ñî ñâåòñêîé ìóçûêîé, àíàëè -
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òè÷åñêîãî èíñòðóìåíòàðèÿ. Âåäü êðîìå ñîáñòâåííî ìóçûêàëüíûõ çàêî-
íîìåðíîñòåé îíà âêëþ÷àåò è èíûå êîãíèòèâíûå ðÿäû: áîãîñëîâñêèå,
äîãìàòè÷åñêèå, ôèëîñîôñêèå, ýòè÷åñêèå è äð.

Áëàãîäàðÿ ãàðìîíè÷åñêîé ñòàòèêå è òîíàëüíîìó ïëàíó , âðåìÿ â ïðî-
èçâåäåíèè èç äèíàìè÷åñêîãî ïðîöåññà òðàíñôîðìèðó åòñÿ â îáðàç ñîçåð-
öàíèÿ. Ñâèðèäîâ, êàê ñîçåðöàþùèé êîìïîçèòîð, óâåðåí â òîì, ÷òî âñ¸
ñóùåå íà çåìëå è íà íåáå ìîæåò áûòü óçðåíî èëè ó ñëûøàíî íàìè è ÷òî
âñ¸ æä¸ò îò íàñ èçîáðàæåíèÿ è èñòîëêîâàíèÿ. Ñîâìåùàÿ â îäíîì àêêîðäå
êîíòðàñòíûå ãàðìîíè÷åñêèå êðàñêè, ïðèìåíÿÿ ïðèíöèï êàê íåñëèÿí-
íîñòè, òàê è íåðàçäåëüíîñòè, êîìïîçèòîð äîñòèãàåò îñîáîãî ýôôåêòà
õîðîâûõ ñîçâó÷èé. Ìîæíî ñêàçàòü, ÷òî â ýòèõ ñëó÷àÿõ åäèíûé ãàðìîíè-
÷åñêèé ôîí â õîðàõ Ñâèðèäîâà âûñòóïàåò çâóêîâûì àíàëîãîì çîëîòîãî
ôîíà äðåâíåðó ññêèõ èêîí, ãäå çîëîòî ÿâëÿåòñÿ ñèìâîëîì ñâåòîçàðíîñòè
Íåâåùåñòâåííîãî Ñâåòà. Íåðàñ÷ëåíåííîñòü è çàãàäî÷íîñòü çâó÷àíèÿ, êàê
ñâîéñòâî ëåéòãàðìîíèè Ñâèðèäîâà, òåñíî ñâÿçàíà, íà íàø âçãëÿä, ñ ñî-
ñòîÿíèåì ïîãðóæåíèÿ â òàèíñòâî áûòèÿ , êîòîðîå êîìïîçèòîð ñ÷èòàë
ãëàâíûì â äóõîâíîì èñêó ññòâå.

Äåòàëüíîå âíèìàíèå êîìïîçèòîðà ê òåìáðîâîé ñòîðîíå ïðîèçâåäåíèÿ
ðàáîòàåò íà ñîçäàíèå ìóçûêàëüíîãî îáðàçà, ëåæàùåãî â ðó ñëå öåðêîâ-
íîé ïåâ÷åñêîé òðàäèöèè. Ò àê, â ïåñíîïåíèè Ãîñïîäè, ñïàñè áëàãî÷åñòèâûå
ïðè ïîìîùè òåìáðîâîé äèôôåðåíöèàöèè, ýïèçîäè÷åñêîãî âêëþ÷åíèÿ
ðàçíûõ ñîëèðóþùèõ òåìáðîâ âîñïðîèçâîäèòñÿ ïðîñòðàíñòâåííàÿ äðàìà-
òóðãèÿ õðàìîâîãî äåéñòâà, âî ìíîãèõ ïåñíîïåíèÿõ âîçíèêàþò ïåðåêëè÷êè
õîðîâûõ ãðóïï. Êîìïîçèòîð ïðèìåíÿåò êàê îäíîãîëîñíóþ, ìîíîäè÷åñ-
êóþ ôàêòóðó, ðîæäàþùóþ àññîöèàöèè ñ äðåâíåðó ññêîé àðõàèêîé, òàê è
ïàðåíèå ëèíèè ñîëèðóþùåãî ãîëîñà íà ôîíå õîðîâûõ ïåäàëåé. Âàæíûì
îêàçûâàåòñÿ èíäèâèäóàëèçàöèÿ ÷åðåç ñîëèðóþùèé òåìáð. Âñå ñðåäñòâà
ìóçûêàëüíîãî âîïëîùåíèÿ ñìûñëà ðàáîòàþò íà îñîçíàííîì ïðîèçíåñå-
íèè  êàæäîãî ñëîâà, êîòîðîå ïðèîáðåòàåò è ñèìâîëè÷åñêîå çíà÷åíèå.

Íàðÿäó ñ èåðàðõè÷íîñòüþ, ýòèì õîðàì ñâîéñòâåííû òàêèå ïðèçíàêè
öåðêîâíî-ïåâ÷åñêîé æàíðîâîé ñèñòåìû, êàê ïðàêòè÷åñêàÿ íåèçìåííîñòü
âîêàëüíî-õîðîâîãî ñîñòàâà èñïîëíèòåëåé è ñëîâåñíîñòü ìóçûêàëüíîãî
ñîäåðæàíèÿ, òî åñòü ïîä÷èíåííîñòü ìóçûêàëüíîãî ìàòåðèàëà ñîäåðæà-
íèþ áîãîñëóæåáíîãî òåêñòà. Îñîáóþ ðîëü èãðàþò êóëüìèíàöèè, îíè, êàê
ïðàâèëî, âûðàæàþò îñíîâíóþ èäåþ ñëîâåñíîãî òåêñòà è âêëþ÷àþò â ñåáÿ
ñëîâà âûñøåãî ñàêðàëüíîãî ðàíãà. Ìåëîäè÷åñêèé êîíòóð ôîðìóë ñêðåï-
ëåííûõ â ìíîãîãîëîñèè îïðåäåëåííûìè ôàêòóðíûìè, ãàðìîíè÷åñêèìè,
äèíàìè÷åñêèìè ñðåäñòâàìè, ñîãëàñó åòñÿ ñ ðèòìè÷åñêîé ñòðóêòóðîé
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ñëîâåñíîãî òåêñòà, ïðè ýòîì êîìïîçèòîð äîïó ñêàåò íàðóøåíèå ñòðóêòó-
ðû ñëîâ, êîòîðîå âûðàæåíî â ðàñòÿãèâàíèè, ïðîäëåíèè áåçóäàðíîãî ñëîãà
â êîíöå ñëîâ. È íàðóøåíèå ýòî ñòîëü ïðåäíàìåðåííî, ÷òî âîñïðèíèìàåò-
ñÿ íå èíà÷å, êàê õóäîæåñòâåííûé ïðè¸ì.

Îñíîâîé ìåëîäè÷åñêîãî êîíòóðà ïðàêòè÷åñêè êàæäîãî õîðà ÿâëÿ-
åòñÿ ôîðìà ìåëîäè÷åñêîé âîëíû (ïëàâíûé ïîñòóïåííûé ïîäúåì – âåð-
øèíà – ñïàä). Âîëíîîáðàçíîñòü ñêðûòà â ñòðóêòóðå ìåëîäèè, ðàñöâå-
÷åííîé îïåâàíèÿìè, âîçâðàùåíèÿìè, èíòîíàöèîííûìè ïîâòîðàìè,
êîëåáàíèÿìè çâóêîâûñîòíîãî óðîâíÿ; òàêæå ïðîäëåíèå ïîñëåäíåãî çâóêà
(àêêîðäà) ôðàçû, çâó÷àíèå êîòîðîãî ÷àñòî âûõîäèò çà ïðåäåëû îäíîãî
òàêòà, ïåðåõîäÿ çàòåì â ïîñëåçâó÷èå, â òèøèíó ïàóçû – êàê ïîäëèííóþ
ïåðâîîñíîâó ìóçûêè. Ïðîòÿíóòûå, ïðîäë¸ííûå çâóêè, ìåäèòàòèâíûå
îñòàíîâêè ñîçäàþò ïðîñòðàíñòâî äëÿ îñìûñëåíèÿ ïðåäûäóùåãî ìåëî-
äè÷åñêîãî äâèæåíèÿ è îñîçíàíèÿ âíóòðåííåé ñóòè ñâÿùåííîãî òåêñòà.

Â êóëüìèíàöèîííîì æå ðàçäåëå îí îñâîáîæäàåò ýíåðãèþ ìåëîäè-
÷åñêîãî äâèæåíèÿ, ïðèíèìàþùåãî ÿñíóþ è ïðîñòóþ ôîðìó âîëíû, ïî-
êàçûâàÿ îñíîâíóþ ìåëîäè÷åñêóþ èäåþ ïåñíîïåíèÿ. Ò àêæå õàðàêòåðíî
ïîñòåïåííîå ðàñêðûòèå ìåëîäè÷åñêîé èäåè, íî îíà íå ïîëó÷àåò ÷åòêîãî
çàêîí÷åííîãî âûðàæåíèÿ è îñòàåòñÿ â îáëàñòè íåâûñêàçàííîãî.

Â öèêëå Íåèçðå÷åííîå ÷óäî  êîìïîçèòîð ïîêàçûâàåò èíòîíàöèþ ïëàâ-
íîãî ìåëîäè÷åñêîãî âîñõîæäåíèÿ â îáúåìå òåðöèè. Ýòî ñâÿçàíî ñ ñåìàíòè-
êîé äóõîâíîãî ó ñèëèÿ, ïðèçûâà-ïîáóæäåíèÿ, îáðàùåííîãî ê ìîëÿùèìñÿ
(ïðèèäèòå) è ïðèçûâà-ïðîøåíèÿ , îáðàùåííîãî ê Áîãó ( ïîìèëóé , ñïàñè).
Âîçíèêàÿ ïåðâîíà÷àëüíî èç ïîáóäèòåëüíîé ýíåðãèè ñëîâà, èíòîíàöèÿ
ïðèçûâà  â ïðîèçâåäåíèè  Ñâèðèäîâà íà÷èíàåò ðàçâèâàòüñÿ ïî ÷èñòî ìó-
çûêàëüíûì çàêîíàì, ñòàíîâÿñü ðåãóëÿòîðîì ìóçûêàëüíîé ôîðìû.

Êóëüìèíàöèîííûì ìîìåíòîì â öèêëå ÿâëÿåòñÿ õîð Íåèçðå÷åííîå
÷óäî. Òåêñò âûñòðàèâàåòñÿ âîêðóã ñàìîãî ãëàâíîãî è òàèíñòâåííîãî ñî-
áûòèÿ, íå íàçûâàÿ, à ëèøü ïîäðàçóìåâàÿ åãî. Â Íåèçðå÷åííîì ÷óäå  òàêèì
íåèçðåêàåìûì öåíòðîì ÿâëÿåòñÿ òàéíà Âîñêðåñåíèÿ Õðèñòîâà, íåíà-
çâàííàÿ, íî äàþùàÿ ñìûñë âñåé êîíöåïöèè ïåñíîïåíèÿ. Ýòà òåìà òàêæå
ÿâëÿåòñÿ êóëüìèíàöèîííîé òî÷êîé â ðó ññêîé èñòîðèè, ïîýòîìó êîìïî-
çèòîð, îïðåäåëÿÿ è ïîäâîäÿ ýòàïû ê íàèâûñøåé òî÷êå ìóçûêàëüíî-
ïîýòè÷åñêîãî è äðàìàòóðãè÷åñêîãî ðàçâèòèÿ, ñòàâèò åãî â çàâåðøåíèå.

Ñâÿçü ìóçûêè Ñâèðèäîâà ñ öåðêîâíîé ïðàâîñëàâíîé êóëü òóðîé êðî-
åòñÿ íå â âîññîçäàíèè öåðêîâíûõ îáðÿäîâ, à, ïðåæäå âñåãî, â ñîçäàíèè
îáðàçîâ ìîëèòâû – óäèâèòåëüíîé áëàãîãîâåéíîé êðîòîñòè è òèøèíû,
ïðèñóùåé ïðàâîñëàâíîìó õðàìó (=Äóøå), è îäíîâðåìåííî ïðåäåëüíîé
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ñîáðàííîñòè è íàïðÿæåíèÿ äóõîâíûõ ñèë ìîëÿùèõñÿ. Õîðû Ñâèðèäîâà
ïðîíèêíóòû ãëóáîêîé ìîëèòâåííîñòüþ, ïîäëèííî äóõîâíû è, ê òîìó æå,
ñîçäàíû ñ îïîðîé íà ëó÷øèå òðàäèöèè ðó ññêîãî öåðêîâíîãî ïåíèÿ. Íåêà-
íîíè÷íû îíè ëèøü â èíòåðïðåòàöèè òåêñòîâ ìîëèòâ: âàæíåéøèå êàíî-
íè÷åñêèå òåêñòû êîìïîçèòîð èíòåðïðåòèðîâàë ïî-ñâîåìó .

Îñîáåííî â õîðàõ áåç ñîïðîâîæäåíèÿ Ñâèðèäîâ ðàçðàáîòàë íîâûå
ýìîöèîíàëüíî-ñåìàíòè÷åñêèå çíàêè, òèïû òåìàòèçìà, òåìáðîâî-ãàðìî-
íè÷åñêèå è ðèòìî-ôàêòóðíûå êîìïëåêñû. Ò àê, íîâèçíîé îòìå÷åí öèêë
Òðè ñòèõîòâîðåíèÿ Ïóøêèíà . Îí íåñ¸ò íà ñåáå ÿâíûå ïðèçíàêè ïîñòðî-
ìàíòèçìà è äàæå ïîñòèìïðåññèîíèçìà. Çäåñü Ñâèðèäîâ ïðèìåíÿåò ôî-
íè÷åñêóþ òðàêòîâêó àêêîðäà âåðòèêàëè, óäåëÿåò ïîâûøåííîå âíèìàíèå
òåìáðîèíòîíàöèè êàê çâóêîîáðàçó , ãäå ñèëåí ýëåìåíò ðå÷åâîé äåêëàìà-
öèîííîñòè â ñèíòåçå ñ ïåñåííîñòüþ.

Îáùåé òåíäåíöèåé â ðàáîòå ñ ïåðâîèñòî÷íèêîì ñòàëî ñòðåìëåíèå
êîìïîçèòîðà ñäåëàòü òåêñò êàê ìîæíî áîëåå äîñòóïíûì äëÿ ñîâðåìåí-
íîãî ñëóøàòåëÿ. Ýòî îáó ñëîâèëî åãî ïåðåâîä â ñîîòâåòñòâèè ñ íîðìàìè
ñîâðåìåííîé îðôîãðàôèè: èíîãäà êîìïîçèòîð èñêàë àíàëîã ñëîâó â ñî-
âðåìåííîé ëåêñèêå, åñëè îíî êàçàëîñü åìó íåÿñíûì èëè íåïðèâû÷íûì.
Îäíàêî ïðåäïî÷òåíèå äðåâíåé èëè ñîâðåìåííîé ëåêñèêå äèêòîâàëîñü
íå òîëüêî òîëêîâàòåëüíûìè, íî è ÷èñòî ìóçûêàëüíûìè ñîîáðàæåíèÿìè .
Ïîðîé Ñâèðèäîâ èçûìàë èç òåêñòà öåëûå ñëîâîñî÷åòàíèÿ, èëè ïîëíîñòüþ
èõ îïó ñêàë, çàìåíÿÿ èõ ðàâíîöåííûìè äëÿ áîëüøåé ñèíòàêñè÷åñêîé è
êîìïîçèöèîííîé çàâåðøåííîñòè ïåñíîïåíèÿ.

Òåõíèêà ïèñüìà êîìïîçèòîðà â ñâîåé îñíîâå îñíîâûâàåòñÿ íà ñòè-
ëèñòèêå äðåâíåðóññêîãî öåðêîâíîãî ïåíèÿ; îí ìîäåëèðó åò òî, ÷òî ñîçäàíî
è óêîðåíèëîñü â öåðêîâíîé òðàäèöèè:
— ïðèíöèï öåíòîííîñòè  (òåðìèí È. Ã àðäíåðà) – ïîïåâî÷íîé îðãàíè-

çàöèè êàê ñïåöèôè÷åñêîé ôîðìû çâóêîñòàíîâëåíèÿ çíàìåííîãî
ðîñïåâà;

— âàðèàíòíûå ïðåîáðàçîâàíèÿ òåìàòè÷åñêîãî ìàòåðèàëà, â îñíîâå
êîòîðûõ ëåæèò ïðèíöèï åäèíîíà÷àëèÿ, êîãäà ïîïåâêà âûñòóïàåò
êîìïîçèöèîííî-ñìûñëîâîé åäèíèöåé;

— ïðèíöèï ïðîðàñòàíèÿ  èëè öåïíîãî ðàçâ¸ðòûâàíèÿ, êîòîðûé îáåñ-
ïå÷èâàåò òåìàòè÷åñêîå åäèíñòâî, ðàçâèòèå â ðàìêàõ îïðåäåë¸ííîãî
èíòîíàöèîííî-ìåëîäè÷åñêîãî êîìïëåêñà;

— ñèíòåç ìîíîäè÷åñêîãî ïåíèÿ è òðàäèöèîííîé ãàðìîíè÷åñêîé ôàê-
òóðû.
Áîãàòñòâî ìûñëåé è ÷óâñòâ ðóññêîé äóøè íàõîäèò â åãî òâîð÷åñòâå

íåîáû÷àéíî ÿðêîå ðàçíîõàðàêòåðíîå ìåëîäèêî-òåìàòè÷åñêîå âîïëîùå-
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íèå. Ïðè âñåé ñâîåé âûðàçèòåëüíîñòè è ñàìîöåííîñòè ìåëîäèÿ â ìóçû-
êàëüíîì âûñêàçûâàíèè êîìïîçèòîðà îðãàíè÷íî ñîåäèíåíà ñî ñëîâîì,
ñïàÿíà  ñ íèì. Ìåëîäè÷åñêèå ôðàçû, êàê ïðàâèëî, òî÷íî ñëåäóþò çà ñòðî-
êîé òåêñòà. Íî ïðè ýòîì êàæäàÿ ñòðîêà íåîáûêíîâåííî âûðàçèòåëüíà è
ïëàñòè÷íà, îáëàäàåò ÿðêèì èíòîíàöèîííûì ÿäðîì. Â îñîáåííîñòè ñëî-
æåíèÿ ìåëîäè÷åñêèõ ôðàç â öåëîå, âîçìîæíî, è êðîåòñÿ ñóòü òàéíû íåïî-
ñòèæèìîãî ìåëîäè÷åñêîãî äàðà Ñâèðèäîâà. Íàïðèìåð, ìåëîäèêî-òåìà-
òè÷åñêîå ñòðîåíèå ïåðâîé ÷àñòè êàíòàòû Ñíåã èä¸ò íà ñëîâà Ïàñòåðíàêà
îñíîâàíî âñåãî íà äâóõ íîòàõ: çàñòûâøèå ôà-äèåç è ëÿ çàâîðàæèâàþò îòðå-
ø¸ííîñòüþ çâó÷àíèÿ, â êîòîðîì êàæäîå ñëîâî ïðåäåëüíî ÿñíî ïðîèçíî-
ñèòñÿ. Ðå÷èòàöèÿ èìååò çâóêîèçîáðàçèòåëüíûé ýôôåêò ìîíîòîííîãî
îöåïåíåëîãî ïàäåíèÿ ñíåæíûõ õëîïüåâ. Ìèíèìàëèçì ñðåäñòâ õóäîæå-
ñòâåííîé âûðàçèòåëüíîñòè â ýòîì ñî÷èíåíèè íàõîäèòñÿ â ðó ñëå ïðîãðåñ-
ñèâíûõ òåíäåíöèé ìóçûêàëüíîãî èñêó ññòâà ÕÕ âåêà.

Âàðèàíòíîñòü êàê òåõíèêà ïèñüìà, èìåÿ â ñâîåé îñíîâå âîêàëüíóþ
ïðèðîäó èíòîíèðîâàíèÿ, íàèáîëåå âñåãî ñâÿçàíà ñî ñëîâîì, ñ åãî èíòî-
íàöèîííûì ïðîèçíåñåíèåì (â îòëè÷èå îò âàðèàöèîííîñòè, êîòîðàÿ èìååò
èíñòðóìåíòàëüíóþ ïðèðîäó). Âî âòîðîé è òðåòüåé ÷àñòÿõ ìàëåíüêîé êàí-
òàòû Ñíåã èä¸ò (Äóøà è Íî÷ü ) êóïëåòíî-âàðèàíòíàÿ ôîðìà ïðåäñòàâëåíà
âî âñ¸ì ñâî¸ì ðàçíîîáðàçèè. Âàðèàíòíîñòü îáíàðóæèâàåò ñåáÿ è íà óðîâíå
ñòðîô, è âíóòðè êóïëåòîâ, â âàðèàíòíî-ïîäãîëîñî÷íîì ðàçâèòèè ñîïðî-
âîæäåíèÿ è â ìåëîäèêî-òåìàòè÷åñêîì ñîäåðæàíèè õîðà. Êàê óçíàâàå-
ìàÿ ÷åðòà ìóçûêàëüíîãî ñòèëÿ Ñâèðèäîâà îíà ïðîÿâëÿåòñÿ â ìåõàíèçìå
êîíñòðóèðîâàíèÿ êîìïîçèöèîííîãî öåëîãî, îïðåäåëÿÿ öåëîñòíûé ñïî-
ñîá õóäîæåñòâåííî-òâîð÷åñêîãî ìîäåëèðîâàíèÿ ìèðà. Âàðèàíòíàÿ êîì-
ïîçèöèÿ â ìóçûêàëüíîì òâîð÷åñòâå Ñâèðèäîâà ÿâëÿåòñÿ ïðîòîòèïîì
õóäîæåñòâåííîãî ñîçíàíèÿ êîìïîçèòîðà ïî òàêèì ïàðàìåòðàì â îðãà-
íèçàöèè ìóçûêàëüíîãî ïðîèçâåäåíèÿ, êàê ñòðóêòóðíî-ëîãè÷åñêèé, òåìà-
òè÷åñêèé, äðàìàòóðãè÷åñêèé.

Òàêèì îáðàçîì, âàðèàíòíîñòü êàê ìåòîä ìûøëåíèÿ è êàê ñèñòåìà
ëîãè÷åñêèõ ôóíêöèé ïðåäâàðÿåò ðàáîòó êîìïîçèòîðà è äåéñòâó åò â ñàìîì
ïðîöåññå ñî÷èíåíèÿ ìóçûêè. Ýòî íàõîäèò âûðàæåíèå â âûáîðå æàíðî-
âîé ìîäåëè, îïðåäåë¸ííîé êîìïîçèöèîííîé ñòðóêòóðû, ôîðìîîáðàçó-
þùèõ ïðèíöèïîâ, ïðè¸ìîâ ðàçâèòèÿ, õàðàêòåðà âûðàçèòåëüíûõ ñðåäñòâ.

Âûâîäû
— Êîãíèòèâíàÿ ïàðàäèãìà ñîâðåìåííîãî ìóçûêîçíàíèÿ âûÿâëÿåò ãëó-

áèííûå ñìûñëû ìóçûêè Ñâèðèäîâà, âïèñûâàÿ å¸ â êóëü òóðîëîãè÷åñ-
êèé, îíòîëîãè÷åñêèé, æàíðîâî-ñòèëåâîé êîíòåêñò äóõîâíîãî òâîð-
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÷åñòâà ÕÕ ñòîëåòèÿ. Â öåíòðå íàó÷íîé èíòåðïðåòàöèè êîìïîçèòîð-
ñêîãî íàñëåäèÿ îêàçàëèñü êàòåãîðèè ìóçûêàëüíîé ñåìàíòèêè è ñî-
îòíîñèìûå ñ íåé ïîíÿòèÿ æàíðà, ñòèëÿ, ñèìâîëà, ïîýòèêè, ôîðìû,
ÿçûêà, ôàêòóðû, òðàäèöèé è íîâàòîðñòâà â äóõîâíîì èçìåðåíèè.

— Ìóçûêà Ñâèðèäîâà îäóõîòâîðåíà çâó÷àíèåì ðó ññêîãî ñëîâà è åãî
ñìûñëîì, ïðè ýòîì êîìïîçèòîð ÷óâñòâîâàë è ïîíèìàë çíà÷åíèå ñëîâà
è êàê ìóçûêàíò , è êàê ìûñëèòåëü. Â ñâîèõ ìûñëÿõ è âûñêàçûâàíèÿõ
Ñâèðèäîâ áûë ðåøèòåëåí, òî÷åí, ïîðîé êàòåãîðè÷åí. Åãî ñóæäå-
íèÿ – ýòî, ïðåæäå âñåãî, ïîïûòêà îïðåäåëåíèÿ ñâîåãî íàïðàâëåíèÿ
â ñîâðåìåííîì ìóçûêàëüíîì ïðîöåññå, ñâîåãî ìåñòà â èñòîðèè ðó ñ-
ñêîé ìóçûêè. Ñâèðèäîâ çàäóìûâàëñÿ î áóäóùåì ìóçûêàëüíîãî
èñêóññòâà è ñ÷èòàë, ÷òî èñêóññòâî âåðí¸òñÿ ê èçâå÷íûì ïðîñòûì èñ-
òèíàì , ê ñâîåé ïåðâîñòåïåííîé ðîëè – áûòü âûðàçèòåëåì âíóòðåí-
íåãî ìèðà ÷åëîâåêà â åãî ïîèñêå è ñòðåìëåíèè ê èäåàëó, ê åñòåñòâåííîé
ðå÷è (Ñâèðèäîâ 2002: 308). Îí âåðèë â äóõîâíîå ïðåäíàçíà÷åíèå èñ-
êóññòâà, â åãî âîçâûøàþùóþ è ïðåîáðàçóþùóþ ñèëó .

— Õóäîæåñòâåííàÿ öåëîñòíîñòü ìóçûêàëüíûõ ïðîèçâåäåíèé Ñâèðèäîâà
îáó ñëîâëåíà ïðÿìûì èëè îïîñðåäîâàííûì ïîä÷èíåíèåì âñåõ
ñðåäñòâ ìóçûêàëüíîé êîìïîçèöèè (ïðîñòðàíñòâåííî-âðåìåííîãî
ïàðàìåòðà, ìåëîäèêî-ãàðìîíè÷åñêîé ñòðóêòóðû, äèíàìèêè, íþàí-
ñèðîâêè) ëîãèêå ðàçâåðòûâàíèÿ âåðáàëüíîãî ðÿäà êàê ñìûñëîîáðàçà .
Ñèíòåç ñëîâà è ìóçûêè äëÿ êîìïîçèòîðà – æèçíåííîå è òâîð÷åñêîå
êðåäî. Ïîýòè÷åñêîå ñëîâî äëÿ íåãî – èñòî÷íèê ìóçûêàëüíîãî âäîõ-
íîâëåíèÿ. Ýòî îáó ñëîâëåíî ìèðîâîççðåí÷åñêîé ïîçèöèåé êîìïîçè-
òîðà, êîòîðóþ îí ñôîðìóëèðîâàë òàê: ß ïðèñòðàñòåí ê ñëîâó, êàê ê íà-
÷àëó íà÷àë, ñîêðîâåííîé ñóùíîñòè æèçíè è ìèðà  (Ñâèðèäîâ 2002: 47).
Ñ. Ðàõìàíèíîâ â îäíîì èç ïèñåì ïîä÷¸ðêèâàë: Ñóùåñòâóþò äâà

æèçíåííî âàæíûõ êà÷åñòâà, ïðèñóùèå êîìïîçèòîðó , êîòîðûå íåîáÿçàòåëüíû
â òîé æå ìåðå äëÿ àðòèñòà-èñïîëíèòåëÿ. Ïåðâîå – ýòî âîîáðàæåíèå, îí
(êîìïîçèòîð) äîëæåí, ïðåæäå ÷åì òâîðèòü – âîîáðàæàòü. Âîîáðàçèòü ñ
òàêîé ñèëîé, ÷òîáû â åãî ñîçíàíèè âîçíèêëà îò÷¸òëèâàÿ êàðòèíà áóäóùåãî
ïðîèçâåäåíèÿ, ïðåæäå, ÷åì íàïèñàíà õîòü îäíà íîòà. Åãî çàêîí÷åííîå ïðî-
èçâåäåíèå ÿâëÿåòñÿ ïîïûòêîé âîïëîòèòü â ìóçûêå ñàìóþ ñóòü ýòîé êàð-
òèíû. Âòîðîå êà÷åñòâî – îñîáîå îáëàäàíèå îñòðûì ÷óâñòâîì êîëîðèòà –
íåîòúåìëåìûì ñâîéñòâîì òàëàíòà êîìïîçèòîðà  (Ðàõìàíèíîâ 1955: 548).
Ýòèìè äâóìÿ êà÷åñòâàìè â ïîëíîé ìåðå îáëàäàë Ã åîðãèé Âàñèëüåâè÷ Ñâè-
ðèäîâ.
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The Word as a Semantic Dominant of
Georgy Sviridov’s Creative Work

Oksana Aleksandrova

Summary

The problems regarding Sviridov’s style are topical for the modern art
criticism. The esthetic and art specificity of his music makes culturological
deepening of the musicological opinions about Sviridov’s style urgent and
legitimate.

Sviridov gave special attention to the genres of cantata and oratorio.
He reconsiders them in comparison with the traditional types and revives
them on a qualitatively new and higher level. The world outlook and world-
view of the composer were reflected exactly in the musical compositions
that were connected with a word. Musically-poetic synthesis that had been
carried out by Sviridow, – is a new phenomenon in Russian culture. It is
notable for its newness and modernity. Coordinating musical logic with
poetry, he develops the achievements of such different figures as M.Mus-
sorgsky and N. Rimsky-Korsakov, F. Schubert and C. Orff.

Sviridov’s music is spiritualized with sounding of Russian word and its
sense though the composer felt and understood a word meaning either as
the musician and thinker. G. Sviridov continued in his diary records that
special type of Russian literature which was represented by The Diary of the
Writer  by F. Dostoevsky, Damned Days by I. Bunin, Our Tasks by I. Ilyin.

The combination of the composer’s, writer’s and philosopher’s gifts
had unique expression. One of the main themes of his reflections as a phi-
losopher and musician is a problem of spirituality of the art he wrote about:
Art is the thing with which the people nourish spiritually (Ñâèðèäîâ 2002:
378).

Sviridov acts in a role of the composer-dramatist in the musical plan of
his compositions. Musical figurativeness of his vocal genres is concluded in
unusual themes of the timbre polysemantic type receiving symbolic multi-
dimensionality and allowing to reveal a great number of the subtexts. The
composer appeals to different style layers of music in all historically multi-
layered volumes. He named his compositions cantatas, meaning its certain
semantic signs which have settled in time. Today the new attitude towards
the analysis of such compositions as cantata Light Guest, It is Snowing,
Spring Cantata is necessary.
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Sviridov was excited with high esthetics and esthetic problems. His
creativity is a reflection of the great master. The composer appears before us
as the deep thinker, as a person who has his own picture of the world in his
statements which have remained in diary records, interviews, memoirs of
the contemporaries and the TV series Music and Soul by N. Ryapolov. Prob-
lems of spirituality, religion, national traditions in Russian culture were
important for him throughout all life.

Sviridov’s musical compositions that were related to a word are a scale
and original phenomenon in the world musical art. In his heritage the author
carries out the suggestion of the problems of spirituality as eternal problems,
of timeless problems, of timeless type for decades forward.

The musical figurativeness of Sviridov’s compositions related to the
word, is contained in unusual themes of timbre and polysemantic type. This
type receives symbolic multidimensionality which allows it to reveal many
implications. The composer appeals to different style layers of music in all
historically multilayered volumes.
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Grigory Korchmar 1 has been the Head of Saint-Petersburg Department
of Composers’ Union of Russia since 2006. Such deep respect was paid by
his colleagues thanks to the talent and abilities shown in his activities and
work. He is for many years the Art Director of the International festival
Petersburg Musical Spring as well.

The aim of the research in this article is to introduce Grigory Korchmar’s
large-scale composition in concert genre to wide theoretical discussion and
using it in performer’s practice.

Korchmar composed a lot of music in different genres: 6 operas and
other works for the musical theatre, 4 symphonies and 2 symphoniettas,
concertos for different instruments with orchestra, vocal and choir music,
chamber and piano music, music for children, etc. Since 1965 his premiers
are successful and usually calling for a big audience.

He uses rather intellectual and modern methods never making his opuses
especially avant-guardist. In one of his interviews Korchmar said: The first
period, just after my studying at the Conservatoire, from mid-seventies, may
be named ‘neo-newviennish’. By that time I was taken away with musical

1 Grigory Ovshievich Korchmar (born in 1947) graduated Leningrad Conserva-
toire in 1966. His teachers were: Vadim Salmanov – composition, Pavel Serebryakov–
piano. During his long creative life Korchmar was combining composition with
performance (he is a pianist and clavesinist in the well-known chamber ensemble
Soloists of Saint-Petersburg). Korchmar was honored many awards, his pieces were
performed not only in Saint-Petersburg and Moscow but also in many other cultural
centers (New York, London, Berlin, Tokio, Boston, etc.) as well.
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aesthetics and technology of Schoenberg, especially – Berg, less – Webern
[..]. And about the middle of eighties a more balanced period started. My
approach usually lies close to managing practice of style modeling of musical
material belonging to different epochs (Êóðíîñîâà 2010: 59).

Igor Strawinsky at the beginning of the 20th century was the first to
introduce in composition a special approach to playing with musical styles,
his idea was interpreted in different ways by many composers further on.
Style modeling2 is a widely used method of operating elements taken in far
staying styles. It may bring polystyle or monostyle in a composition, it can
make a reconstruction of a composer’s manner as well.

Working in the trend of style modeling, Grigory Korchmar every time
makes a dialogue with the musical heritage of former times, with the com-
posers gone away… Piano Concerto-Phantasia In the World of Edvard Grieg ,
piano suite In Honor of the Centenary of Arnold Schoenberg, violin concerto
Dear Sergei Sergeevich! can be mentioned in the first line. Universal style of
Korchmar’s compositions is formed by his discourses to different manners,
genres, structures, instrumental staffs, etc. Such wide specter of his interests
demonstrates free handling of genres and forms in musical space. Sometimes
his compositions are like creative disputes with composers-predecessors,
creative meditations on historical ways in musical art.

Korchmar composed two piano concertos: Concerto-Pasticcio Mozar-
tissimo (1986) and Concerto-Phantasia In the World of Edvard Grieg  (1997).
Both pieces introduce his method of style modeling. Concerto-pasticcio
introduces us to the ancient technique of making a mixture of different trends
and elements, but they are taken from styles of Wolfgang Amadeus Mozart,
Ludwig van Beethoven, Johannes Brahms (all three dealing in many senses
with the Classical Viennese tradition) and Johann Straus as well. In the
World of Edvard Grieg  is quite different and special, even neoclassic, because
the composer tries to follow Grieg’s imagination and to make a real model
of his world  in romantic and modern terms.

The story of this composition shows us Norway where nowadays, in
1997, a competition on Grieg’s subjects for a Second Piano Concerto (never
finished in reality) was held. Grigory Korchmar was one of those composers
who dared to take part in this competition. He was awarded by international
judges the Second Prize.

2 Olga Kuzmenkova introduces the term ‘style modeling’ that, as she writes, sum-
marizes different techniques based on style pluralism or mixture of styles (Êóçüìåí-
êîâà 2004: 8).
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Korchmar gives his own comments: I did not add a single note to Grieg’s
material, I saved it wholly! My Concerto is one-parted, its composition
consists of three fragments of unequal size going one after the other without
a break (Êóðíîñîâà 2010: 62).

The first fragment is named Construction, and the whole subject material
taken from Grieg’s notes is introduced here. The first sketch is just a beautiful
melody:

Example 1. The first sketch of the unfinished
Second Piano Concert by Edvard Grieg

A scherzo like sketch was planned by Grieg maybe for the second subject
of his future concerto (see Example 2).

The last, third sketch is the largest piece in the material left by Grieg. Its
character reminds a dance, just an Italian dance – maybe tarantella or
saltarella (see Example 3).

All three tunes are used by Korchmar in Construction whose form bears
the function of an exposition. The tunes played one after the other show
different sides of the character hypothetically thought by Grieg.

Music of the first partition of the concerto sounds like a romantic piece
though the orchestration sometimes is very modern, strengthened according
to norms of the 20th century, going far away from the norms of the 19th

century.
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Example 2. The second sketch of the unfinished
Second Piano Concert by Edvard Grieg

The second fragment – Destruction – must be considered anti-romantic.
The main idea here is deformation of the original material, its conflict with
the orchestral masses, that, so to say, makes dirty the sounding of Grieg’s
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tunes, damages the beauty of his harmony. Its structure is similar to the Con-
struction, though the subjects are replaced. So, Korchmar uses the principle
of contra-exposition.

Example 3. The third sketch of the unfinished Second Piano Concert
by Edvard Grieg
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The final fragment (the largest in the whole structure of the concert
form and the main one after two being preliminary) is named Reconstruction.
Korchmar told in his interview: It is one of the possible variants how to
continue those subjects and on the basis of their interactions create a whole
composition in the character and genre of a one-part concerto of the Romantic
epoch, Lisztian-like, for example. I did not plan to construct this fantasy on
a principle: how could Grieg do it? For sure, he would do it in the other way!
I use a more astringent harmonic language and more compound polyphony
in comparison with Grieg’s time. Up to this, I use the orchestra of a greater
staff (especially by multiplying winds), and its color differs with that being
characteristic for Grieg’s epoch (Êóðíîñîâà 2010: 63). The structure of the
Reconstruction gains the shape of a double set: elaboration + reprise.

The whole scheme3 is the following:

Construction
Moderato

Exposition

A B

Intr. FS SS + CT

No. 0 No. 1 No. 2–3 No. 4–8

4 b. 7 b. 9 b. 36 b.

Destruction
Molto moderato –Allegro molto –Molto moderato

Contra-exposition

A1 B1

Intr. 1 FS1 CT1 + SS1

No. 0 No. 1–3 No. 4–8 No. 9

6 b. 23 b. 38 b. 7 b.

3 Abbreviations in the scheme: Intr. – introduction, FS – first subject, SS – second
subject, CT – closing theme.
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Reconstruction
Allegro vivo–Allegro moderato–Allegretto grazioso–

Allegro moderato–Allegro ma non troppo–Con moto–
Allegretto grazioso–Più agitato–Allegro spirituoso

1st development 1st recapitulation

CT2 FS2 Transitory SS2

Polyphonic
FS3episode

No. 0–1 No. 2–6 No. 7 No. 8–11 No. 12 No. 13–14

11 b. 40 b. 7 b. 42 b. 11 b. 18 b.

2st development + 2nd recapitulation Coda

FS4 Polyphonic
Elements of all subjects SS3 + (contr.+

episode
CT3

cadence)

No. 15–16
No. 17–35 No. 36–37 No. 38–39 No. 40–42 No. 43–44

(cadence)

30 b. 158 b. 17 b. 18 b. 24 b. 18 b.

Structure of the Piano Concerto-Phantasia
In the World of Edvard Grieg  by Grigory Korchmar

Korchmar’s final reconstruction of Grieg’s style in the specially inter-
preted method of style modeling leads to a bright sounding forming Romantic
images in high spirit. The piano texture is romantic like as well, though
doublings sometimes make it heavy and glutinous (see Example 4).

Working on Liszt’s composition model in the last fragment of the
Concerto-Phantasia Korchmar keeps far from its exact repeating but leads
elements of musical texture, syntax and composition to a new quality. One
of the features characterizing the structure of this big concert form is
formation of a large polyphonic form (Vladimir Protopopov’s term: Ïðîòî-
ïîïîâ 1965). Korchmar manages contrapuntal devices with great mastership
and brings in romantic spirit of his Concerto-Phantasia a big portion of
intellectual fest as well.

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a

a
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Example 4. A final fragment (Reconstruction) from the Concerto-
Phantasia In the World of Edvard Grieg  by Grigory Korchmar

Korchmar’s high professionalism is jointed with trembling attitude to
the musical material he is using. In the Concerto-Phantasia In the World of
Edvard Grieg original subjects created by Grieg really are not changed, in
any detail. Only the structure of the orchestra and its managing are modern
and the subjects are worked on in a special manner created by Gregory
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Korchmar. The title of the Concerto-Phantasia itself reminds us of the program
attitude in music. Traditions of program music lead us to romanticism and
Franz Liszt as one of the founders of program music. So a research on
transformation of Liszt’s model in Korchmar’s opus can show how a modern
composer sees or rather feels the main features of Romantic music.

Maybe Edward Grieg in the beginning of the 21st century would compose
similar to Gregory Korchmar, maybe not, but really we are In the World of
Edvard Grieg listening to Korchmar’s Concerto-Phantasia.

In the World of Edvard Grieg  by Korchmar was performed with great
success for the first time in Saint-Petersburg by the Symphonic Orchestra of
the Dmitry Schostakovich Philharmonic Society (Algirdas Paulavichus as a
conductor, Igor Uriash as a soloist). It took several years to get the score of
the Concerto-Phantasia ready for publishing in 2012 by the Compozitor
Publishing House – Saint-Petersburg. Now able pianists – professional per-
formers – are welcome to enrich their repertoire with a fresh piece in concerto
genre. Its bright sounding, masterful construction, inspiring idea of style
modeling invites musicians to co-ordinate their efforts in mastering and
popularizing modern music.

Grigorija Korèmara klavierkoncerts fantâzija
Edvarda Grîga pasaulç: daþi stila modelçðanas aspekti

Marina Èernaja, Svetlana Kurnosova

Kopsavilkums

Grigorijs Korèmars ir Krievijas Komponistu savienîbas Sanktpçterburgas
nodaïas vadîtâjs. Ievçlot viòu ðâdâ augstâ amatâ, kolçìi pauduði cieòu viòa
talantam un aktîvajai radoðajai darbîbai.

Raksta autores uzmanîbas centrâ ir Korèmara klavierkoncerts fantâzija
Edvarda Grîga pasaulç. Ðajâ skaòdarbâ izmantots mums labi pazîstamais
stila modelçðanas paòçmiens, ko 20. gadsimta sâkumâ mûzikas praksç ieviesis
Igors Stravinskis. Mûsdienu komponisti interpretç to daþâdi. Korèmars sekojis
Ferenca Lista kompozîcijas modelim, vienlaikus viòð vairîjies to tieði atdarinât
un pieðíîris mûzikas faktûras, sintakses un kompozîcijas elementiem jaunu
kontekstu. Kompozîcijas tapðanas impulss bija Grîga Otrâ klavierkoncerta
(respektîvi, nepabeigta skaòdarba) tçmu izmantojuma konkurss, kas 1997.
gadâ noritçja Norvçìijâ. Starptautiskâ þûrija pieðíîra otro vietu Grigorijam
Korèmaram.
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Modelçjot stilu, Korèmars ikreiz veido dialogu ar senâka laikmeta mû-
ziku. Lîdztekus klavierkoncertam fantâzijai Edvarda Grîga pasaulç ðeit jâmin
klaviersvîta Par godu Arnoldam Ðçnbergam un vijoïkoncerts Dârgais Sergej
Sergejeviè!. Korèmara radoðajam rokrakstam ir tipiski diskursi daþâdos stilos,
þanros, struktûrâs, instrumentârijâ utt. Plaðais komponista intereðu loks atklâj
viòa izteiksmes daudzveidîbu. Viòa skaòdarbi nereti lîdzinâs radoðiem dis-
putiem ar priekðgâjçjiem komponistiem, radoðâm meditâcijâm par mûzikas
vçstures lîkloèiem.

Korèmara meistarîba un augstâ profesionalitâte iet roku rokâ ar uzma-
nîgu attieksmi pret aizgûto mûzikas materiâlu. Grîga oriìinâltçmas viòa
koncertâ fantâzijâ nav mainîtas. Taèu oríestra sastâvs atbilst laikmetîgajâm
tendencçm, un tçmu attîstîba norit Korèmaram raksturîgajâ îpaðajâ stilâ.
Pats koncerta nosaukums jau apliecina programmatisku ievirzi, tâtad netieðu
saikni ar romantismu un Ferencu Listu kâ vienu no programmatiskâs mûzikas
novatoriem. Komponists intervijâ stâstîja, ka, sacerot koncertu fantâziju,
viòð orientçjies uz Lista simfoniskajiem skaòdarbiem (Êóðíîñîâà 2010: 63).
Tâdçjâdi pçtîjums par Lista modeïa transformâciju Korèmara opusâ ïauj
apjaust, kâ mûsdienu komponisti redz vai, precîzâk, izjût romantiskâs
mûzikas galvenâs iezîmes.

Mçs nezinâm, vai Edvards Grîgs 21. gadsimta sâkumâ bûtu komponçjis
lîdzîgi Grigorijam Korèmaram, vai arî ne; taèu katrâ ziòâ, klausoties
Korèmara koncertu fantâziju, mçs esam Grîga pasaulç.

Atslçgvârdi: skaòdarbs, koncerts fantâzija, þanrs, mûzikas faktûra,
programmatiskâ mûzika, stila modelçðana.

Bibliography

Êóçüìåíêîâà, Îëüãà (2004). Ñòèëåâîå ìîäåëèðîâàíèå â òâîð÷åñòâå îòå÷åñòâåí-
íûõ êîìïîçèòîðîâ 70 – 90-õ ãîäîâ XX âåêà:cèìôîíè÷åñêàÿ è èíñòðóìåíòàëüíàÿ
ìóçûêà . Äèññåðòàöèÿ íà ñîèñêàíèå ó÷åíîé ñòåïåíè  êàíäèäàòà èñêóññòâîâå-
äåíèÿ . Ñàíêò-Ïåòåðáóðã: Èíñòèòóò èñòîðèè èñêóññòâ

Êóðíîñîâà, Ñâåòëàíà (2010). Ñòèëåâûå ãîðèçîíòû ìóçûêè Ã ðèãîðèÿ Êîð÷ìàðà.
Ñîâðåìåííûå íàïðàâëåíèÿ òåîðåòè÷åñêèõ è ïðèêëàäíûõ èññëåäîâàíèé. Îäåññà:
×åðíîìîðüå, 55–67

Ïðîòîïîïîâ, Âëàäèìèð (1965). Èñòîðèÿ ïîëèôîíèè â åå âàæíåéøèõ ÿâëåíèÿõ:
çàïàäíîåâðîïåéñêàÿ êëàññèêà XVIII– XIX âåêîâ. Ìîñêâà: Ìóçûêà



335

The Signs of Scriptural Music Composition:
Between the Changeable and the Ordinary

Mag. art. Violeta Tumasonienë
The Junior Research Fellow of the Lithuanian Academy of

Music and Theatre, Musicological Institute,
Department of Science and Publishing

This article does not present the meanings of scriptural signs as symbols
that may be defined as p r e c i s e l y as meanings in dictionaries or encyclo-
paedias. Nor are scriptural signs a search for an expression of astrological
prophecies in digital or analogical formations of the language of music. They
are not imitations or personifications of a verbal text either. In this article
the scriptural signs of a word and sound chosen by the composer are perceived
as the interaction between the two components in a musical composition. It
deals with scriptural signs as the result of the latter interactions.

One of the most problematic topics of the language of modern religious
music is the meanings of formations sacralizing a musical composition as
well as symbols, archetypes, signs and their use. When speaking of symbolism,
Robert Wuthnow claimed that symbolism is the essence of culture; and
religion possesses a significant cultural dimension. Of course, the idea of a
close link between religion and culture is not new at all. Religion is expressed
through symbols. Neither does it mean that religion consists of nothing else
but culture (Wuthnow 1996: 45).

Two groups of new Lithuanian religious music creators can be distin-
guished: one of them uses excerpts of the Scripture and does not strive for
accepting sacrum as an essential component in religious music. Others endea-
vour to sacralise the piece not only through the texts of the Holy Scripture
but also through elements of musical language. Neither of the groups has
designed a particular language or style of religious music. Despite the latter
remarks, the creators’ courage and push in search of what is religious are
astonishing. Their creative paths lead through radical and unexpected de-
cisions. If we tried to turn back to pre-modern canonical formulae in religious
music composition, we would barely find anything remaining from the past
(Arendt 1995: 231).
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A specific religious style in contemporary religious music is non-existent.
Each piece is completely different from a preceding one. Tools of musical
composition are modern and secular. One may only refer to sacred elements
or even sacralising elements, to be more precise, in the new Lithuanian reli-
gious music. It is perhaps due to this reason why I am using the term ‘new’
Lithuanian music since every new piece of religious music is literally new
and may meet the criteria of newness in music (considering the newness of
the whole rather than the style) where sacralised elements of sound, and
segments and variety of rhythm form unity that is called compositional unity
in the context of style in its conventional perception. Style dimensions can
only be sensed (and not defined) by identifying different ways of musical
formation in the context of a piece as a whole. The language of the new
biblical music of the Lithuanian composers is characterised by attempts to
combine stylistically heterogeneous elements. However, the music of the
most recent times, the so-called early modern period, was not built from
scratch but developed on a rather firm ground of the legacy of the ages gone
by. Biblical, just as secular, music of the early new period developed not in
exceptional creative conditions but in the context of the advantages and
disadvantages of post-modern society. Thus general new music development
trends did not outrun the Scripture-based music: the variety and abundance
of musical language forms interact with texts that are traditionally considered
as revelation-type or sacred. If not for the latter context, biblical music would
not be different from any other new music opus based on poetry or prose
from the written cultural heritage. Therefore, let us discuss Scripture-based
language signs in their interaction with signs of the language of music.

Scheme 1. Structure – substance
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Scheme 2. The substance of signs

The Signs of a Word in the composition are as follows:
— the dimension of a man of God’s faith in the Book of Job in Job the

Loser by Vidmantas Bartulis,
— the birth of the incarnated word in a barn in Bethlehem in Tres Dei Matris

Symphoniae from the Second Symphony Bethleem by Onutë Narbutaitë,
— the construction of a transcendental shrine: God’s existence in a Man

according to 1 Cor 3, 16–19a in Templum Dei estis by Marius Baranauskas.

The Signs of Sound formations:
— general symbol – spiritual essence of the Annunciation in substance of

sounds;
— several seconds-long or small volume structures: moans, complaints;
— contemplation images: gliding formations, dynamic action of vowels

and consonants;
— transcendental meanings: emoveo and ratio interaction; expression of

pain through reciting a sound;
— mystery – movements of volatile, non-specific and rapidly changing

sounds are joined together into a solid undivided mass.

The essence of a Scriptural sign is described by the following: the supra-
natural element is present in the content of a Scriptural word. It can be a
narrative on miraculous events or phenomena exceeding the powers of earthly
nature and man. Supermundane supranatural power is manifested in the
content of a Scriptural action, related to the interference by the invisible
God. The focus is on the activity of God the Son. The words of the prophets
contain supranatural, subsistential, ontic value. Scriptural action includes a
content of phenomena non-existent on earth. Scriptural words show, repre-
sent, embody the desired result achieved in ways other than physical or
mental endeavour by a man. When the remuneration is not comparable with
the one usual on earth but is exceptional, different, exceeding the man’s justice.
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Scheme 3. The substance of signs in language of music

Spiritual music is not necessarily sacred music yet. Some features of
spiritual secular music are the following: contemplativity, transcendentality
(Wojtyùa 1997: 229–231), repetition, meaningful (breath-taking) pauses or
minutes of silence, drawling sound and its structures, few notes. In other
words, it is music for a sophisticated ear, it is pleasant music. However, this
is insufficient for sacred music. It cannot be a thing in itself  (according to
Immanuel Kant; cf. Kant 1787), an object of admiration. Shallow indulgence
in words is not characteristic of this music either. Biblical word cannot be
carelessly taken and used. It includes transcendental content. Contemplation
will be specified, it will have a direction and embody the text, i.e. it will
perceive the text and become its co-author. And biblical stories are not just
stories. They are revelations.

Quite often the sacralised segments or elements come from the heritage
of canonical or traditional music: chorales, litanies, and recurring structures
from Lithuanian folk music (e.g. glees). However, similarly to secular music,
numerous fragmented formations can be seen, the abundance of which forms
the whole. Therefore, in case of contemporary Lithuanian religious music
one may speak about religious or sacred formations that sanctify the music.
The language of religious music is not recognized by solid form of a piece
but rather by the purposefulness of sacralising elements; in other words, by
the conscientiousness of the creators in using them. Therefore, we observe a
confrontation between the language of the music composed by a creator
and the language of the Holy Scripture.
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* * *

The Signs of a Scriptural Word are present in the Vidmantas Bartulis’
oratory Job the Loser (Poor Little Man Job  by www.mic.lt) for mixed choir,
symphonic orchestra and five soloists, in Latin, based on The Book of Job
from the Old Testament (2003). The composer is a wide-ranging artist who
creates a lot of various music. His strong nature found resonance in the dra-
matic story of Job with a rich intention of the orchestra as a biblical actor,
and distinct characteristics of the instruments. As the author explained, the
most challenging task while composing was expurgating the text of the Holy
Scripture; it is not a modern poet you can call and discuss with after all.
However, he maintained the priority on the text in the piece. The composer
took a long time to decide what was to remain, what was of particular
importance and what could be left out (Gaidamavièiûtë 2007: 92). The piece
is of great value not only due to its topic or composition decision; it is also
an expression of the creator reflecting an entire variety of modern beliefs.

Characters:
— tenor – Eliphaz (Eliphaz the Themanite, Teman);
— tenor – Eliu (Elihu the Buzite);
— bariton – Job;
— bariton – Sophar (Sophar the Naamathite);
— bass – Baldad (Baldad the Shuhite, Shuah).

The piece has no breaks, it lasts 60’24’’.
One of the most characteristic Signs of composing is glissando that

symbolizes irony, scepticism, and despair and becomes a very significant
sign of Scriptural text content in the piece. Syllables and separate letters in a
word are emphasized and prolonged by gliding. So is the emotion of the
idea (as something inevitable and impossible to influence and, therefore,
causing despair for a man when he feels unable to do anything himself).
Percussion symbolizes harsh, uneven, irritating, nervous fury of syncopes as
an accumulation of uncontrollable feelings and emotions that is always
organized and does not contrast with the overall emotional expression of
the musical piece. This is a Scriptural sign, the layers of which we can identify
by analysing the composition of the music.

Solo part is an expression of Job’s dialogue with God and his four friends
comforting him. Choir and a fully implemented tutti  with tones gliding up
semitone by semitone and recited glissando theme by mixed choir express
the characteristics of the Devil. This is yet another Scriptural sign.
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By imitating emotions of pain and loss, Bartulis achieved particularly
distinctive effect of a biblical symbol. Syllables are modified by prolonging
the tone and repeating a letter in a biblical word as well as applying dynamic
pressure of a musical sound, e.g. e-r-r-r-r-e. Such expression, especially the
modification of consonants as well as that of vowels and consonants shapes
an archetype of loss, despair, and scepticism. The Scriptural sign acquires vita-
lity as a result of compositional contact between a musical sound and a word.
We can hear an even more distinctive version of such archetype when glis-
sando effect is added, which provides the intonations of pain and loss with
an implication of inevitability and totality. The play of timbres of instruments
in the orchestra is not a goal in itself but rather a significant co-author in cre-
ating the biblical metaphor. We believe that classifying the timbres of the
instruments into those reflecting or even creating certain content of the musical
expression and assigning certain characteristics of characters or topics is im-
proper due to non-canonical nature of the above-mentioned musical pieces.
Signs of musical composition no longer contain specified meaning and are
deprived of the power of classical images. However we decide to assess the
values of the modern age music, we cannot distance ourselves from the post-
modern context characterized by uncertainty and fragmentation. Therefore,
particular importance is given to the creator’s ability to control the overall
structure of the musical composition as a solid material mass of sounds and
words. Here we are faced with the issue of a creator’s talent, the transcendental
aspects of which provide snippets of potential power to control different stylistic
nature and contrasting emotional origins. In a certain sense, the composer, like
a conductor of an enormous orchestra, choir and soloists, has to be able to drive
different elements of the whole into one persuasive and well-combined whole.

SCORE STUDY:
The first bars significantly expose an augmented second b–cis and an

immediately following glissando (see Example 1).

The Job’s complaint contains a narrow-range melody (in quarters and
halves). Strings return again (AI) in incomplete B minor chord; the altos and
baritones in the choir recite b softly (pp) Satan percussit Job (Satan a facie
Domini percussit Iob. Engl. – Satan went forth from the presence of the
Lord, and struck Job with a very grievous ulcer. Job 2:7) (see Example 2).

Two texts are polyphonic recitated: two voices in a choir for each text,
as if polyphonic clashes or separate train rails (every second one of 4). The
text changes and the musical composition and the melody remain unchanged.
Only the reciting on the first sound changes as it crawls upwards in small seconds.
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Later the choir recites b at a non-repeating rhythm (varying rhythm,
a–b), while the strings syncopate a repeating model of a cell within the frame
of incomplete triad B minor.

In the ninth bar the choir melody shifts to reciting c and the strings do
not move. Thus large second c–d is formed. The contrabass is moving as if
sowing the grain like the seed of evil... cis–d–fis–d–cis is introduced.

Complete tone vertical tutti  (e is omitted but c–h semitone remains). In Vln
I the intonation of a moan appears and the second and third one (it reoccurs
throughout the entire piece in various rhythmic modifications) are delicately
modified. The imitation of music written by other composers breaks into
the musical composition – à la motive of Fate in Ludwig van Beethoven’s
Symphony No. 9 (see Example 3).

The entire tutti  score is filled with second-shape wails of different rhythms
and duration in different voices (choir and string parts) (see Example 4).

Example 3

Example 4

The text is repeated in Accinge (To be prepared) canon throughout the
choir voices with baritones emphasizing glissando in Job’s part, which shar-
pens the moan even more: from narrow crawling in seconds to a cry of despair
falling in a seventh and sixth. The text Umbra mortis Quarrr .. (Shadow of
Death; *suspension points mean turning the consonant or vowel) reeee as
glissando to nonn.. and then glissando to innnn vullll..va morrr-tuuus-sum
illustrates a Scriptural sign of extreme pain.

The apotheosis of the Job’s complaint is the words Gitte Domine (O,
Lord ) – a gliding moan in seconds that develops into tonic third. Despair: in
me sunt (are in me) until desss-perr-a-vi (irretrievable) through clenched
teeth and jumping melody until the emotional peek of the final words a glee-
like motive.
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Job’s part consists of two parts: reciting and glissando (Example 5 see
on p. 341).

The above mentioned glissando principle reminds of the text in Templum
Dei Estis by Marius Baranauskas composed in syllabic manner (one note for
each syllable). However, Bartulis’ glissando is not an expansion of a syllable
in a biblical Word but the creation or composition of the Word’s emotion or
its emotional content. Baranauskas creates a rationally composed emotion
by fully merging together two different spheres of artistic expression, namely,
a Word and a musical tone. The tone cuts into the body of a Word’s letter or
syllable and expands the Word’s emotion as if by the Holy Spirit, fully and
completely identifying with it. Bartulis does not merge the Word and emotions
but he rather composes sounds that retell and illustrate the emotion of the
impression that the creator felt; however, it is more similar to illustrating a
situation caused by the Word.

Further totality of the Scriptural sign of a moan is illustrated with varying
rhythm. The pinnacle is the minor second intonation that occurs in the clash of
fifths in flute and oboe parts. This is an expression with strengthened dynamics;
it is unusual for the nature of the melodic and timbre colour of a flute and
oboe. Applying such expression in order to provide dynamics to several or
more sounds, e.g. sounds of cluster-like nature or another horizontal formation,
is more characteristic of strings, percussion or tutti  (strong sound, interchangeably).

A new episode and a varied meter of three fourths starts the part of
Job’s friend Baldad Usquequo loqueris talia et Spiritus multiplex (How long
with thou speak these things, and how long shall the words of thy mouth be
like a strong wind? Job 8:2). Baldad’s part is a dance, consisting of fifths
with return to the lower sound or adding additional sound leading to a fifth.
A fourth and sequences of seconds are seen in the text Tu tamen si diluculo
consur rexeris ad Deum et Omnipotentem fueris deprecatus (Yet if thou wilt
arise early to God, and wilt beseech the Almighty. Job 8:5). A static sequence
of sounds follows, jumping in intervals of fourths, fifths, sixths and sevenths.
The quartet of Job, Eliphaz, Sophar and Baldad consists of two motives.
The first is a jump at an octave and gliding in seconds around the tone; the
second is reciting on c note.

Melodic verticals and horizontals as well as forward-moving tones in
percussion parts occur interchangeably. Toni is repeated while Verbum changes.
In the text Perrr-Perrr.. Job’s part returns. A highly characteristic intonation
of a moan reminding of swinging seconds: In profundis simum infernum dec-
cendent (Most go down into the depth) in turns in bass part: c–h–c–h–h–ais–
h–ais–h–ais–h–b–a–b–a–b–a–gis–a as a glissando occurs in the bass part yet.
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Job’s cry for mercy Miseremini mei (Spare me!) is illustrated total abjec-
tion. The texture of music becomes more vertical, the rhythm becomes less
varied and more static and the meter becomes more stable. A new but, from
the point of view of intonation, already familiar episode appears, namely, a
vibrafone cluster e–f–as–d, against the background of which the dialogue of
Job and Sophar moves in leaps but tradition – all intonation of thirds, fourths,
and fifths is interrupted by apparently accidental seconds. The score is full
of tutti , ninth h–c is lead to c but the Fate motive appears immediately; in
the conversation of the quartet, more trioles, nervously jumping dotted eighth
notes are present. Fate (h) again reminds the ill luck Job had to face. Further
the score becomes thicker, particularly in the parts of woodwind and brass.
Job’s part develops from reciting glissando when the composer does not
indicate the tones (he only writes stems and indicates the length of a note).
Quismihi tribuat ut simjuxta menses Ristinos secundum Dies.. (wish that
“simjuxta Ristinos” months after Day ..): the text is tenaciously stated in
Elihu’s part, quarter notes continue into talking in syllables on half notes
and whole notes. Instrumental movement ff  returns to the 12-bar Epilogue
b tutti  that imitates the beginning. Tile: augmented second – diminished
fourth – major third ( b–cis–f–a) shows highly significant formation of
destruction symbolizing absolute break down not only of a man’s physical
but also spiritual body (flute, percussion, harp, and strings).

Tonal wind-up c–es–g–c indicates a new sparkle of hope. Job’s last
words Scio quia omnia potes idcirco ipse me reprehendo et ago poenitentiam
in favilla et cinere (I know that thou canst do all things. Wherefore I abhor
myself, and do penance in dust and ashes confirmed it) confirm it .

The specific features of Bartulis’ Scriptural signs are linked not only to
emotional but also to visual aspect when clear signs are presented as arche-
types of intensive and strong feelings.

* * *

The creative path of Onutë Narbutaitë is unique. She started Vilnius
cultural yearbook with an oratorio Centones meae urbi (1997) and the image
of multinational Vilnius. In 2003 she composed a trilogy of symphonies for
the Mother of God Tres Dei Matris Symphoniae for mixed choir and sym-
phonic orchestra (duration 61’) and came radically close to the motives of
the New Testament. She is an artist for whom biblical texts serve as a source
of inspiration to create; she is an artist with her own attitude towards sacrum
and profanum, which differs from the theological one.
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The texts of Tres Dei Matris Symphoniae are taken from following
sources:
— Song of Songs 6: 9;
— Ave Maria (biblical motive from the Annunciation by the Angel Gabriel

to the Virgin Mary : Lk 1, 26: 38; 28 – the Angel’s address);
— Gloria (Praise),
— Stabat Mater (biblical motive from Jn 19:25),
— St. Hildegard (the church tradition)1.

The work consists of
— Introitus ,
— Angelus Domini (Angel of God): Symphonia prima (the first symphony),
— Bethleem: Symphonia secunda (the second symphony),
— Mater dolorosa: Symphonia tertia (the third symphony).

The interaction between a Word and Sound in the Second Symphony
Bethleem (Engl. Bethlehem) by Onutë Narbutaitë is original of its instru-
mental – nonspeechifly solution.

Trioles are combined with duoles.

Example 6

The interchange between diminished fifths and fourths creates a unique
(unstable, intangible and abstract) sound. It is even more accentuated by
timbres of a flute as well as flexible and light movements of sounds. It seems
that from wordless depths (con sordino, tutti sul ponticello  by the French

1 See: Onutë Narbutaitë. Works: All Works. Music Export Lithuania .
http://www.mic.lt/en/classical/persons/works/narbutaite?ref=%2Fen%2

Fclassical%2Fpersons%2F41 (30.11.2012.)
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horn and sul tasto by the strings), does the delicate glissando of the violins
extend a mysterious veil, like thick mist on a calm morning, before our eyes,
which listen astonished. Even the ear with the most delicate hearing would
not be able to distinguish the components of the mass of sounds in ppp.
They are too gentle, unexpected and changing rapidly. Silenced, as if hoar-
sened, timbres of woodwinds and brass mix with elusive movements of the
strings and are complimented by the sounds of a harp.

In this seeming chaos each instrument follows its own melodic sequence,
which is not chaotic, it does not fall apart into promiscuous formations where
one could be able to identify dissonance of consonances and vice versa.
Nevertheless, the musical idea is presented and developed horizontally. How-
ever, vertically one can also see certain features – cluster-like formations
(tile g–dis–d /g–a–h–e–fŠ d (dis)–e–f–g–a–h; trombone as–glissandoŒe‹a–g–
f; timpani gŒglissando to f; clarinetto poco crescendo f–ges/gis–a/ais–h).
Glissando are preserved, trioles are as if walking in narrow intervals: major
second, minor third, augmented second etc.

Thus delicate slowly changing musical character is formed. Glissando
is characterised by free sequence of augmented tones, which creates conditions
for a mystical movement of masses of undefined sounds. Gloria , which
appears in the third bar, contains the same feature of uncertainty. Here Glo-
ria is manifested in one prolonged syllable continued in the choir part with
the sounds of instruments not vanishing but remaining in the medium, in the
whole (example: Glo-  in D, 4 bars 7/8 3/4 5/8 3/4; ri - in D, 7/8 5/8 3/8 5/8
3/8 5/8 3/8 5/8 3/8 5/8 = 10 bars; a in D, 5/3/5/3 = 4 bars).

Example 7 shows the words repeated again:

Glo – ri – a in ex – cel – sis De – o

Œ Œ Œ Œ Œ Œ Œ Œ Œ

4t 2t 2t 3t 1t 4t 1t 1t 1t
DŠ A–D A–E A–D–E G–D–G

A–C–D–FisG
A–D–Fis

Example 7

Grave movement is the second phrase of angels praising God: Et in ter-
ra pax ho-mi-ni-bus bo-nae vo-lun-ta-tis.. The syllable Et sounds in three
bars; four parts in the choir are polyphonically developed even though they
seem not to be linked; however, vertically, fifths are formed in the choir’s in
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D part. From the syllable in until the end of the text the descending sequence
of major second, minor major third, perfect fourth, perfect fifth and sixth is
important. The last epizode: brief fluttering of woodwind made of light,
brief and rising (‹) note sequences.

Conclusive reflection: the composer Narbutaitë embodies birth as a
biblical sign through instrumental music and the angels’ song of praise and
thanks, the texts of which reminds of a Scriptural archetype due to its popu-
larity. When there is no continuous development of vocal sequence and vocal
voices appear occasionally, possibilities of composing are expanded to unli-
mited number of instrumental timbres. Subtle dynamic waves unidentifiable
with plain ear and contrasting strength of sounds (pp–ff ) also provide
numerous possibilities for distinctive expression; frequent change in metre
and gliding glissando formations are perceived as Scriptural signs of uncer-
tainty and mystery.

According to Lithuanian musicologist Audronë Þiûraitytë, The frame-
work of Narbutaitë’s works, the tenacity and distinctive unity, within diversity
of its chosen elements, expresses the author’s profound connection with the
tradition of opus music (Þiûraitytë 2002: 153).

* * *

Another solution from the point of Scriptural word and musical tone is
seen in the work of Marius Baranauskas Templum Dei estis (You Are God’s
Temple). It is composed in 2010 for mixed choir of four voices (sopranos,
altos, tenors, baritones I–II), duration 11’21’’.

In this piece Baranauskas used words from the Holy Scripture, New
Testament, the First letter to Corinthians, chapter 3, lines 16–19a. The texts
are in Latin (Baranauskas, 2010: title page)

The piece consists of four movements. In each movement one line from
the Holy Scripture is used. The movements have no titles.

Interaction between a Word and Sound appears as follows.

Movement I
Text in Latin: Nescitis quia templum Dei estis, et Spiritus Dei habitat in

vobis?
Text in English: Don’t you know that you are a temple of God and that

God’s Spirit lives in you?
The word Nes-ci-tis (Don‘t you know? ) covers 3.5 bars in the score, a

five-second pause with a hold of a quarter pause.
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Example 8

The example shows specific musical expression of a word, characterised
by gradual second-by-second sequence of the a sound in two directions and
return to the initial sound: a–ais–as–a. Such sequence of semitones sufficiently
clearly illustrates the emotional shade of the word Nescitis – You don’t know?,
which reflects a question and a doubt.

The word qui-a (really?) continues for 1.5 bars with the same pause as
in the first word.

Example 9

We can see the sound a expanded to three sounds with each one of them
gliding in seconds in its own direction. The sound of augmented fourth and
fifth intervals is formed, which is heard like cluster-like sounds. The musical
expression of both words is characterised by horizontal structure and vertical
movements of tones.

The words Temp-lum Dei (God’s temple) last for 3.5 bars with a four-
second pause and holding. The meter changes in the following way: 4/4 5/4.
Musical pulsation is distributed between the choir voices SI–BI and continued
on a (three times), rhythmical variations contain syncopation. The sequence
d–a (SII–BI) continues hissing Sh[u]–Sh[i]–Sh[u] without words, like a timbre
background. The note h varies in rhythm, the words Templum Dei are
repeated five times. In the end, the word De-i is particularly emphasized
when the sound ais is finally solved with immediate diminuendo to h. What
remains is tonic major second a–h, continued as the organs’ point.
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Example 10

The words es-tis (is in you) et (and) continue in 3 bars with a three-
second hold.

The example 11 shows the tile of the sequence of sounds as well as the
formation of augmented fourth and fifth.

Example 11

The words Spi-ri-tus De-i (God’s Spirit) sound for five bars with a three-
second pause and holding. The word Spiritus (Spirit) is repeated five times.
The middle voices A(I–II)–T(I–II) continue on note h that varies in rhythm
by trioles, while the side voices continue on note a (SI–BII) and (SII–BI) as a
background colour Sh[u]–Sh[i]. The word De-i is emphasized again, a–h
formation is solved by a diminuendo into a–c–cis formation.

The word ha-bi-tat in (lives in you) lasts for four bars followed by three
bars with the text from the beginning Nescitis quia templum Dei estis, et
Spiritus Dei habitat in vobis. This is the text from chapter 1, line 1, which is
identical to the tonic idea of the first movement.

The example 12 shows the same second-by-second sequences of the
sound a, which return to the initial tone A in different order.



350

Mûzikas zinâtne ðodien: pastâvîgais un mainîgais – V

Example 12

Movement II
The words are not presented separately but the whole sentence is taken.

Text in Latin: Si quis autem templum Dei everterit, evertet illum Deus;
templum enim Dei sanctum est, quod estis vos. Text in English: If anyone
destroys the temple of God, God will destroy him; for God2s temple is holy,
which you are.

Example 13

From the 12th zither the following words are added: e-ver-te-rit and
e-ver-tet (are destroying and will destroy). Au-tem, temp-lum, qui-s glide
until De-i. From the 19th zither the episode il-lum De-us begins. From the
24th zither temp-lum e-nim De-i begins and lasts till fff . A five-second pause
with holding occurs again and performs the function of immediate shift
between two different levels of loudness (fff –ppp). And from the 35 th zither
sounds sanc-tum est Dei until the new episode quod es-tis vos (repeated 4
times, no silence or harmonic ending).

Movement III
Text in Latin: Nemo se seducat; si quis videtur sapiens esse inter vos in

hoc saeculo, stultus fiat, ut sit sapiens.
Text in English: Let no one deceive himself. If anyone thinks that he is

wise among you in this world, let him become a fool, that he may become wise.
The movement is very linear with narrow-interval steps, slow movements

of sounds and horizontally fully filled score.
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Example 14

The statics of the sound is varied with the help of rhythm. By repeating
the words more than several times, the composer wants to emphasize the
importance of the idea. In this movement these are the words sapiens and
seculo.
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The example 15 illustrates the vertical sound of the syllable of the word
in the choir:

Example 15

Movement IV
Text in Latin: Sapientia enim huius mundi stultitia est apud Deum.
Text in English: For the wisdom of this world is foolishness with God.
In this movement the Words are covered in notes. Flexible unison melo-

dies, polyphonic plaits of sounds, subtle and clear dynamic movements the
Word’s vowels are present. This characterises careful and highly precise phone-
tic embodiment of the word. The tremolo expression is added to the bywords
and shift from one letter to another happens in the same manner. Syllables
are vertically scattered across full score, e.g. the composer divides the word
Sapientia (Wisdom) to syllables and covers each of them in sounds reminding
of Baroque fioritures. Analogies with the plainsong may be seen too.

Example 16
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Vowels are included in every syllable (a, i, e, i, a: example 17):

Example 17
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They are duplicated and emphasized (strengthened) by other voices in
the choir, e.g. vowel e is repeated in other voices by shifting in the manner of
glissando to the vowel i and ending the word enim with the consonant m
(Baranauskas 2010: title page, special signs). The words huius mundi repeat
the word Sapientia except for the ending di, which is solved in tones. Other
voices duplicate the above-mentioned vowels and consonants in a similar
manner.

The words stultitia est are identically followed by glissando (Baranauskas
2010: title page, special signs) in other voices.

The words apud Deum are characterised by the swinging of vowels a
and u, notes of the same height are repeated in other voices as if they were
an echo of the vowels in other voices in the choir.

A fragment of Movement I from Marius Baranauskas’ Templum Dei
estis perfectly illustrates the constructivism of a biblical Word as well as the
ability of constructivism to become emotional. We can see dynamic expression
of emotionality illustrated in the dynamic scale (example 18) of the fragment
of this movement.

Example 18

We can see unique and authentic dynamics of biblical Words. We also
see how the composer reads this hand-out ready for composition. We do not
find in the hand-out the results of chaotic subconscious but rather of an
emotion created and controlled by mind. They exceed the ordinary canon of
religious music and do not leave unanswered questions pushed to subcon-
scious. The composer Marius Baranauskas composes the image of a Scriptural
sign of a body as a temple by rationally managing the changing emotions in
a musical structure. Through the interaction of a sound and a word a new
Scriptural archetype is formed, the changing dimension of which is the
existence of the sound in the constant existence of the godly Word.
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Svçto Rakstu iedvesmoto skaòdarbu iezîmes:
no mainîgâ lîdz tradicionâlajam

Violeta Tumasoniene

Kopsavilkums

Rakstâ analizçti lietuvieðu laikmetîgo komponistu skaòdarbi, kas sacerçti
periodâ no 1990. lîdz 2010. gadam. Uzmanîbas centrâ ir Svçto Rakstu valodas
zîmju mijiedarbe ar mûzikas valodu Vidmanta Bartuïa oratorijâ Nelaimëlis
Jobas (Neveiksminieks Îjabs, 2003), Onutes Narbutaites Otrajâ simfonijâ
jauktajam korim un simfoniskajam oríestrim Betlçme (no cikla Tres Dei
Matris Symphoniae, 2003) un Mariusa Baranauska kompozîcijâ jauktajam
korim Templum Dei estis.

Uz daþâdu Bîbeles tekstu interpretâciju fona Vidmanta Bartuïa stâsts par
Îjabu tiek uztverts kâ biblisks arhetips: Bîbeles teksts izmantots, lai atainotu
universâlu eksistenciâlu problçmu un tâs rosinâto traìçdiju. Bîbeles struktûras
un jçga tiek transformçta, veidojas jauna mûzikas koncepcija. Svçto Rakstu
zîmes parâdâs nevis savâ sâkotnçjâ bûtîbâ (kas bûtu tradicionâla, parasta
pieeja), bet gan kâ metafora, kura nav saistîta ar struktûru. Tâs uztveramas
kâ derivatîvie simboli.

Rakstâ analizçta arî konstruktîvâ un emocionâlâ elementa mijiedarbe
Mariusa Baranauska darbâ Templum Dei estis. Kâ Svçto Rakstu motîvu
instrumentâla iemiesojuma piemçrs aplûkota Onutes Narbutaites cikla Tres
Dei Matris Symphoniae treðâ daïa Angelus Domini.

Garîgâ mûzika ne vienmçr ir sakrâla. Daþas iezîmes, kas raksturo garîga
satura laicîgo mûziku, ir kontemplatîva ievirze, tieksme uz transcendenci,
liela atkârtojumu loma, dompilnas pauzes vai pat veselas klusuma minûtes,
gari stieptas skaòas un skaòu struktûras, neliels noðu skaits skaòdarbâ. Citiem
vârdiem, tâ ir patîkama mûzika izsmalcinâtai dzirdei. Tomçr sakrâlajai mû-
zikai ar ðîm îpaðîbâm nepietiek. Tâ nevar bût, izmantojot Imanuela Kanta
piedâvâto jçdzienu, lieta par sevi (Kant 1787), vienkârði sajûsmas objekts.
Bîbeles vârdu nav iespçjams lietot bezrûpîgi. Tas ietver transcendentâlu sa-
turu. Kontemplâcijai ir tâ vai cita ievirze, kas ïauj, uztverot tekstu, kïût par
tâ lîdzautoru. Bîbeles stâsti nav parasti stâsti – tâs ir atklâsmes. Reliìiskâ
mûzika paredz sakrâlo elementu mçrítiecîgu lietojumu vai, citiem vârdiem,
sacerçtâju godaprâtu. Tâdçjâdi mçs varam vçrot mijiedarbi starp komponista
izmantoto mûzikas valodu un Svçto Rakstu valodu.

Atslçgvârdi: Svçtie Raksti, skaòdarbs, laikmetîgâ mûzika, zîmes.
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Daþas faktûras îpatnîbas
jaunâkajâ latvieðu klaviermûzikâ

Mag. art. Diâna Zandberga
Íekavas Mûzikas skolas klavierspçles pedagoìe

Faktûra kâ plaðs un daudzfunkcionâls jçdziens iekïauj visus komponista
un atskaòotâjmâkslinieka izteiksmes lîdzekïus – gan skaòdarba struktûras,
gan satura aspektu. Komponista darbs vainagojas ar noðu teksta radîðanu,
un interprets pârvçrð to par dzîvu, skanoðu mûziku – komponista ieceres
rekonstrukciju, savukârt skaòdarba faktûra kâ starpposms koordinç ðo pro-
cesu. Saiknç ar 20. gadsimta intensîvajiem meklçjumiem faktûras jomâ rodas
arî jaunas teorçtiskâs koncepcijas. Tâs aptver visas mûzikas kompozîcijas
tehnikas, þanrus, tai skaitâ arî klaviermûziku, kas daudzu komponistu daiï-
radç ir eksperimentâla joma.

Faktûras tipi tradicionâli tiek klasificçti kâ monodija/monofonija, homo-
fonija, polifonija un to mijiedarbe; taèu 20. un 21. gadsimta mûzikâ ðis
dalîjums ne vienmçr ir pamatots, jo jaunu faktûras formu ievieðana provocç
radikâlas izmaiòas priekðstatâ par mûzikas izklâstu kopumâ.

Tâdçjâdi ðajâ daudzveidîgajâ panorâmâ nevar izcelt vienu galveno
tendenci, vienu bieþâk sastopamo faktûras tipu – mûzikas izklâsta traktçjums
kïûst daudz plaðâks. Jurijs Holopovs un Valçrija Cenova 20. gadsimtu trâpîgi
un metaforiski raksturo kâ laiku, kurð ir kïuvis par trîstûkstoð gadu vecâs
vçsturiski tektoniskâs plâksnes lûzuma periodu (Õîëîïîâ , Öåíîâà 1993:
62). Tajâ notiek visu mûzikas sistçmas elementu pârvçrtçðana un atjaunotne,
kura skar þanru sfçru, skaòas traktçjumu un notâciju, laiku, ritmu un klusuma
fenomenu, harmoniju un neapðaubâmi arî skaòdarbu faktûru.

Mûzikas auduma viendabîgums vai daudzslâòainîba ir bûtiski vienmçr,
tomçr analîzes procesâ priekðplânâ izvirzâs slâòa vai lînijas (balss) kvalita-
tîvais piepildîjums. Mûsdienu mûzikâ kïûst aktuâli jauni faktûras vertikâles
strukturçðanas veidi, kas atspoguïojas arî faktûras teorijâ. Piemçram, Jeïena
Aleksandrova piedâvâ klasifikâciju, kuras pamatâ ir faktûras reljefa un fona
attiecîbu veidi – kontinuâlas, koordinçtas vai subordinçtas sistçmas (Àëåê-
ñàíäðîâà 1988). Poïu muzikoloìe Violeta Pðeha klasificç 20. gadsimta otrâs
puses poïu komponistu klavierdarbu faktûru, nodalot puantilisku, lineâru
un polimorfu izklâstu (Przech 2004). Interesanti, ka ðie faktûras sistemati-
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zâcijas veidi sasaucas ar faktûras lînijas vai slâòa iespçjamajâm sastâvdaïâm
(lineârs slânis, punktu slânis un komplekss slânis), kuras muzikoloìe Tatjana
Kjuregjana minçjusi grâmatas Òåîðèÿ ñîâðåìåííîé êîìïîçèöèè  (Laikmetîgâs
kompozîcijas teorija) nodaïâ par polifoniju ( Êþðåãÿí 2007: 177).

Lai gan abas autores pievçrsuðas uzmanîbu tieði 20. gadsimta otrâs puses
mûzikai, tomçr viòu piedâvâtie klasifikâcijas modeïi noder, arî analizçjot
citu laikmetu skaòdarbus: kâ lineârus un kontinuâlus var apzîmçt polifonâ
izklâsta veidus, kas sastopami visdaþâdâkajos vçstures periodos, savukârt
klaviermûzikâ visbieþâk izmantotajai homofonajai faktûrai parasti ir kom-
plekss (polimorfs) veidojums.

Pievçrðot uzmanîbu m û z i k a s  i z k l â s t a  a t t î s t î b a s  t e n d e n c ç m
L a t v i j a s  k o m p o n i s t u  k l a v i e r d a r b o s , var izsekot, kâ tajos atspo-
guïojas vçsturiskie faktûras funkcionçðanas modeïi. Lai gan latvieðu akadç-
miskâs klaviermûzikas pirmsâkumi ietiecas 19. gadsimta otrajâ pusç, profe-
sionâlu augstâko izglîtîbu Latvijâ mûziíi varçja iegût tikai kopð 1919. gada,
kad dibinâta Latvijas Konservatorija. Pirmie latvieðu komponistu klavierdarbi
ir nesaraujami saistîti ar romantisma estçtiku un ðî stila tradicionâlajiem
mûzikas izklâsta veidiem. Piemçru vidû ir Jâzepa Vîtola (1863–1948), Alfrçda
Kalniòa (1879–1951), Jâòa Zâlîða (1884–1943), Jçkaba Graubiòa (1886–
1961), Jâòa Mediòa (1890–1966), arî Lûcijas Garûtas (1902–1977), Arvîda
Þilinska (1905–1993), Jâòa Íepîða (1908–1989) un Âdolfa Skultes (1909–
2000) skaòdarbi. Daþos no tiem, piemçram, Vîtola Sonatînç si minorâ (1926)
vai Garûtas Etîdçs Steinway ilgskaòas pedâlim (1936), tomçr jau jûtama
saskare ar impresionistisko kolorîta izsmalcinâtîbu. Arî citas 20. gadsimta
sâkuma jaunâs vçsmas – ekspresionisms, vitâlisms, neoklasicisms utt. – ir
atbalsojuðâs latvieðu klaviermûzikâ. Taèu kopumâ tajâ lîdz Otrajam pasaules
karam neapðaubâmi dominçja romantisma tendence.

Jânis Torgâns atzîmç, ka tikai 60.–70. gados latvieðu komponistu jaun-
radç kâ noteikts strâvojums, virziens ienâk mûzikas valodas inovâcijas, kas
saistîtas ar Eiropâ jau aprobçtajâm 20. gadsimta kompozîcijas tehnikâm,
jaunajiem domâðanas principiem un valodas lîdzekïiem – dodekafoniju,
politonalitâti, atonalitâti, sonoriku, aleatoriku u. tml. (Torgâns 2010: 263).
Ðis pavçrsiens atspoguïojas arî klaviermûzikas faktûrâ: Romualda Kalsona
(1936) Variâcijâs (1960) sastopami dodekafonijas elementi, Jâòa Ivanova
(1906–1983) 24 skicçjumos (1966) – politonalitâte, Romualda Jermaka
(1931) Akvareïu pirmajâ burtnîcâ (1966) – dodekafonija un puantilisms,
savukârt Paula Dambja (1936) Treðajâ klaviersonâtç (1968) – bezpedâïu
motoriska faktûra ar sonoriem elementiem; utt.
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Arî 20. gadsimta pçdçjâs trîs desmitgades iezîmîgas ar daþâdâm klavier-
darbu faktûras inovâcijâm; tajâs izpauþas stilistiskâs tendences, kuras zinâmâ
mçrâ ir aktuâlas joprojâm:
— dodekafonijas un puantilisma iezîmes – Artûra Grînupa (1931–1989)

Piecos skaòdarbos (1974);
— sonori efekti un klasteru tehnika – Riharda Dubras (1964) ciklâ Atspulgu

lauskas (1989);
— aleatorikas elementi – Paula Dambja (1936) Desmit etîdçs (1983);
— minimâlisma un repetitîvâs tehnikas iezîmes – Imanta Zemzara (1951)

Faktûrâs (1975), Çrika Eðenvalda (1977) Jûras ainavâ (2000);
— polistilistikas elementi – Imanta Zemzara Varðavas triptihâ (1973).

Ðî raksta ietvaros plaðâk pakavçðos pie tikko ieskicçto tendenèu attîstîbas
un sintçzes v i s j a u n â k a j â  l a t v i e ð u  k l a v i e r m û z i k â, kas tapusi
pçdçjo piecu gadu laikâ – kopð 2008. gada.

Pçtera Vaska (1946) klavierdarbâ Zaïâ ainava (Green Scenery, 2008,
daïa no cikla Gadalaiki ), tâpat kâ miniatûrâ Vasaras vakara mûzika (Music
for a Summer Evening, 2009), dominç repetitîvs korâlisks izklâsts, kurð bal-
stîts latvieðu tautasdziesmu intonâcijâs. Daudzajos atkârtojumos vçrojami
minimâlisma faktûrai raksturîgi attîstîbas paòçmieni. Zaïâs ainavas formveidç
izpauþas rondo iezîmes, kas kopumâ raksturîgas arî vairâkiem citiem kom-
ponista klavierdarbiem, piemçram, fantâzijai Izdeguðâs zemes ainavas (1992).
Refrçna posmos a, a

1
 u. c. (1.a piemçrs1) valda diatonika un samçrâ vienda-

bîga, lineâra akordu faktûra. Tai tipisko izteiksmes sfçru atklâj Vaska vârdi:
[..] vasara ir prieks, spontâns pagânisks prieks (Klavierainavas 88 2012). b
un b

1
 epizodes veidotas vienmçrîgâ figurçtâ kustîbâ: [..] tâ nav nopïautas

zâles smarþa. Tas ir maigs pïavas pilnzieds (Klavierainavas 88 2012). Taèu
kulminâcijas posmâ – c epizodç (1.b piemçrs) – dominç plaða diapazona
akordu izklâsts, kuram zvanu kolorîtu pieðíir bass: ostinçti atkârtota, peda-
lizçta skaòa oktâvas unisonâ ar priekðskani. Ðâda veida izklâsts kulminâcijas
posmos ir komponista individuâlâ stila zîme, tâpat kâ sekojoðâ epizode pp
(remarka Nesteidzot, ar gaiðâm skumjâm) plaða diapazona (decimas intervâli
abu roku partijâs) korâliskâ faktûrâ; kâ atzîst autors, Jâòu vakars man liekas
viens no gada skumjâkajiem brîþiem – viss ir sasniegts, mçs ejam atkal uz
otru pusi (Klavierainavas 88 2012). Daudziem Vaska klavierdarbiem (Rudens
klaviermûzika, Izdeguðâs zemes ainavas) raksturîgs lirisks epilogs – korâlis
kâ mûþîbas simbols. Un, atkal komponista vârdiem runâjot, tomçr paðâ

1 Ðo un turpmâk minçtos piemçrus sk. raksta pielikumâ.
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darba noslçgumâ atgrieþas svçtki – es ticu un vienmçr ticçðu (Klavierainavas
88 2012). To apstiprina tautasdziesmas Pût vçjiòi  citâts figurçtâ akordu
faktûrâ un majestâtisks Do maþora akords noslçgumâ.

Arî Daces Aperânes (1953) klavierdarbu cikla Divi sapòi: I Kantiga 2 II
Arabeska (2011, Dos Suenños: I Cantiga II Arabesco) izklâstâ vokâlais
pirmsâkums ir jûtams visos faktûras lîmeòos – valda dziedoðas melodiskâs
lînijas, kas nereti dublçtas oktâvâs un citos intervâlos.

Kantigas melodikâ, skaòkârtâ un improvizatoriskajâ faktûrâ dominç
spâòu flamenko stila elementi, piemçram, ìitârspçles imitâcija kâpjoðâs
pasâþâs kreisâs rokas partijâ skaòdarba sâkuma un reprîzes posmâ (2.pie-
mçrs). Turpretî impresioniski niansçtâs Arabeskas smalkajâ, netverami vir-
mojoðajâ skaòu audumâ izmantotas divas arâbu skaòkârtas. Ievadposms
veidots minimâlismam raksturîgâ figuratîvâ izklâstâ ar paternu daudzkârðiem
atkârtojumiem (3. piemçrs), savukârt Deciso posmâ figurâcija apvij skumji
aicinoðas austrumnieciskas melodijas, kas brîþiem sasniedz saviïòojoðu,
sakâpinâtu izteiksmi.

Pilnîgi cita tçlainîba piemît ar minimâlisma un repetitîvâs tehnikas
elementiem piesâtinâtajam Edgara Raginska (1984) skaòdarbam Mazâ elek-
troniskâ mûzika  (2012), kas veidots kâ refleksija par pçdçjâs desmitgadçs
populârajiem elektroniskâs deju mûzikas þanriem drum’n’bass, techno un
dubstep, kuros ritms bieþi svarîgâks par citiem mûzikas izteiksmes lîdzekïiem–
melodiju un harmoniju. Enerìiski un vitâli ritmi pamazâm uzslâòojas cits uz
cita minimâlismam raksturîgajâ fâþveida attîstîbâ, pakâpeniski paplaðinâs
diapazons un izklâsts kïûst ritmiski arvien sareþìîtâks, jo neregulâri mainâs
taktsmçrs; viens no piemçriem ir pirmâs fâzes noslçguma posms (4.a piemçrs).
Treðâ attîstîbas fâze balstâs uz klavieru stîgu skançjumu, kas slâpçts ar plaukstu–
âtrâm, ritmiskâm akordu figurâcijâm zemâ reìistrâ; rodas interesants sonors
efekts, kas imitç sintçtisku, elektronisku skaòu. Ritms pamazâm vienkârðojas,
un visas faktûras balsis sinhronizçjas ceturtajâ, pçdçjâ fâzç – House music
epizodç (4.b piemçrs).

Savukârt Selgu Menci (1953), rakstot Salvadora Dali impresijas (Impres-
sions of Salvador Dali, 2011), iedvesmojuðas Dali gleznas ar kûstoðo pul-
ksteòu (relojes blandos) tematiku, to vidû slavenâ Atmiòas neatlaidîba (La
persistencia de la memoria, 1931), kas rosina pârdomas par laika ritçjuma
nenovçrðamîbu, telpas un laika uztveres relativitâti, vairâku dimensiju vien-

2 Kantiga – 13. gadsimta spâòu dziedâjums vienbalsîgâ vai unisona izklâstâ, bieþi
veltîts Jaunavai Marijai.
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laicîgu eksistenci. Vairâku atðíirîgu, vienlaikus skanoðu ritma un metra struk-
tûru aleatorisks uzslâòojums raisa spilgtus sonorus efektus un telpisku krâsai-
nîbu. Tas atklâjas sâkumposmâ, kur daþâdos reìistros imitâcijveidâ sasaucas
galvenâs tçmas elementi, otrajâ posmâ, kur trîs atðíirîgi izklâsta slâòi aptver
ïoti plaðu diapazonu (gandrîz visu klaviatûru), un arî aleatoriskajâ treðajâ
posmâ, kurâ ritmiski vienmçrîgi aleatoriskie kvadrâti vienas rokas partijâ
kontrastç ar dramatiskajiem paâtrinâjumiem un palçninâjumiem otras rokas
partijâ, lîdz sasniedz skaòdarba vçrienîgo kulminâciju. Ðeit izklâsta mobili-
tâtes pamatâ ir ierobeþotâ aleatorika faktûras lîmenî – vairâku faktûras lîniju
vertikâli nekoordinçti uzslâòojumi ierobeþotâ laikposmâ (noðu rakstâ tie
fiksçti t. s. aleatorajos kvadrâtos).

Îpaðu sonoru paòçmienu komponiste izmanto skaòdarba noslçgumâ –
ar kreiso roku bez skaòas tiek nospiesti taustiòi re, La, Re

1
, un kâ gaiða

izskaòa aleatoriski brîvâs, maksimâli âtrâs pasâþâs pamazâm izgaismojas
no virsskaòâm izveidots Re maþora noslçguma akords.

Ar netradicionâliem spçles paòçmieniem latvieðu klaviermûzikâ iezîmîgs
Santas Buðs (1981) skaòdarbs TransparenT (2010). Raksturojot ðo kompozî-
ciju, autore norâda, ka darba nosaukums jçdzieniski un asociatîvi saistâms
ar ko pçc bûtîbas caurspîdîgu, bet vizuâli un strukturâli ar ko atstarojoðu/
spoguïveidîgu, un viss opuss kopumâ idejiski balstîts uz vairâkiem elementiem.

Pirmais no tiem saistâms ar ûdens daþâdajâm îpaðîbâm, tâ ðíietamo
caurspîdîgumu un tomçr tik daþâdo krâsu paleti, kurâ tas izgaismojas
atkarîbâ no saules vai pilnmçness gaismas intensitâtes.

Kompozîcija veltîta pianistei Dzintrai Erlihai, un tieði ar ðo faktu un
mûziíes vârdu saistîts otrs bûtiskâkais darba koncepcijas slânis. Bûtîbâ tâ ir
mûziíes vârda Dzintra  apspçle, to sadalot divos elementos un velkot aso-
ciatîvas paralçles ar katras zilbes skançjumu vai iespçjamo nozîmi.

dzin-: kâ zvanu skançjums, kas saistîts ar rezonçðanu, rezonanðu un
virsskaòu ieskandinâðanu vai jau pieminçto ideju par kâda objekta ienirðanu/
iespçjamu iemeðanu ûdenî.

-tr(a): kâ asociâcijas par trillera apzîmçjuma saîsinâjumu (tr~), kas lieliski
savijas ar ideju par ûdens virsmas vibrâcijâm, viïòoðanos, nekad nerimstoðo
stâvokli un kustîbas momentu, un intensîvas piesâtinâtîbas specifiku (Buðs2010).

Skaòdarbs veidots viïòveida formâ: attîstîbu lîdz kulminâcijas posmam
(58.–59. t.) vieno faktûras kreðendo, kuram seko diminuendo. Pirmais, mazâ-
kais vilnis (1.–25. t.) ietver kulminâciju 23. taktî, bet otrais (26.–85. t.) virsotni
sasniedz 58.–59. taktî. Interesanti, ka abas kulminâcijas zonas (17.–25. t.
un 49.–66. t.) rakstîtas samçrâ tradicionâlâ figurçtâ faktûrâ, kuru bagâtina
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melodiskâs lînijas un slçptâ polifonija. Tomçr visaugstâkâ skançjuma intensi-
tâte tiek panâkta, izmantojot trillerus un tremolo, tâdçjâdi atklâjas kom-
ponistes piedâvâtâ nerimstoðas kustîbas koncepcija – -tr(a).

Îpatnçji, savdabîgi sonorâs faktûras mikroelementi sastopami pârçjos
skaòdarba posmos, kur komponiste izmantojusi spç l i  pa  s t î gâm (iekðpus
klavierçm). Tie ir paòçmieni, kuros pianista roka vai atðíirîgi priekðmeti ir
tieðâ kontaktâ ar instrumenta skanoðo daïu. Tâdçjâdi, spçlçjot uz stîgâm vai
slâpçjot skançjumu ar pirkstu spilventiòiem, plaukstâm vai daþâdiem priekð-
metiem, kïûst pieejamas jaunas instrumenta tembrâlâs nokrâsas, tâs nav
vairs saistîtas ar âmuriòu mehâniku, kura gadsimtiem ilgi vienîgâ pavçra
skaòveides iespçju.

Pamatlicçjs ðim spçles tehnikas veidam jau 20. gadsimta 30. gados bija
Henrijs Kauels (Cowell, 1897–1965), tomçr îpaði spilgtu konceptualitâti un
krâsainîbu spçle pa stîgâm sasniedza Dþordþa Krama (Crumb, 1929) ciklâ
Makrokosmoss (1972–1979). Skaòdarba TransparenT izsmalcinâtajâ faktûrâ
komponiste mçìinâjusi  atrast arvien jaunas instrumenta skançjuma iespçjas.

Ðajâ sakarâ jâizceï trîs paòçmieni, kas plaði izmantoti Krama klavier-
mûzikâ; to nosaukumi vien jau apliecina cita instrumenta spçles tehnikas
ietekmi. No vijoïspçles aizgûti picikato un flaþoleti, bet no arfas spçles –
stîgu glisando. Skaòdarbâ TransparenT kontakts ar stîgu parâdâs vairâkos
veidos, radot daþâdas intensitâtes un dinamikas skançjumu:
— picikato ar dzçðgumiju (skaòdarba sâkums – uztakts);
— picikato ar pirkstgalu (67. t.);
— picikato ar zîmuïa galu (12. t.) – visasâkais no ðiem picikato veidiem.

Savukârt netveramais flaþoletu skançjums tiek panâkts, ar pirkstu
ieskandinot attiecîgu taustiòu un ar dzçðgumiju (1.–10. t., 5.a piemçrs) vai
zîmuïa galu (16. t., 26.–34. t.) mikrohromatiskâ glisando slîdot pa stîgu
norâdîtâ pozîcijâ (no stîgturu galiem lîdz âmuriòiem), kâ arî fiksçjot stîgu
punktâ, lai iegûtu oktâvas flaþoletu. Lai flaþoleti bûtu saklausâmi koncert-
atskaòojuma laikâ, ir nepiecieðama ïoti laba akustika vai arî jâizmanto mikro-
fons skaòas pastiprinâðanai, citâdi nebûs gaidîtâ mâkslinieciskâ rezultâta.

Turpretî mikrohromatiskie glisando pa stîgâm parasti ir labi dzirdami.
Pçc skançjuma dinamikas pieauguma tos var grupçt ðâdi:
— ar pirkstu spilventiòu (11. t.),
— ar nagiem (38., 71.–72. t.),
— ar zîmuïa metâla galu atsitoties pret metâla râmi (13.–15. t.).

Îpaði interesants skançjums tiek panâkts, kombinçjot iepriekðminçtos
paòçmienus. Piemçram, 26. taktî (5.b piemçrs) tâ pati stîga tiek ieskandinâta
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gan tradicionâli – nospieþot taustiòu, gan ar otru roku to raustot, gan arî
vienlaikus radot mikrohromatisku glisando – slidinot zîmuli pa konkrçto
stîgu no stîgturu galiem lîdz âmuriòiem un atpakaï. Ðis paòçmiens pieðíir
faktûrai îpaðu izsmalcinâtîbu, rosinot netverama skançjuma iespaidu.

Puantiliskas faktûras iezîmes sastopamas Jâòa Zandberga (1973) klavier-
darbâ Burla (2012). Ðîs kompozîcijas mûzikas audums veidojas no ritmiski,
dinamiski un artikulatîvi atðíirîgâm konstruktîvajâm vienîbâm, kas sasaucas
un mijiedarbojas daþâdos reìistros (6. piemçrs), tâdçjâdi faktûras reljefa un
fona attiecîbas kïûst nebûtiskas, jo visi izklâsta elementi atrodas aktîvâs
uztveres zonâ.

Arî  Andra Dzenîða (1978) Dorada (2010) pârsteidz ar spilgtiem reìistru
un ritma kontrastiem, tembra krâsu bagâtîbu un galçjâm dinamikas gradâ-
cijâm. Pçc komponista vârdiem, viòu iedvesmojusi spâòu vitalitâte un dzî-
vesprieks, kas valda daudzâs Pablo Pikaso gleznâs, kâ arî daþâdi garðas
iespaidi – ar tiem saistîts arî skaòdarba nosaukums, jo Dorada spâòu valodâ
apzîmç ne tikai îpaðîbas vârdu apzeltîtâ, bet arî lietvârdu jûras karûsa
(Zandberga 2011).

Daþos posmos faktûras komplicçtîba jau rada asociâcijas ar jaunâs sareþ-
ìîtîbas strâvojumu, kas izveidojâs 20. gadsimta 80. gados kâ stilistiska
opozîcija jaunajai vienkârðîbai un minimâlismam. Doradas faktûru raksturo:
— mûzikas materiâla – skaòaugstumu, ilgumu, artikulâcijas un dinamikas–

smalka strukturçðana un detalizâcija; piemçram, 21.–28. taktî (7.a pie-
mçrs) diapazons aptver gandrîz visu klaviatûru no zemâkâs skaòas lîdz
ceturtâs oktâvas rebemol, artikulâcijas paòçmieni – amplitûdu no legato
lîdz asam staccatissimo sffz, savukârt ritma ilgumi iekïauj astotdaïas,
trioles, seðpadsmitdaïas, kvintoles, sekstoles utt., turklât ðie ritmi sav-
starpçji uzslâòojas;

— daudzu parametru, tai skaitâ visa skaòu diapazona amplitûdas mak-
simâls izmantojums. Piemçram, tehniski ârkârtîgi sareþìîti oktâvu lçcieni
abu roku partijâs (labâs rokas partijâ katra oktâva ir aizpildîta ar tritonu:
107.–111. t., 7.b piemçrs) pârsniedz seðu oktâvu diapazonu, turklât
108. taktî kreisâs rokas partijâ vienmçrîgais ritma zîmçjums tiek izjaukts
ar triolçm, kuras neiekïaujas takts metriskajâ dalîjumâ un rada kïûdas
iespaidu;

— metriskâs sistçmas tips ar patstâvîgâm taktsmçra maiòâm, kas ietver
netradicionâlus un iracionâlus dalîjumus attiecîbâ pret citâm skaòdarbâ
sastopamajâm ritma struktûrâm, piemçram, trioïu, kvartoïu, kvintoïu
un sekstoïu kombinçts izmantojums 24. taktî.
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Lai gan ðî skaòdarba izklâsts daþos posmos ir ïoti komplicçts, tomçr
faktûras un figurâcijas jomâ atklâjas savdabîgas novitâtes. Tâdçjâdi roman-
tisma laikmeta zîme – solista virtuozitâte – atgrieþas jaunâ kvalitâtç.

Lîdzîgu tendenci apliecina arî tradicionâlâ, romantismam raksturîgâ
virtuozâ faktûrâ veidotâ Andra Vecumnieka (1964) Quasi Karmena (2010) –
spoþa, asprâtîga parodija par Þorþa Bizç operas Karmena slaveno Habaneras
tçmu, kura pârsteidzoði sasaucas ar Volfganga Amadeja Mocarta Dona Þuana
un Cerlînas duetîno melodiju (opera Dons Þuans), Dmitrija Ðostakovièa
Piektâs simfonijas finâlu un pat Nikolaja Rimska-Korsakova Kamenes lido-
jumu (opera Pasaka par caru Saltanu).

Ðo populâro tçmu izklâstam komponists izmantojis vibrçjoðas faktûras
paòçmienus, kuri plaðâ klâstâ sastopami Ferenca Lista skaòdarbos, tai skaitâ
Augstâkâs meistarîbas etîdçs (Études d’exécution transcendante), îpaði nr.
12 (Putenis/Chasse-Neige). Faktûras vibrato skaòdarbâ Quasi Karmena pa-
nâkts gan ar oktâvu martelato sâkumâ un noslçgumâ, gan ar âtrâm atðíirîga
diapazona figurâcijâm, piemçram, trijslâòu figurçtu faktûru 39.–48. taktî,
kur kreisâs rokas partijâ habaneras ritma figurâcija papildinâta ar âtru hro-
matiskâs gammas viïòveida kustîbu, savukârt labâs rokas partijâ melodija
izklâstîta tremolçjoðos akordos (8.a piemçrs). Savdabîgs vibrçjoðas faktûras
veids ir arî no stîgu instrumentu spçles paòçmieniem aizgûtais glissando
tremolo poco a poco senza metrum 81.–82. taktî (8.b piemçrs). Taèu pârstei-
dzoðu un negaidîtu kontrastu skaòdarbâ ienes Mocarta mûzika – Dona Þuana
un Cerlînas duetîno tçma, kas izklâstîta dubultnotîs; izmantots arî klasicisma
komponistiem tik raksturîgais meþragu zelta gâjiens uz kreisâs rokas oktâvu
tremolo fona (8.c piemçrs).

Analizçtie skaòdarbi apliecina, ka mûsdienu latvieðu komponisti izmanto
visdaþâdâko laikmetîgo kompozîcijas tehniku elementus, tâpçc ir grûti nodalît
faktûras veidus, kas bieþâk sastopami tieði latvieðu klaviermûzikâ. Protams,
var izcelt atseviðíu skaòdarbu radoðo risinâjumu savdabîbu – piemçram,
dziedoðu akordu izklâstu vai latvieðu tautasdziesmu intonâcijas Pçtera Vaska
klavierdarbos, interesantu minimâlisma un repetitîvâs tehnikas traktçjumu
Daces Aperânes un Edgara Raginska kompozîcijâs, neparasta skançjuma
meklçjumus Selgas Mences Salvadora Dali impresijâs un Santas Buðs darbâ
TransparenT, asprâtîgu polistilistisku kokteili Andra Vecumnieka Quasi
Karmena, tâpat uzmanîbu piesaista sareþìîtie daudzslâòainas polimorfas
faktûras tipi Andra Dzenîða klaviermûzikâ. Taèu îpaði jâuzsver, ka ðajos
darbos atspoguïojas 21. gadsimta mûzikas kopçjâ tendence – stilistiskâ
daþâdîba un katra skaòdarba individuâlâs mâkslinieciskâs idejas atklâsme.
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Pielikums
(Noðu piemçri)

1.a piemçrs. Pçteris Vasks. Zaïâ ainava (1.–8. t.)

1.b piemçrs. Pçteris Vasks. Zaïâ ainava (177.–181. t.)
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2. piemçrs. Dace Aperâne. Cikls Divi sapòi : pirmâ daïa Kantiga
(Cantiga, 1.–4. t.)

3. piemçrs. Dace Aperâne. Cikls Divi sapòi : otrâ daïa Arabeska
(Arabesco, 1.–6. t.)
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4.a piemçrs. Edgars Raginskis. Mazâ elektroniskâ mûzika
(136.–139. t.)

4.b piemçrs. Edgars Raginskis. Mazâ elektroniskâ mûzika
(318.–321. t.)
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6. piemçrs. Jânis Zandbergs. Burla (27.–31. t.)
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7.a piemçrs. Andris Dzenîtis. Dorada (21.–28. t.)

7.b piemçrs. Andris Dzenîtis. Dorada (107.–113. t.)
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8.a piemçrs. Andris Vecumnieks. Quasi Karmena (47.–48. t.)

8.b piemçrs. Andris Vecumnieks. Quasi Karmena (81.–85. t.)

8.c piemçrs. Andris Vecumnieks. Quasi Karmena (57.–62. t.)
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Some Textural Aspects of
the Contemporary Latvian Piano Music

Diâna Zandberga

Summary

During the 20 th century, all system of the musical elements are revaluated
and recovered, this process affects many spheres – the genre, notation, time
and rhythm, interpretation of the phenomenon of sound and silence, harmony
and undoubtedly – texture.

While traditional texture types are classified as monody/monophony,
homophony, polyphony and their interaction, but in music of the 20 th and
21st century it does not always remain important in relation to introduction
of new forms of texture. Radical and significant changes refer to the musical
language in general. Consequently, there does not exist one, the most common
type of texture, and the meaning of it becomes much wider.

For example, Russian musicologist Elena Alexandrova provides the
classification of musical texture based on the types of relationships of the
textural relief and phone – continual, coordinated and subordinated systems
(Àëåêñàíäðîâà 1988), while the Polish musicologist Violetta Przech classified
piano texture in works of Polish composers in second half of 20th century as
follows: linear, pointillistic and polymorphic (Przech 2004). Interestingly,
these types of systematization of texture relate to the potential components
of textural lines or layers explained by the author of section about polyphony
and musical language Tatiana Kyureghyan in the book of theory of contem-
porary composition Òåîðèÿ ñîâðåìåííîé êîìïîçèöèè  (Êþðåãÿí 2007: 175).
They are – a linear layer, pointillistic layer and complex layer.

Despite the fact, that the authors focused their attention only on the
music of the second half of 20th century, however, those classifications are
also active in the analysis of musical texture of different historical periods.
The linear and continual textures are often used in polyphonic music, but
the most frequent type of texture in piano music – homophony is usually
complex (polymorphic) formation.

Some important aspects of musical texture reveal themselves also in
analysis of piano works by contemporary Latvian composers, written after
2008. Among them are:
— Pçteris Vasks (1946), Zaïâ ainava (Green Scenery, 2008)
— Dace Aperâne (1953), Divi sapòi: I Kantiga II Arabesko  (Dos Suenños:

I Cantiga II Arabesco, 2011)
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— Selga Mence (1953), Salvadora Dali impresijas (Impressions of Salvador
Dali , 2010)

— Edgars Raginskis (1984), Mazâ elektroniskâ mûzika (Little Electronic
Music, 2012)

— Jânis Zandbergs (1973), Burla (2012)
— Andris Dzenîtis (1978), Dorada (2010)
— Santa Buðs (1981), TransparenT (2010)
— Andris Vecumnieks (1964), Quasi Karmena (Quasi Carmen, 2010)

Taking into account that many contemporary Latvian composers in
their musical language are using a wide range of different elements of contem-
porary compositional techniques (as shown in the analysis of compositions),
it is difficult to talk about the types of textures, which are distinctive and
more common particularly in Latvian piano music.

Of course, it is possible to bring out original creative solutions in the
certain piano works, for example, draw attention to the singing chord texture
and features of Latvian folk song melodies, used in Pçteris Vasks piano music,
interesting elements of minimalism and repetitive technique in compositions
of Dace Aperâne and Edgars Raginskis, unusual sound explorations in
Salvadora Dali impresijas (Impressions of Salvador Dali) composed by Selga
Mence, Burla by Jânis Zandbergs and TransparenT by Santa Buðs, humorous
polystylistic cocktail in Quasi Carmen by Andris Vecumnieks, as well as
complex polymorphic types of multi-layered textures in Andris Dzenîtis piano
music. But the key is the fact, that these works are reflected in the overall
trend of the 21st century music – stylistic diversity of each musical work and
revelation of individual artistic solutions and creative ideas.
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koledþas docente, Rîgas Pedagoìijas un izglîtîbas vadîbas
akadçmijas doktorante un lektore

Vçstures liecîbas râda, ka cilvçks vienmçr tiecies muzicçt un dejiski
kustçties. Arheologu atrastie zîmçjumi uz alu sienâm ïauj secinât, ka lîdztekus
darba instrumentiem mûsu senèi darinâjuði mûzikas un ritma instrumentus,
savukârt cilvçki, kuri attçloti senatnes zîmçjumos, bieþi fiksçti dejisku kustîbu
brîþos. Arî kulta rituâlus pavada mûzika un dejiska kustîba, bet antîkajâs
civilizâcijâs mûzika un deja kïûst jau par mâkslas veidiem. Par to liecina
antîkâ teâtra formu izpçte. Senie hellçòi sauca mûzikas un dejas dievietes
vienas saknes vârdos – Eiterpe (dzejas un mûzikas dieviete) un Terpsihora
(dejas un kordziedâðanas dieviete).

Mûzika un deja ir cieði radniecîgas mâkslas. No procesualitâtes viedokïa
raugoties, tâs saistîtas laikâ, tâm ir arî kopîgas saturiskâs îpaðîbas. Klasiskajâ
horeogrâfijâ mûzika palîdz veidot dejas valodu un attîstîbu. Tâ nosaka tempu,
pieðíir horeogrâfijai noteiktu raksturu. Mûzika un deja norisinâs savstarpçjâ
mijiedarbç, mûzikas attîstîba atspoguïojas skatuves darbîbâ. Tradicionâli
horeogrâfs veido libreta pamatu un komponistam jâsacer atbilstoða mûzika,
vai arî jau eksistçjoðai partitûrai tiek radîta horeogrâfiska versija. Mûzikai
un dejai klasiskâ izpratnç ir kopçja tçlainîba, ritms, metrs, dinamikas kâpumi
un kritumi, laikmeta, vides un personâþu raksturojumi, formveides kom-
ponenti.

Interesanta ir mâkslas pçtnieka Glena Vilsona atziòa: kustîba, tâpat kâ
skaòa, var radît
— tieðas asociâcijas (dabas, pilsçtas atmosfçra u. tml.),
— metaforiskas asociâcijas (sâpes, skumjas, prieks, satraukums),
— nosacîjuma refleksa asociâcijas starp tçmu un emocionâlo pieredzi (vad-

motîvi, kodi, kas parâdâs vairâkkârt) (Âèëñîí 2001: 53–57, 160–164).
Attîstoties laikmetîgâs dejas þanram, mûzika zaudç galveno lomu dejas

veidoðanâ. Nozîmîgi kïûst jauni izteiksmes lîdzekïi íermeòa valodâ, dabiskas
un neizskaistinâtas kustîbu formas, improvizâcija. Mainâs kustîbas un mû-
zikas attiecîbas. Deja inspirç autora un dejotâja subjektîvâs mirkïa izjûtas.
Tçla veidoðanâ galvenâ vieta atvçlçta plastiskajam risinâjumam un spçlei ar
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formu. Deja arvien vairâk zaudç piederîbu kâdam noteiktam stilam, kïûstot
par horeogrâfiskas formas meklçjumiem caur indivîda prizmu, pamatoti
raksta dejas pçtniece Rita Spalva (Spalva 2004: 52–53).

No vienas puses, rodas t. s. lietiðíâ mûzika, no otras, aizsâkas kvalitatîvi
jauns dialogs starp deju un mûziku. Ja dejas izrâdç mûzika ir spçcîgâka par
deju, pçc noskatîðanâs tu varbût vçl ilgi dungo, taèu paðu deju esi jau aizmirsis,
atzîst dejotâja un horeogrâfe Ramona Galkina intervijâ þurnâlam Mûzikas
Saule (citçts pçc: Eglîte 2006: 24). Mûzika iegûst filozofisku nozîmi; piemç-
ram, Morisa Beþâra (Bejart, 1927–2007) horeogrâfiskajâ iestudçjumâ Ballet
for Life  (1997) Volfganga Amadeja Mocarta un britu rokgrupas Qeen mûzika
traktçta kâ paðvçrtîba, tajâ atrodamas epizodes (The Show Must Go On
u. c.), kur kustîba ir skaòai pakârtots elements, mûzikai ir galvenâ loma. Arî
Olgas Þitluhinas dejas izrâdç Quick Time Player Vinèenco Bellîni, Gaetâno
Doniceti un Dþuzepes Verdi operârijas liek izjust mûþîgo vçrtîbu nemainîbu
mûsdienu dzîves âtrajâ ritmâ, kas atainots nedaudz ironiskâ farsa manierç.
Deja un mûzika tuvinâs laikmetîgai teâtra izrâdei. Þanru izplûðana, saplûsme
un pârklâðanâs ir vispârçja tendence laikmetîgajâ mâkslâ. Nereti ir prakse,
ka mâkslas darbu kâ vienlîdzîgi radîtâji veido mûziíi, horeogrâfi, vizuâlo
mâkslu pârstâvji, norâda interneta þurnâla Dance.lv redakcija (Dance.lv
þurnâla redakcija 2011: 46).

Improvizâcija kâ dejotâju un mûziíu sadarbîbas forma mûsdienâs ieòem
arvien nozîmîgâku vietu. Latvijas publikai bija iespçja 2005. gadâ vçrot Bobiju
Makferinu ( McFerrin), kurð a cappella dziedâjumâ un beatbox tehnikâ pava-
dîja brîvprâtîgos dejotâjus no publikas rindâm. Mûziíis toleranti pielâgoja
savu improvizâciju dejotâja izraudzîtajai manierei, un tieði viòa neatkârto-
jamais sniegums arî izraisîja publikas ovâcijas. Raksturojot mûzikas lomu
mûsdienâs, mâkslinieks atzîst: Man nepatîk koncentrçt uzmanîbu uz to, kas
atðíir daþâdus mûzikas veidus; mani daudz vairâk interesç kopîgais tajos
(citçts pçc: Raginskis 2011: 58).

Improvizâciju ar fonçmâm, vârdu spçli un arî skatuves darbîbas dejiskus
elementus mûziíu izpildîjumâ varçja vçrot izrâdç Speaking Dance, ko 2006.
gadâ Lielbritânijâ iestudçjuði britu horeogrâfs Dþonatans Barouzs (Burrows)
un itâïu komponists Mateo Fardþions (Fargion). Izrâdç izmantoti daþâdi
skaòu kodi no teksta elementiem, veidojot spçles un saspçles kompozîciju;
tâdçjâdi radîta oriìinâla, mûsdienîga skaòu partitûra.

Olgas Þitluhinas dejas kompânija eksperimentçjusi, improvizçjot kopâ
ar perkusionistu Dzintaru Vîksnu, pianisti Ingu Gaili un grupas Dzelzs vilks
mûziíiem. Savdabîgu improvizâcijas sesiju 2005. gadâ piedâvâja Orena Tið-
lera vadîtâ Vertigo deju kompânija (Oren Tishler Vertigo Dance Company)
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Izraçlâ. Tajâ savijâs gan savstarpçja ieklausîðanâs un sadarbîba, gan negai-
dîtas provokâcijas, kas dinamizçja attîstîbu; audiomateriâls tapa paðâ uzve-
duma gaitâ, improvizatoriski.

Paðizpausmes mçrs ir tik dziïð, apjomîgs un nozîmîgs, cik un kâdâ mçrâ
caur to atklâjas cilvçka bûtîba, noteikti personîbas aspekti, raksta kultûr-
vçsturnieks Pçteris Zeile (Zeile 1987: 73). Tâtad improvizâcija ir uztveres
un pârdzîvojumu atveids. Mûsdienu mûzikas skaòu paletç stabilu vietu ieòem
daþâdi trokðòi, t. s. skanoðie þesti, èuksti, cilvçka runa nevis kâ satura at-
klâsme, bet kâ îpaða, mâkslinieciska skaòas jaunrades izpausme. Mûzika
horeogrâfiskos darbos jâvçrtç integrçti, dejas kontekstâ, tâdçï tâ grûti pa-
kïaujas tradicionâlajâm skaòdarbu analîzes metodçm.

Laikmetîgajâ mâkslâ kvalitatîvi jaunâ gultnç ievirzîjusies horeogrâfa
un komponista sadarbîba. To nosaka ne tikai laikmetîgâs horeogrâfijas îpat-
nîbas un attîstîbas tendences, bet arî jaunas vçsmas skaòas laukâ. Eksperi-
menti skaòas procesçðanâ, semplçðanâ, spektrâlâs mûzikas radîðanâ bieþi
prasa ne tik daudz tradicionâlâs komponista prasmes, cik tehnoloìiskas zinâ-
ðanas. Dîdþejs kâ skaòas radîtâjs un skaòas reþisors ieòem vietu uz skatuves
blakus dejotâjiem daudzos laikmetîgâs mâkslas projektos. Tiek pretstatîti
un sapludinâti daþâda tipa skaòas avoti – mûzikas instrumenta radîta skaòa,
apkârtçjâ pasaulç sastopama skaòa un elektroniski radîta skaòa, kura dabâ
pati par sevi neeksistç. Komponists Dþons Keidþs (Cage) un horeogrâfs Merss
Kaningems (Cunningham) sacerçja saviem uzvedumiem katrs atseviðíi
mûziku un horeogrâfiju, tad lika to kopâ un eksperimentçja ar suverçni vei-
dotâ materiâla mâkslinieciskajâm nejauðîbâm un spontânajâm sakarîbâm.

Mûsdienâs, strâdâjot pie skaòdarba, komponistam palîdz daþâdas tehno-
loìijas. Kâ piemçru var minçt algoritmisko kompozîciju filmâ Farinelli (1994),
kur datorizçti savienotas soprâna Evas Malasas-Godlevskas (Malas-God-
lewska) un kontrtenora Dereka Lî Ragina (Ragin) balsis.

Mûziía un horeogrâfa sadarbîbâ parasti horeogrâfs nosaka mûzikas
struktûru atbilstoði dejai. Ilgstoði veiksmîgas sadarbîbas piemçru vidû ir
horeogrâfes Olgas Þitluhinas un grupas Dzelzs vilks mûziía Jura Kaukuïa
kopîgie projekti. Mçs nospçlçjâm frâzi, kas sastâvçja no astoòas reizes at-
kârtota melodiskâ motîva. Olga palûdza to spçlçt vçl astoòas reizes – kopâ
sanâk 72!, stâsta Juris Kaukulis intervijâ raksta autorei 2012. gada 27. aprîlî
(Kaukulis 2012). Radot mûziku horeogrâfiskam iestudçjumam, viòð mazâk
uzmanîbas velta skaòas modificçðanas paòçmieniem, piemçram, filtrçðanai,
mikrohromatikai, transpozîcijai, bet vairâk formai, kuru savukârt spçcîgi
ietekmç metroritms. Protams, arî skaòkârta un instrumentâcijas savdabîba
sniedz informâciju par vidi, identitâti, veido noskaòu. Horeogrâfiska iestu-
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dçjuma mûzikai raksturîga izteiksmes lîdzekïu ekonomija un pârdomâta
struktûras koncepcija.

Parasti komponistiem nepatîk, ja kâds iejaucas, palîdz, pat diktç notei-
kumus, liek bût klât mçìinâjumos, liek skatîties uz to, kas notiek, kâ dzimst
kustîba. Man tas ir ïoti svarîgi, man nepatîk strâdât ar gatavu materiâlu, ir
interesanti kopâ apspriest gan dejiskâs, gan muzikâlâs idejas, atzîst Olga
Þitluhina (Þitluhina 2006).  Viòas vadîtâ dejas kompânija kopâ ar grupu
Dzelzs vilks iestudçjusi septiòas dejas izrâdes. To vidû ir 2004. gadâ tapuðais
uzvedums Kad pûcei aste ziedçs, kurð 2012. gadâ atjaunots.

Izrâde sâkas ar ievaddaïu – lçnu elektronisko bîtu. Dejotâju darbîba
ataino sadzîvisku vidi. To nomaina Old piano  posms (skançjums kâ zemu
temperçtam klavesînam) – seðu taktu periods vairâkkârt atkârtojas kâ strofu
formâ. Mûzikai ir galvenâ loma, tâ mehâniski regulç dejotâju darbîbas, dejai
vçl nav savas koncepcijas un mçrítiecîgas virzîbas. Epizode strauji pârtrûkst;
seko minora tonalitâtes sempli ar stîgu instrumentu kontrapunktu; uzbûvei
skaldoties, skançjums saplûst vienotâ kolâþâ un lçni izgaist. Skaòas celiòu
veido dejotâju a cappella dziedâjums. Ievaddaïa beidzas.

Turpinâjumâ atklâjas dalîbnieku individualitâte; mûzikâ dominç skaòu
impulsi, kas sniedz signâlu kustîbai, tâtad attîstîbas dzinulis joprojâm ir skaòa.
Dalîbnieki aktîvi reaìç ar kustîbâm. Nâkamo posmu caurvij kontemplatîvas
pârdomas, kas tvertas jau filozofiskâ, nevis intuitîvâ lîmenî. Ðeit skaòas pastip-
rinâjums (ostinato posms divu periodu apjomâ) pâraug ekspozîcijas kulmi-
nâcijâ, kas veidota kâ mûziíu solo psihodçliskâ roka stilâ ar spilgtiem gaismas
dizaina efektiem. Mûzikas iespaidâ arî turpmâko horeogrâfisko darbîbu
raksturo spçka un kustîbu amplitûdas pieaugums, tempa paâtrinâjums. Izstrâ-
dâjuma otrajâ posmâ skaòas celiòð rada priekðstatu par mistiska meþa ainâm,
iztçlojoðâm elektroniskâm skaòâm. Ðeit gan kustîbâ, gan mûzikâ valda mek-
lçjumi, nenoteiktîbas un apjukuma gars. Mûzikas valoda ir atonâla, ametriska
un mikrohromatiska. Filozofiskajai gaisotnei pârtopot emocionâlâ, mûzikas
materiâls sakârtojas un iegulst astotdaïu kustîbâ, atbalstu sniedz divas harmo-
niskâs funkcijas –A/E un A11#/E. To nebeidzams atkârtojums rada apliecinâ-
juma un stabilitâtes izjûtu, priekðstatu par horeogrâfiski izlîdzinâtu, plastiski
plûstoðu kustîbu ritçjumu. Mûziku un kustîbu caurstrâvo spçks un apòçmîba,
skançjumu bagâtina distortion ìitâra, pieaug dinamikas gradâcija, veidojas
destruktîva harmonija, bet mûzika nerod situâcijas risinâjumu; to turpina
meklçt kustîba, kurai skaòu veido paði tâs izpildîtâji; seko kritieni un citas
aktîvas darbîbas, tâdçjâdi radîta savdabîga kritienu, cilvçka elpas un balss
skaòas kolâþa. Darbîba sinhronizçjas dinamiskâ unisonâ, iezîmçjot nâkoðo
kulminâciju.
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Seko melodiski neitrâls, bet ritmiski spçcîgs basso ostinato fragments.
Horeogrâfija ðeit nav mûzikas pavadone, tai ir savs frâzçjums – motîvi skal-
dâs, lîdz izgaist, sastingst. Arî mûzikas skançjums noplok, lai gan meklçjumi
vçl turpinâs dinamiski un melodiski kâpjoðâs un krîtoðâs sonorâs frâzçs,
taèu izstrâdâjums beidzas ar neskaidrîbu un turpmâku meklçjumu gaidâm.

Otrâ daïa veidota kâ reprîze ar notikumu izklâstu stretveidâ; ðeit dominç
vadmotîvu princips. Asinhronitâte mijas ar sinhronu mûzikas un kustîbas
attîstîbu, mûzika padziïina un papildina skatuviskâs norises. Savukârt kus-
tîbas impulsi provocç mûzikas motîvu maiòu vai arî to apstâdina.

Izrâdes mûzika fiksçta arî izdevniecîbas Upe tuviem un tâliem izdotajâ
CD ierakstâ (Kad pûcei aste ziedçs 2006).

Drîz vien, 2006. gadâ sekoja nâkamâ Olgas Þitluhinas dejas kompânijas
izrâde – Un atkal par to paðu. Mâkslinieciski daudzveidîgâ un oriìinâlâ re-
dzçjumâ tâ vçstî par mîlestîbas jûtâm. Grupas Dzelzs vilks mûziíi Juris
Kaukulis un Kaspars Tobis ðajâ iestudçjumâ spçlç sev neierastus instrumen-
tus – akordeonu un mandolînu. Skançjums ir viegls, kamerstila izrâdei atbil-
stoðs, savdabîgâ instrumentâcija nedaudz akcentç tradicionâlâs mûzikas
nokrâsu, tomçr vienlaikus divi instrumenti spçj imitçt vesela oríestra tembru
paleti. Instrumenti izmantoti visplaðâkajâ spektrâ – mandolînas korpuss noder
perkusîviem efektiem, sastopamas skaòas, kas atveido cilvçka emocijas un
nav pielîdzinâmas mûzikas instrumentu radîtâm, homofons skançjums mijas
ar polifonu, legato ar portamento. Brîþiem mûzika atgâdina mçmâ kino pava-
dîjumu. Kopumâ vçstîjums ir sirsnîgs, daþviet ironisks, un smaids no skatîtâju
sejâm gandrîz nenozûd, darbîba notiek publikas emocionâlâ komforta zonâ.

2006. gadâ tapis muzikâli savdabîgs, eksperimentâls dejas projekts CW,
kas atspoguïo jaunus meklçjumus daþâdu mâkslu pârstâvju sadarbîbâ. Kon-
cepcijas autors ir fotogrâfs Âdams Rameikis (Ramejkis). Viòð sagatavojis
foto slaidus un nodevis horeogrâfei Ilzei Zîriòai, kura to iespaidâ arî radîjusi
horeogrâfisko versiju. Dejotâju kostîmi ir baltâ krâsâ, tâpçc dejotâji ir sav-
veida ekrâns foto projekcijâm izrâdes laikâ. Savukârt horeogrâfisko versiju
Ilze Zîriòa nodevusi komponistei Dainai Klibiíei (tagad Molvikai), kura
foto nav redzçjusi. Mûziku viòa radîjusi, iedvesmojoties no dejas, un nodevusi
savu darbu rakstniecei Lailai Rolstadai (Rolstad), kura nav bijusi pazîstama
ar topoðâ iestudçjuma foto slaidiem un horeogrâfiju. Rolstada sacerçjusi
mûzikas aprakstu brîvâ literârâ formâ un nodevusi to grafiskajai dizainerei
Jûlijai Þitluhinai, kura veidojusi izrâdes afiðu un vizuâlo reklâmu, iedvesmo-
joties tikai no teksta.

Projekta mçríis bija radît mâkslas produktu íçdi, kurâ katram mâksli-
niekam ir zinâms tikai iepriekðçjais íçdes posms. Gala izrâde apkopo piecus
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individuâli tapuðus darbus, kuri ietver daþâdas mâkslas jomas. CW pierâda,
ka ðâda veida sadarbîba starp mâkslâm ir iespçjama.

Jauni meklçjumi vçrojami horeogrâfa Valçrija Oïehno iestudçtajâ izrâdç
Bez vadiem (2011), kas iekïauta Ìertrûdes ielas teâtra repertuârâ. Tajâ
piedalâs dzejnieks un trîs dejotâji, kuri ne vien dejo, bet arî spçlç instrumentâlo
pavadîjumu; tas ir liels izaicinâjums, jo kâ skaòas avots kalpo arî daþâdi
izrâdç izmantotie priekðmeti. Ritma partitûra izdevusies interesanta un daudz-
veidîga, un arî tâs emocionâlais vçstîjums sasniedz skatîtâjus un iedvesmo
pozitîvai domâðanai.

* * *

Pçtîjumâ aplûkotie jaunie paòçmieni skaòas un kustîbas attiecîbu vei-
doðanâ, kâ arî mûsdienu mâkslas tendencçm atbilstoðâs sadarbîbas formas
starp daþâdu sfçru profesionâïiem apliecina, ka s e k m î g â k a  h o r e o g r â f a
u n  m û z i í a  s a d a r b î b a  v e i d o j a s ,  j a  m û z i k a s  a u t o r s
— prot komponçðanas prasmes savienot ar sadarbîbas prasmçm,
— ir atvçrts citiem mâkslas veidiem,
— spçj improvizçt, jo daudzas lietas nâkas mainît tieði radîðanas procesâ,
— brîvi pârvalda daþâdus mûzikas stilus un þanrus,
— spçj uztvert kustîbas impulsu un to, cik intensîvi skaòa atbalsta vai

virza kustîbu,
— apliecina interesi un spçjas eksperimentçt ar skaòas un kustîbas impul-

siem, veidojot saspçli un formu.

M û z i k a  l a i k m e t î g â s  d e j a s  i z r â d ç  v e i d o  k v a l i t a t î v i
j a u n a s  k o n c e p c i j a s:
— pçta un attîsta iekðçjos impulsus,
— veido mobilas un atvçrtas formas,
— iedarbojas pçc atðíirîga dinamiskâ plâna, veidojot augsni skatîtâja

asociâcijâm,
— integrç jaunus mûzikas parametrus visos lîmeòos,
— atspoguïo kompozîcijas tehniku sintçzi.

Kop îgâs  t endences  mûz i kas  un  de jas  mâks l i n i ec i s ka j âs
i z p a u s m ç s  i r  ð â d a s:
— tiek atmesta tiekðanâs uz daiïo un harmonisko kâ galveno vçrtîbu,

vçrojama ironija par izskaistinâtîbu,
— mâkslas darba dramaturìiju veido emocionâlais diktâts, nevis siþets,
— skaòa un kustîba nosaka mâkslas darba struktûru,
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— vispârinâtas asociâcijas rada skatîtâju atðíirîgu asociatîvo redzçjumu,
— viena mâkslas darba ietvaros tiek sintezçti daþâdi stili,
— robeþas starp deju un mûziku kïûst trauslâkas,
— raksturîga ir mâksliniecisko izpausmju integrâcija (videoprojekcijas,

dzîvais mûzikas izpildîjums uz dejas skatuves un otrâdi, kustîbas un
skaòas procesçðana, datorizçta apstrâde dzîvajâ izpildîjumâ utt.),

— ironija vai ðíietama kïûda tiek izmantota kâ izteiksmes lîdzeklis,
— forma ir attîstîbas avots un konstruktîvais pamats.

Tâdçjâdi izkristalizçjas vairâki secinâjumi:
1) skaòas dizaina tendencçs vçrojama pâreja no mûzikas un dejas paralçlas

darbîbas uz asinhronu, savstarpçji nesaskaòotu darbîbu,
2) mûzika paspilgtina dejas valodu asociatîvâ lîmenî,
3) noris poliritmijas un aritmijas parametru integrâcija,
4) veidojas kvalitatîvi jauna dialoga attiecîbas,
5) raksturîgas ir integratîvas, multimâkslinieciskas improvizâcijas formas.

Sound Design Trends at a Contemporary Dance Performance

Inga Gaile

Summary

As far as the research dates back, humans have always been drawn to
make music and to do dance moves. Ancient cave paintings discovered by
archaeologists show that along with work tools our ancestors would depict
the most ancient music and rhythm instrument, and the people depicted in
ancient drawings are indicative of the origins of dance-like movements. Cult
rituals were accompanied by music and dance-like movements, and in antique
civilizations music and dance became a type of art. Here one may speak of
the forms of the antique theatre. Ancient Hellenic music and dance goddesses
would be given names with the same word roots – Euterpe and Terpsichore.

Music and dance are closely tied forms of art. From a processual point
of view these are linked in time and have mutual characteristics in contents.
In classical choreography music helps create the dance language and its
development. It determines the tempo, grants choreography a certain cha-
racter. Music and dance take place in mutual interaction, and the development
of music is reflected in actions on stage. Traditionally the choreographer
determines the basis of libretto, based on which the composer has to create
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music, or choreography is created based upon an existing musical score. In
a classical sense music and dance have mutual rhythm, metre, texture, a
certain development of contents and plot, dynamic rises and falls, an atmo-
sphere characterizing a certain era, environment and the character, as well
as the form-developing components.

Just like sound, movement can create direct associations (imitation –
birds, animals), metaphoric associations (pain, sorrow, joy, excitement) and
the conditional reflex associations between a theme and an emotional
experience (leitmotifs, multiply reoccurring codes).

As the contemporary dance genre develops, music loses its determining
role in the development of dance. New means of expression within bodily
language gain significance along with natural unprettified forms of move-
ment, improvisation. The relationship between movement and music changes.

On the one hand, music becomes a usable or applied music, and on the
other hand, it gains qualitatively new dialogue relationships.

The art of dance coming closer to contemporary theatre is noticeable,
yet at the same time a blurring, fusion and overlapping of genres is observed.
This is a general tendency in contemporary art. Many times a work of art is
equally created by musicians, choreographers and representatives of visual
arts.

Nowadays improvisation as a form of cooperation between dancers
and musicians becomes increasingly significant. The Olga Þitluhina dance
company has experimented by improvisation together with the percussionist
Dzintars Vîksna, the pianist Inga Gaile, and the musicians form the band
Dzelzs Vilks. Oren Tishler (Oren Tishler Vertigo Dance Company, Israel)
created an unusual improvisation session in 2005. It was a blend of moments
of listening to each other and working together, as well as sudden provoca-
tions serving as dynamic factors of development.

The cooperation between choreographers and composers has found a
qualitatively new meaning. It is constituted not only by peculiarities of con-
temporary choreography and its development tendencies, but also by new
trends in the field of sound. Search and experiments in the processing and
sampling of sound, creation of spectral music often demand technological
knowledge more than composing skills. A deejay as a creator and director
of sound takes his/her place on stage next to dancers in many contemporary
art projects. Types of sound sources are being contrasted to each other and
blended together – sound created by a musical instrument, sound of the
surrounding world and electronically produced sound, which does not exist
in itself in the nature.
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Various types of art can work together, by creating a finished work,
which is constructed by influences from other types of art.

S u c c e s s f u l  c o o p e r a t i o n  b e t w e e n  a  c h o r e o g r a p h e r  a n d
m u s i c i a n  d e v e l o p s  i f:
— composing skills are subjected to cooperation skills;
— improvisation skills are observed, many things need to be changed

directly within the process of creation;
— free access to various musical styles and genres;
— the ability to perceive a movement impulse, to the extent to which an

intensive sound supports movement;
— an interest and ability to experiment with sound and movement impulses,

to develop interplay and form.

I n  a  c o n t e m p o r a r y  d a n c e  p e r f o r m a n c e  m u s i c  d e v e l o p s
q u a l i t a t i v e l y  n e w  c o n c e p t i o n s:
— it studies and develops the inner impulses;
— it develops mobile and open forms;
— music and dance function according to a different dynamic plan, by

paving the way for the observers’ associations;
— integration of new musical parameters on all levels;
— synthesis of composition techniques.

M u t u a l  t r e n d s  w i t h i n  t h e  m u s i c  a n d  d a n c e  a r t i s t i c
e x p r e s s i o n  t r e n d s:
— striving for the beautiful and the harmonic as a value is lost. There is

irony towards prettifying;
— movement and sound as a value in the search for the origins, impulses

and the process of artistic research;
— the dramaturgy of a work of art is created by an emotional dictation,

rather than the plot;
— sound and music serve as a structure for the work of art;
— generalized associations create a different associative view of the

observers;
— innovative tools for the creation of a rhythm score;
— combination of various styles and their synthesis within a single work

of art;
— borders between dance and music become more fragile;
— integration of artistic expressions – video projections, live music perfor-

mance and dances on stage and vice versa, painting colour on canvas
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with the help of dance, processing of music and sound within live perfor-
mances, etc.

— non-traditional venues, moving outside the stage;
— irony or mistake as a means of expression;
— form as a source of development and construct.

Conclusions:
1) changes are observed within sound design tendencies – from a parallel

action between music and sound to an asynchronous, differently struc-
tured action;

2) music enhances the dance language on an associative level;
3) integration of parameters of polyrhythmic and arythmics;
4) qualitatively new dialogue relationships;
5) integrative, multi-artistic forms of improvisation.
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IV. ATSKAÒOTÂJMÂKSLA
UN MÛZIKAS PEDAGOÌIJA

Daþas Volfganga Amadeja Mocarta klavierdarbu
interpretâcijas problçmas

Mag. paed. Gaïina Zavadska
Daugavpils Universitâtes lektore

Viena no vissvarîgâkajâm un sareþìîtâkajâm
atskaòotâjmâkslas problçmâm ir stila izjûtas iz-
kopðana.

Aleksandrs Goldenveizers
(Óðîêè Ãîëüäåíâåéçåðà 2009: 55)

Ievads

Laikmetîgo atskaòotâjmâkslu raksturo arvien pieaugoða intelekta loma.
Viena no ðîs tendences izpausmçm ir tiece uz stilistiski adekvâtu atskaòojumu,
ko daudzi ievçrojami interpreti atzîst par mûziía morâlo pienâkumu. Taèu
vienlaikus jâòem vçrâ: mûzikas atskaòojums arvien ir jaunrade. Mûsdienâs,
piemçram, baroka komponistu darbi skan citâdi nekâ viòu dzîves laikâ – to
ietekmç gan paðas atskaòotâjmâkslas metoþu maiòa, gan mûsu dzirdes pie-
redzes bagâtinâðanâs ar vçlâko laikmetu mûziku.

Tâdçjâdi atskaòotâjmâksla ir skaòdarba atkârtota radîðana un atveide,
lîdzîgi kâ komponçðanas jaunrade ir apkârtçjâs pasaules atspoguïojuma
process. Tieði tas arî nosaka atskaòotâjmâkslinieka darbîbas radoðumu.

Stils un interpretâcija

Stila jçdziens mûzikâ ir gan estçtiska, gan arî vçsturiska kategorija.
Ludvigs Kârkliòð ar stilu (lat. stilus < gr. stylos irbulis rakstîðanai) saprot
mâkslinieciskâs izteiksmes lîdzekïu, daiïrades paòçmienu un tçlu sistçmas
veselumu, ko nosaka satura vienotîba (Kârkliòð 2006: 207).
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Ðis jçdziens tâdçjâdi apzîmç radoðo rokrakstu, individuâlu mûzikas
materiâla izklâsta manieri. Zinâms, ka rokraksts ir cilvçciskâs un mâksli-
nieciskâs individualitâtes izpausme, kurâ atspoguïojas mâkslinieka personîba.

Viens no atskaòotâjstila pçtniecîbas virzieniem ir atskaòotâjmâkslinieka
un autorteksta (t. i., interpretâcijas objekta) mijattiecîbu, atskaòotâja iz-
teiksmes lîdzekïu analîze. Savukârt jçdziena interpretâcija (paskaidrojums,
skaidrojums) pirmsâkumi rodami 19. gadsimta filosofijâ un estçtikâ; vçlâkos
vçsturiskâs attîstîbas posmos ðis termins izplatîjies daþâdâs mâkslas zinâtnes
un kritikas nozarçs. Ðî raksta kontekstâ îpaði izceïama tâda interpretâcijas
izpratne, kas ietver mûzikas teksta satura, stila un struktûras skaidrojumu
atskaòojuma procesâ.

Atskaòotâjpraksç vienmçr bijusi aktuâla noðu teksta problçma. Tai ir
divi aspekti. No vienas puses, noðu tekstu varam uztvert kâ shçmu, kas atspo-
guïo pilnîgi visu un ir burtiski jâievçro. Noðu teksts ir visvienkârðâkais skaò-
darba identitâtes râdîtâjs. No otras puses, atskaòotâjinterpretâcija tulko  noðu
zîmes reâlâ skaòu plûsmâ, kurâ mçs spçjam uztvert novirzes, kas atspoguïojas
atseviðíâs detaïâs. Katrs skaòdarbs tiek intonçts un saprasts, raugoties caur
atskaòotâja prizmu, turklât skaòdarba un interpretâcijas saplûsmes pakâpe
vienmçr ir atðíirîga. Dzirdot skaòdarbu pirmoreiz, uztversim to kâ mûziku
tâs sâkotnçjâ veidâ, lai gan tâ ir tikai viena no interpretâcijâm (viens no
variantiem), ko piedâvâ konkrçts mâkslinieks. Lîdz ar katru nâkamo klausî-
ðanâs reizi, îpaði, ja iepazîstam atðíirîgas interpretâcijas, arvien skaidrâka
kïûst izpratne par atskaòotâjmâkslinieka individualitâti. Pakâpeniski skaò-
darbs klausîtâja apziòâ atbrîvojas no saiknes ar kâdu atseviðíu atskaòojuma
modeli un izkristalizçjas galvenâs, bûtiskâs pazîmes, kas veido skaòdarba
invariantu, nodroðinot tâ identitâti, kas tiek saglabâta jebkurâ interpretâcijâ.

Samçrâ jauns virziens atskaòotâjmâkslas vçsturç ir skaòdarba autentiska
interpretâcija. Ar ðo jçdzienu saprotama t. s. objektîvâ interpretâcija, kas
atbilst skaòdarba raðanâs laikmeta muzicçðanas prakses tradîcijâm. Tiece
uz autentisku atskaòojumu rosina dziïâk pçtît kompozîcijas tapðanas vçstu-
riskos priekðnoteikumus, autora dzîvi un daiïradi, tâ tuvina priekðnesumu
pirmatskaòojuma apstâkïiem (tiek izmantoti senie instrumenti). Tomçr
autentiskas interpretâcijas kontekstâ mazinâs atskaòotâjmâkslinieka radoðâ
loma, personiskâs lîdzradîðanas nozîme. Izcili atskaòotâjmâkslinieki ar stilam
atbilstoðu atskaòojumu saprot pirmâm kârtâm komponista neatkârtojamâs
tçlu pasaules atklâsmi, saudzîgi un precîzi atveidojot autortekstu.

Pazîstamâ mûzikas teorçtiía Teodora Adorno ieskatâ, stilistiski patiesa
un saturiska skaòdarba interpretâcija, kas atspoguïotu sacerçðanas laika garu
un atskaòojuma tradîcijas, nav iespçjama. Adorno uzsver, ka saturs, ko tiecas
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atspoguïot interpretâcija, realitâtç ir mainîjies. Tomçr atskaòotâjmâksli-
niekam ir tiesîbas realizçt [..] to, ko vçsturiskos apstâkïos viòð apgûst kâ
skaòdarba aktuâlu patiesumu, – apgûst, nevis abstrakti refleksçjot, bet iz-
protot vçsturiski transformçta materiâla aktuâlo saturu (Àäîðíî 1999: 237).
Lîdzîgs viedoklis ir arî izcilajam senâs mûzikas atskaòotâjam Aleksejam Ïubi-
movam: Ciktâl atbilst “oriìinâlam” autentiska atskaòojuma emocionâlais
aspekts? Ðajâ gadîjumâ var runât tikai par tuvinâðanos 18. gadsimta instru-
mentâlajam stilam (Ëþáèìîâ 2007: 49). Visas ðîs atziòas apliecina, ka skaò-
darba radoðas izpratnes (interpretâcijas) problçma ir patiesi aktuâla.

Skaòdarba stilistiski adekvâts atskaòojums ietver:
— precîzu autorteksta atspoguïojumu;
— idejas izpratni un atveidi;
— personisku (radoðu) attieksmi pret mûzikas tekstu;
— atskaòojamâ darba kultûras un vçstures konteksta pârzinâðanu.

Pçtot izcilu atskaòotâjmâkslinieku veiktâs interpretâcijas, izkristalizçjas
vairâkas autorteksta un atskaòojuma mijattiecîbu likumsakarîbas. Skaòdarba
iestudçðanas procesâ mâkslinieki parasti koncentrçjas nevis uz skanisko tçlu–
paraugu (etalonu), bet gan uz noðu teksta apguvi. Ðâda pieeja gandrîz vienmçr
sniedz kâdu jaunatklâsmi. Attîrot autortekstu no vçlâku laikmetu uzslâòojumiem,
atskaòotâjs gûst pârliecîbu par teksta apguves procesa bezgalîbu. Tas nebût ne-
traucç veidot pabeigtu interpretâciju, kas var mainîties atskaòotâjdarbîbas procesâ.

Jebkuru talantîgu skaòdarbu raksturo tâ vai cita mûzikas ideja un oriìina-
litâte, novitâte. To izpratne un atklâsme saiknç ar atbilstoðiem atskaòojuma pa-
òçmieniem arî ir stilistiski adekvâtas (patiesas) interpretâcijas priekðnoteikums.

Ar personisku (radoðu) attieksmi pret mûzikas tekstu jâsaprot atska-
òojuma izteiksmes lîdzekïu kopums, kas aptver ðâdas jomas:
— skaòveide (intonçðana);
— skançjuma dinamika;
— mûzikas temps un ritms;
— atskaòotâjagoìika;
— artikulâcija;
— pedalizâcija; u. c.

Interpreta izteiksmes lîdzekïu arsenâlam piemît noteiktas îpatnîbas.
Atskaòotâjintonçðanas bûtiska iezîme ir improvizâcija. Smalkâkâs intonatîvâs
nianses, agoìikas, dinamikas un tempa novirzes, visdaþâdâkie skaòveides
paòçmieni, kas neatspoguïojas noðu rakstâ, kïûst par atskaòotâja izteiksmes
lîdzekïu kopumu, kas papildina komponista mûzikas valodu. Reâlais skanç-
jums – tas ir tikai un vienîgi interpreta piedâvâtais. Kaut arî augstuma, ritma
un dinamikas aspektus tâ vai citâdi nosaka autors, tomçr skançjuma kvalitâte
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visnotaï atkarîga no atskaòotâja. Viena un tâ pati skaòa viena un tâ paða
instrumenta izpildîjumâ daþâdâs interpretâcijâs var skançt atðíirîgi – atkarîbâ
no skaòveides paòçmiena un intonatîvâ konteksta. Skaistuma kritçrijs ir
skançjuma atbilstîba mâkslinieciskâ tçla bûtîbai. Mûzikas tçlainâ satura un
emocionâlâs attîstîbas atklâsme atkarîga no atskaòotâjmâkslinieka intonç-
ðanas manieres, viòa radoðâs individualitâtes, vçrîguma mûzikas uztverç.
Tâdçï pastâv daudzi atskaòojuma varianti, ko nosaka paða skaòdarba satura
daþâdas iespçjamâs izpratnes. Pat viens un tas pats atskaòotâjmâkslinieks
dzîves gaitâ var spçlçt skaòdarbu atðíirîgi. Izcilais kanâdieðu pianists Glens
Gulds atzinis, ka spçj piedâvât vairâkas Ludviga van Bçthovena sonâtes
interpretâcijas viena skaòieraksta laikâ, tomçr pianists nekad nav apgalvojis,
ka autentiska interpretâcija ir viòa paðmçríis (Ëþáèìîâ 2007: 45).

Interesantas ðai sakarâ ir arî krievu pianista Pjotra Meðèaòinova domas.
Viòð norâda, ka komponisti un atskaòotâjmâkslinieki tîrâ veidâ nepastâv.
Jau sacerçðanas procesâ, atspoguïojot tekstu uz papîra, komponists “atskaòo”
to. Tas pats notiek arî katrâ nâkamajâ interpretâcijâ, kas ietver kâ oriìinâl-
kompozîciju, tâ arî paða mûziía – atskaòojuma arhitekta – ieceri (Ìåùà-
íèíîâ 2007: 152).

Volfganga Amadeja Mocarta klavierdarbu interpretâcijas îpatnîbas

Mûsdienu atskaòotâjmâkslinieku repertuârâ îpaða vieta atvçlçta Volfganga
Amadeja Mocarta darbiem. Lîdzîgi Jozefam Haidnam un Ludvigam van
Bçthovenam ðis komponists godavietu savâ daiïradç ierâdîjis instrumentâl-
mûzikai. Viòa kompozîcijas meistarîba bijusi paraugs nâkamajâm paaudzçm.

Pazîstamais krievu diplomâts un mûziíis Georgijs Èièerins grâmatâ par
Mocartu pauþ zîmîgu atziòu: viòa mûzika ir ârkârtîgi sareþìîta, jo, nerau-
goties uz ârçju vienkârðîbu, tai piemît dziïa koncentrâcija, kas arî apgrûtina
tâs izpratni (×è÷åðèí 1979). Savukârt ievçrojamâ klavesîniste Vanda Landovska
raksta: “[..] mums stâsta par Mocarta skaidrîbu un Haidna vai Kuperçna
vienkârðîbu. Bet vienkârðîba nenozîmç nabadzîbu un nevçrîbu! Kad mçs
runâjam par “Mocarta skaidrîbu”, tad saprotam ar to viòa spalvas nevaino-
jamo, kristâlskaidro rakstu, nedomâjot, ko tieði pauþ viòa mûzika. Mocarta
mûzika pat tad, kad to caurvij mîlas jutekliskums, vienmçr saglabâ tîrîbu1.

Mocarta izcilâ personîba nav mçrâma ar ierastu mçrauklu. Ðim kompo-
nistam piemita aristokrâtiska muzikâlâ domâðana, izsmalcinâta gaume, viòð

1 Âàíäà Ëàíäîâñêà: òàéíû èíòåðïðåòàöèè . http://intoclassics.net/publ/5-1-0-235
(23.04.2012.)
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necieta lçtus efektus, neprecizitâtes, nepilnîgu tehniku. Ðâdi Mocarta perso-
nîbu raksturojis Hermanis Âberts (Àáåðò 1978: 23).

Pievçrðoties Mocarta instrumentâlmûzikas emocionâli tçlainajam aspek-
tam, interpretam bûtu jâpatur prâtâ, ka Mocarts ir arî ievçrojams operkom-
ponists. Atslçga viòa klavierdarbu satura izpratnei meklçjama viòa paða
operâs. Mocarta sacerçjumu, tai skaitâ sonâðu, raksturîgâkâ îpatnîba ir tçmu
daudzveidîba. Kâ pamatoti norâda Aleksandrs Aleksejevs, Vînes klasiíiem
mâkslinieciskas pasauluztveres harmonija vienojas ar pastiprinâtu interesi
par dzîves parâdîbu atainojumu to pretrunâs un kontrastos (Àëåêñååâ 1995:
34). Straujas izmaiòas mûzikas raksturâ (sonâtes ekspozîcijas robeþâs) liek
arî interpretam veidot elastîgas pârejas no vienas tçlu sfçras uz citu, krasi
mainît izteiksmi un pianistiskos lîdzekïus.

Daudzas komponista klavierdarbu tçmas viegli personificçjamas ar
opervaroòiem – Figaro, Suzannu, Papageno, Donu Þuanu. Atskaòotâjam
jâprot teatrâli iemiesoties tçlâ, mainît dekorâcijas (pçkðòi pavçrsieni faktûras,
dinamikas, reìistra jomâ). Mocarta mûzikâ katram elementam – neparastai
harmonijai vai sf efektam – ir sava nozîme. Un, protams, katram komponis-
tam ir raksturîgs savs tçlu, tçmu, emociju kopums. Lai gan Mocarta klavier-
darbos dominç gaiðo, priecîgo, skaidro izjûtu skala, tomçr sastopamas arî
nemierîgas, trauksmainas noskaòas, atturîgums un viedums spriedumos. Tâds
ir Mocarts – izcila, neizzinâta mîkla.

Komponista stila izpratnes viengabalainîba paredz vçsturiski atbilstîgu
atskaòojuma lîdzekïu meklçjumu, îpaðu uzmanîbu veltot ðâdiem interpre-
tâcijas aspektiem:
—  artikulâcijai;
—  dinamikai;
—  tempam;
—  pedalizâcijai;
—  melismâtikai.

18. gadsimtâ artikulâcija bija viens no galvenajiem izteiksmes lîdzekïiem.
Nav nejauðîba, ka ðis vçstures periods tiek dçvçts par artikulâcijas zelta laik-
metu (Àëåêñååâ 1995). Kâ atzinuði Eva un Pauls Baduras-Ðkodas, 20.gad-
simta 30. gados skaòdarbi pârsvarâ tika atskaòoti legato (Badura-Scoda
1957: 64). Mûsdienâs veidojas jaunas tradîcijas, kas tuvinâs Mocarta laikme-
tam. Pianisti ðî komponista pasâþas spçlç lielâkoties stakato (vai poco legato).
Tomçr atkarîbâ no mûzikas rakstura iespçjams arî legato, kas asociçjas ar
plûstoðu solodziedâjumu. Pçc Nadeþdas Golubovskas domâm, svarîga iezîme
Mocarta klaviermûzikas interpretâcijâ ir bieþa lîgu maiòa dziedâjumu vietâs
(Ãîëóáîâñêàÿ 2003: 70).
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Artikulâcija ir saistîta ar ritmu un metru. Zinâms, ka Mocarts nekad
neizmantoja frâzçjuma lîgas, jo viòa laikâ ðâdi norâdîjumi atskaòotâjmâk-
sliniekam tika uzskatîti par liekiem un pat pazemojoðiem. Tomçr sîko lîgu
lietojums Mocarta klavierdarbu interpretâcijâ ir vçsturiski atbilstîgs. Ðî ðtriha
pirmsâkumi meklçjami stîgu instrumentu atskaòotâjpraksç. Aleksandrs
Goldenveizers uzsver, ka bûtiski, lai spçle bûtu ritmiski skaidri organizçta;
pats Mocarts uzskatîja to par mâkslinieciska atskaòojuma galveno priekð-
noteikumu. Ne mazâk svarîgas ir elastîgas, plastiskas kustîbas un melodisko
lîniju viengabalainîba (Óðîêè Ãîëüäåíâåéçåðà 2009).

Tâdçjâdi Mocarta skaòdarbu interpretâcijas grûtîbas saistîtas pirmâm
kârtâm ar noðu teksta atseviðíu detaïu niansçtu atveidi, pâreju elastîbu.

18. gadsimta klavierspçlç dominçja t. s. pirkstu tehnika: svarîgi bija
noapaïoti pirksti, kuru spilventiòi precîzi skar taustiòus, plaukstas locîtava,
kas elastîgi reaìç uz vismazâkajâm artikulâcijas izmaiòâm, precîzu ilgumu
ievçroðana. Mûsdienu atskaòotâjmâkslâ tiek îstenota arî citu tehnisko paòç-
mienu adaptâcija – neliela, bet obligâta visas rokas iesaiste spçlç, balsts uz
klaviatûru ( Àëåêñååâ 1995).

Mocarta klavierskaòa nav visai plaða, bet gan smalka, precîzi iezîmçta,
noteikti ierobeþota un koncentrçta, atzîst pianists un muzikologs Ïevs Baren-
boims (Áàðåíáîéì 2003: 96). Ir zinâms, ka Mocarts pats izrakstîjis dina-
mikas zîmes katras rokas partijai. Komponists nelietoja tâdus apzîmçjumus
kâ kreðendo un diminuendo, toties labprât izmantoja dinamikas kontrastus:
piano – forte vai forte – piano (t. s. atbalss efekts). Mocarta klaviersonâtes
ietver arî oríestrâlus efektus (solo un tutti ), tâdçjâdi klausîtâja iztçlç tiek
pretstatîti individualizçti atseviðíu instrumentu tembri un pilnskanîgs iedomu
oríestris (Sonâte Sol maþorâ K. 283, pirmâ daïa; Sonâte do minorâ K. 457,
pirmâ daïa).

Ârkârtîgi âtru un ârkârtîgi lçnu tempu izvçle 18. gadsimta mûzikai nebija
raksturîga. Þans Pjçrs Martî pamatoti atzîmç, ka Mocarta mûzikas tempi
atspoguïo ne tik daudz âtrumu, cik dvçseles stâvokli (Marty 1991).

Andante par lçnu tempu kïuva tikai 19. gadsimtâ. Savukârt Mocarta
laikâ tas apzîmçja samçrâ âtru un kustîgu skançjumu. Allegro Mocarts inter-
pretçja kâ lçnu tempu. Salîdzinoði âtru un kustîgu tempu apzîmçjumiem
komponists izmantoja Presto vai Allegro assai. Divi Adagio (Adagio cantabile
un Adagio assai) veidi raksturo Mocarta laikus un tiek interpretçti atðíirîgi.
Bez tam tempu ietekmç citi izteiksmes lîdzekïi, piemçram, melismâtiskais
piesâtinâjums, smalka, niansçta un daudzveidîga artikulâcija, kas aizkavç
virzîbas âtrumu. Mocarta kantilçnas atskaòojumam nepiecieðama îpaða
skaòveide (Marty 1991).
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Izcilais 20. gadsimta vâcu pianists Valters Gîzekings (Gieseking, 1895–
1956) Mocarta sonâtes atskaòoja bez pedalizâcijas. Kâ iemeslu viòð min mak-
simâlas skaidrîbas tendenci, ko uzskata par absolûti nepiecieðamu precîzai
V. A. Mocarta skaòdarbu interpretâcijai  (Ãèçåêèíã 2003: 47). Ðis Gîzekinga
viedoklis nav vçrtçjams viennozîmîgi. 18. gadsimta vidû notika izmaiòas kla-
vieru konstrukcijâ, un tieði tâs stimulçja pedâïa izgudrojumu, jo pretçjâ gadîjumâ
instrumenta skaòa zaudçtu savu mâksliniecisko vçrtîbu. Hermanis Âberts
norâda, ka jau 1777. gadâ Mocarta rîcîbâ bija klavieres ar pedâli un kompo-
nists labi pârzinâja pedalizâcijas mehânisma îpaðîbas (Àáåðò 1978: 135). To-
laik pedalizâcijai bija trîs funkcijas: skançjuma (tembra) funkcija, saistîjuma
funkcija un harmonijas funkcija. Mocarta skaòdarbos pedalizâcija lielâkoties
îsteno skançjuma funkciju. Kâ atzîmç Nadeþda Golubovska, tâ nepiecieðama
dinamikas nokrâsu atveidei un ritma atbalstam (Ãîëóáîâñêàÿ 2003: 68).

Mocarts bijis ârkârtîgi piesardzîgs un atturîgs melodijas ornamentçðanas
mâkslâ. Izcili mûziíi iesaka patçrçt èetras lîdz piecas stundas 18. gadsimta
mûzikas paraugu ornamentçðanas prakses izpçtei, rotâjumu analîzei (Marty
1991: 58). 19. un 20. gadsimtâ rotâjumu atðifrçjuma tradîcijas ne vienmçr
tika ievçrotas. Taèu rotâjumi ir organiska melodijas sastâvdaïa, un tiem
jâbût skaidriem, ritmiski precîziem un izteiksmîgiem.

Pauls Badura-Ðkoda pçtîjumâ par Mocarta trilleriem pievçrð uzmanîbu
grupeto un tâ atskaòojumam no augðçjâs skaòas; retos gadîjumos grupeto
tika veidots no noðu tekstâ fiksçtâs pamatskaòas un sastâvçja no piecâm
skaòâm (Badura 1991: 12). Bieþi dzirdçts ieteikums noslçgt skançjumu ar
trilleri. Aleksandrs Goldenveizers ðâda nobeiguma nepiecieðamîbu dçvç par
mîtu, jo gadîjumâ, ja tâ bûtu norma, vecmeistari nekad neizrakstîtu noslç-
gumu trillerî ( Óðîêè Ãîëüäåíâåéçåðà 2009). Eva un Pauls Baduras-Ðkodas,
rakstot par priekðskaòiem, atzîst – tie atskaòojami bez uzsvara, bet uz pamat-
skaòas rçíina. Kantilçna rakstura skaòdarbos priekðskaòi tverami melodiski,
pieðíirot metram vâji jûtamu aizplîvurojumu (Badura-Scoda 1957).

Noslçgums

Visi klaviermûzikas atskaòojuma lîdzekïi ir savstarpçji cieði saistîti un
veido vienotu sistçmu, kas ietekmç arî klausîtâju. Tas ir viens no svarîgâkajiem
interpretâcijas faktoriem. Mocarta instrumentâlo stilu raksturo neparasts
smalkums, niansçtîba, vieglums, caurspîdîba. Tieði tas apgrûtina viòa mûzikas
atskaòojumu. Vismazâkâ neprecizitâte, kïûda izjauc viengabalainîbu. Ârkâr-
tîgi sareþìîti prast pateikt tik daudz tikai daþâs skaòâs, atzîst Aleksandrs
Goldenveizers (Ãîëüäåíâåéçåð 2003: 54).
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Radoða interpretâcija raisa klausîtâjos atbildes reakciju. Mûzikas atska-
òojuma un uztveres vienotîbâ atspoguïojas savveida kopçjâ atmiòa, kas ir
mâkslinieciskas un stilistiski atbilstîgas interpretâcijas pamatâ.

Pçteris Èaikovskis vienâ no savâm dienasgrâmatâm rakstîja: Mana vis-
dziïâkâ pârliecîba, ka Mocarts ir augstâkais kulminâcijas punkts, ko sasniedza
skaistums mûzikas jomâ. Neviens cits kâ tikai viòð nav spçjis likt man raudât,
sajûsminâties, izjûtot tuvîbu kam tâdam, ko mçs saucam par ideâlu. Mocartâ
es mîlu visu – lîdzîgi, kâ mçs mîlam visu cilvçkâ, kuru patiesi mîlam2.

Mocarta mûzikas brînumainais spçks ir bezgalîgs. Tas arî liek mums
atkal un atkal klausîties, pçtît, analizçt viòa mûziku, mçìinot izprast, kas
slçpjas tâs daudznozîmîgajos tçlos.

Some Problems of Interpreting
Wolfgang Amadeus Mozart’s Piano Works

Gaïina Zavadska
Summary

The present situation in performing art is characterized by a growing
role of the intellectual component, and therefore the attention should be
focused on achieving the stylistic adequacy of performing, which some well-
known masters-performers call a moral norm of a musician. Works by the
Vienna Classics and especially those by Wolfgang Amadeus Mozart hold a
special place in the repertoire of contemporary pianists.

Any performer’s interpretation transforms music note symbols into a
real sound process, into live musical intoning which is revealed in isolated
details, in admissible digressions. The content of any musical composition is
so vast, so multifarious, and it offers so many possibilities that each performer
may play it in his or her own way. Actually, it would be even more correct
to say that we hear one of the variants offered by the performer. Every time
we hear it again, especially if it is performed by different players, we more
fully realize the degree of the individuality of a performer. Gradually, in our
mind, the composition starts getting rid of concrete sound implementations,
and thereby those basic, essential features which constitute the variant of a
composition ensuring its identity are revealed. These features are preserved
in any interpretation.

2 Ñòî âåëèêèõ ìóçûêàíòîâ . http://www.e-reading.org.ua/bookreader.php/
101275/Samin_-_100_velikih_muzykantov.html
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The problem of the musical text has always been relevant to performance
practice. There are two positions on this issue. First – musical text is a scheme
that requires the performer’s guessing, another – the note text says absolutely
everything and we just have to reproduce it mechanically. The simplest
measure of identity is a product of musical text.

What is understood by the authentic style of performance is the so called
objective interpretation of a musical piece, viewed from the position of musical
practice of the time, when it has been created. However, it should not exclude
performer’s own initiative, personal creative element. The issue of authentic
interpretation remains still debatable today. We can speak about the progress
of a historical science and broadening of a contemporary perception about
the principles of performing, but not about the authenticity of performing
some concrete composition.

Stylistic performance of a work includes:
— the precise execution of the author’s text;
— understanding and playing musical ideas;
— your (creative) attitude to the musical text;
— knowledge of cultural and historical context of the work performed.

Any talented musical work has a musical idea and it is characterized by
sufficient originality and novelty. The novelty of the musical idea and
understanding of the specific methods of performing the playback of music,
conceived by the composer, are the conditions for a stylistically faithful
interpretation.

Under the (creative) attitude to the music content is a complex of expres-
sive music performance, which covers such aspects of music as:
— sound (musical intonation);
— the dynamics of sound;
— musical tempo and rhythm;
— performing agogics;
— articulation;
— pedaling, and others.

With regard to the emotional and imaginative side of instrumental music
of Mozart, the interpreter of his works must remember that Mozart is pri-
marily an opera composer. Understanding the content of his piano works is
found in the composer’s operas. A characteristic feature of Mozart’s works
(including sonatas) is a lot of them.

Holistic understanding of the Mozart’s style includes finding historically
accurate means of performing. In this regard, the article raises several ques-
tions concerning the interpretation of Mozart’s piano works:
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— articulation;
— dynamics;
— tempo;
— pedal;
— ornamentation.

Articulation in the 18 th century, was one of the main means of expression.
In the modern tradition of playing there are new features, similar to those
that occurred in the era of Mozart. Most of the passages by Mozart are
performed mostly staccato (or poco legato). However, depending on the
nature of music performance can be connected (legato), it is associated with
a flexible vocal singing.

Using an extremely fast and extremely slow pace was not typical for
the 18th century. Affect the rate of other means of expression, such as the
abundance of ornamentation, subtle and varied articulation constrain the
velocity (Marty 1991).

Prominent German pianist of the 20th century Walter Gieseking (1895–
1956) performed Mozart’s sonatas with absolutely no pedals. The reason
for this performance he calls the desire for maximum clarity because the
executive considers it absolutely necessary for the correct interpretation of
Mozart  (Ãèçåêèíã 2003: 47).

Mozart was extremely cautious and restrained in the art of ornamen-
tation tunes. During the 19th–20th centuries the traditions of interpretation
ornaments were largely lost. Decorations are an organic part of the melody
and should be clear, distinct, expressive and rhythmically organized.

The difficulties of performing Mozart’s works arise from the distance
increasing between epochs, from the necessity to purify the tradition of per-
forming from later layers, stereotyped patterns. An integrated understanding
of a composer’s style involves seeking for historically valid performing means.

In the 20th century, interpretation has assumed a tremendous importance,
and representatives of various trends extensively discuss it among themselves.
However, even today performing leaves place for improvisation and diverse
interpretation of a musical work.

All means of performing piano music are closely related to each other
and form a complete system, which has a combined effect on the listener.
This is one of the most important factors in interpretation. The instrumental
style of Mozart is exceptionally elegant, fine, light, transparent. That is what
makes the performance of his music very complicate. The slightest rudeness,
inaccuracies, errors violate the integrity of perception. It is very difficult in a
few sounds to be able to say so much... (Ãîëüäåíâåéçåð 2003: 54).
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Unity of performance and perception of music is a kind of shared me-
mory, which gives rise to the artistic and stylistically authentic interpretation.

Key words: interpretation, musical composition, author’s text, performer.
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Óðîê ìàñòåðà: ïðîáëåìà îðèå íòèðîâ
â ëèòîâñêîì èñïîëíèòåëüñêîì èñêó ññòâå

ðóáåæà XX–XXI âåêîâ

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

Ïîñòàíîâêà ïðîáëåìû

Ðàçâèòèå èñêóññòâà âñåãäà ñâÿçàíî ñ ñèñòåìîé öåííîñòåé è îðèåí-
òèðîâ, êîòîðûå íàïðàâëÿþò òâîð÷åñêóþ äåÿòåëüíîñòü, îïðåäåëÿþò ðó-
áåæè äîçâîëåííîãî , ñëóæàò ñòèìóëîì óñòðåìëåííîñòè ê íîâûì õóäîæå-
ñòâåííûì âåðøèíàì. Ò àêèå îðèåíòèðû, êàê ïðàâèëî, ôîðìèðóþòñÿ â
òâîð÷åñòâå âûäàþùèõñÿ õóäîæíèêîâ, âûäåëÿþùèõñÿ â òâîð÷åñêîì ëàí-
äøàôòå ñâîåãî âðåìåíè, ÿâëÿþùèõñÿ âëàñòèòåëÿìè äóì  ñîâðåìåííèêîâ,
ñëóæàùèõ ïðèìåðîì äëÿ ñëåäîâàíèÿ è ïîäðàæàíèÿ. Îò òîãî, íàñêîëüêî
âçäûáëåí õóäîæåñòâåííûé ëàíäøàôò , íàñêîëüêî îí áîãàò âèäíûìè èçäàëè
ñèÿþùèìè âûñîòàìè  òâîð÷åñêèõ äîñòèæåíèé, çàâèñèò êðàñî÷íîñòü, ìíî-
ãîîáðàçèå è, ãëàâíîå, îáùèé óðîâåíü õóäîæåñòâåííîé äåÿòåëüíîñòè, èáî
èñòèííûé ìàñòåð âûðàáàòûâàåò ñèñòåìó êîîðäèíàò , ñîîòíîñÿñü ñ êîòî-
ðîé åãî íå ñòîëü èìåíèòûå ëèáî åùå òîëüêî íà÷èíàþùèå êîëëåãè ïðî-
÷åð÷èâàþò ðóñëî ñâîèõ òâîð÷åñêèõ èñêàíèé (Ìåëüíèêàñ 2000: 173–190) 1.

Íà ðîëü ìóçûêàíòîâ, äåÿòåëüíîñòü êîòîðûõ íà ðóáåæå XX–XXI âå-
êîâ íå òîëüêî ÿâëÿëàñü îðèåíòèðîì äëÿ ëèòîâñêîãî èñïîëíèòåëüñêîãî
èñêóññòâà, íî è ïîíûíå ìîæåò ñëóæèòü êàìåðòîíîì  â õóäîæåñòâåííûõ
ïîèñêàõ, îïðåäåëÿþùèõ îáùèé íàñòðîé ìóçûêàëüíîãî òâîð÷åñòâà, íàè-
ëó÷øèì îáðàçîì ïîäõîäÿò êàíäèäàòóðû Ñà óëþñà Ñîíäåöêèñà ( Son-
deckis), Âèîëåòû Óðìàíû ( Urmana) è Òèìîôåÿ Äîêøèöåðà ( Dokshizer).
Êàæäûé èç íèõ ïðåäñòàâëÿåò ñîáîé ñîáèðàòåëüíûé ñîöèîêóëü òóðíûé òèï
ìóçûêàíòà ñâîåãî âðåìåíè: äèðèæåð Ñîíäåöêèñ – ìóçûêàíò ñòàðøåãî
ïîêîëåíèÿ, ïðèäàâøèé îðêåñòðîâîé êóëü òóðå â Ëèòâå ñîâåðøåííî íî-
âûé îáëèê, âûâåäøèé ëèòîâñêèõ èñïîëíèòåëåé íà ìåæäóíàðîäíûé óðî-
âåíü, ïðîäîëæàþùèé, íåâçèðàÿ íà ñâîé ïðåêëîííûé âîçðàñò , àêòèâíîå

1 Ïîäðîáíåå î ìåõàíèçìàõ è ôîðìàõ òâîð÷åñêèõ âîçäåéñòâèé, ïðîèñòåêàþ-
ùèõ â êàæäûé êîíêðåòíûé èñòîðè÷åñêèé ìîìåíò èç èñêó ññòâà äîìèíàíòíûõ ëè÷-
íîñòåé , ñì. â êíèãå àâòîðà ñòàòüè (Ìåëüíèêàñ 2000: 173–190).
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êîíöåðòíîå òâîð÷åñòâî (ê ñîæàëåíèþ, áîëüøå çà ðóáåæîì, ÷åì â Ëèòâå);
Óðìàíà – ïåâèöà, ðàçâåðíóâøàÿ ñâîþ äåÿòåëüíîñòü óæå â 90-ûå ãîäû,
íàõîäÿùàÿñÿ ñåé÷àñ â çåíèòå ìèðîâîé ñëàâû, ÿâëÿþùàÿñÿ íåñîìíåí-
íûì ôàêòîðîì ðàçâèòèÿ ìóçûêàëüíîé êóëü òóðû Ëèòâû, íåñìîòðÿ íà òî,
÷òî ïðîæèâàåò çà ðóáåæîì; Äîêøèöåð – âñåìèðíî èçâåñòíûé òðóáà÷, â
1990 ãîäó ïåðåñåëèâøèéñÿ â Ëèòâó è æèâøèé çäåñü äî ñâîåé ñìåðòè â
2005 ãîäó, ñîçäàâøèé ïðåäïîñûëêè íîâîé êîíôèãóðàöèè â ôîðìèðîâà-
íèè ëèòîâñêîãî ìóçûêàëüíîãî ëàíäøàôòà.

Íàñêîëüêî ïðèìåð Ñà óëþñà Ñîíäåöêèñà, Âèîëåòû Ó ðìàíû è Ò èìî-
ôåÿ Äîêøèöåðà ñòàë äåéñòâåííûì ôàêòîðîì õóäîæåñòâåííîãî ðàçâèòèÿ
è â ÷åì âûðàçèëàñü ñîçèäàòåëüíàÿ ôóíêöèÿ èõ ïðèñóòñòâèÿ?

Ðàññìîòðåíèå ýòèõ âîïðîñîâ ïîçâîëÿåò îò÷àñòè ïðîÿñíèòü ñèòóà-
öèþ, ñêëàäûâàþùóþñÿ ñåãîäíÿ â ñôåðå ëèòîâñêîãî èñïîëíèòåëüñêîãî
èñêóññòâà – òåì áîëåå, ÷òî âëèÿíèå êàæäîãî èç óêàçàííûõ òðåõ âûäàþ-
ùèõñÿ èñïîëíèòåëåé íà ïðîöåññû ìóçûêàëüíîé æèçíè Ëèòâû èìåëî ñà-
ìûå ðàçíîîáðàçíûå âûðàæåíèÿ. Âìåñòå ñ òåì, ïðèçíàâàÿ íåâîçìîæíîñòü
ðàññìîòðåòü âñþ ñîâîêóïíîñòü ýòèõ âëèÿíèé è èõ ïðîÿâëåíèé, â ïîèñ-
êàõ îòâåòîâ íà ïîñòàâëåííûå âîïðîñû ñëåäó åò íåñêîëüêî îãðàíè÷èòü êðóã
èçó÷àåìîé ïðîáëåìàòèêè è âûäåëèòü íàèáîëåå ñóùåñòâåííûå èìïóëüñû ,
ïðîèñòåêàþùèå èç òâîð÷åñêîé äåÿòåëüíîñòè íàçâàííûõ ìóçûêàíòîâ. Â
÷èñëå òàêèõ èìïóëüñîâ ìîæíî âûäåëèòü òðè àñïåêòà, êîòîðûå â ïîñëå-
äóþùåì èçëîæåíèè îïðåäåëÿþòñÿ êàê óðîêè ìàñòåðà. Ýòî:
— óðîê äèíàìè÷íîé äåÿòåëüíîñòè;
— óðîê ìàñòåðñòâà;
— óðîê ãðàæäàíñêîé ïîçèöèè.

Â ÷åì ñóòü óðîêîâ, ïðåïîäàííûõ âûäàþùèìèñÿ ìàñòåðàìè ñâîèì
ëèòîâñêèì êîëëåãàì?

Óðîê äèíàìè÷íîé äåÿòåëüíîñòè

Òâîð÷åñêàÿ äåÿòåëüíîñòü íåâîçìîæíà âíå ïîñòîÿííîé îðèåíòàöèè
íà îáíîâëåíèå, èçìåíåíèå, ðàçâèòèå. Ñòðåìëåíèå óõâàòèòü, ïðî÷óâñòâî-
âàòü è îòðàçèòü äóõ âðåìåíè, äóõ ïåðåìåí – ñàìà ñóòü äåÿòåëüíîñòè õó-
äîæíèêà. Â ýòîì îòíîøåíèè òâîð÷åñòâî ìîæíî óïîäîáèòü åçäå íà âåëî-
ñèïåäå: óñòîé÷èâîñòü âåëîñèïåäèñòà âîçìîæíà òîëüêî â äâèæåíèè, â ñâîþ
î÷åðåäü îñòàíîâêà – âîçíèêàþùàÿ òîò÷àñ îïàñíîñòü ïîòåðè ðàâíîâåñèÿ
è êàê ñëåäñòâèå ýòîãî – ïàäåíèå. Èñêóññòâî Ñàóëþñà Ñîíäåöêèñà, Âèî-
ëåòû Óðìàíû è Ò èìîôåÿ Äîêøèöåðà ÿâëÿåòñÿ ïðåêðàñíûì ïðèìåðîì
ïðèíöèïèàëüíîé ó ñòàíîâêè íà ïîèñê íîâèçíû, âíóòðåííåé ïîòðåáíîñòè
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÷åðïàòü òâîð÷åñêèå ñèëû â ïîñòîÿííîé äèíàìèêå îáíîâëåíèÿ. Ïðè÷åì
èííîâàöèîííàÿ ñóùíîñòü èñêó ññòâà ýòèõ èñïîëíèòåëåé âûðàæàëàñü â
äîñòàòî÷íî ðàçíûõ ôîðìàõ.

Òàê, Ñàóëþñ  Ñ î íäåöêèñ  óæå â ñàìîì íà÷àëå ñâîåãî òâîð÷åñêîãî
ïóòè óòâåðäèëñÿ â êà÷åñòâå íîâàòîðà. Ïîñûë åãî òâîð÷åñòâà ñêàçûâàëñÿ
â êà÷åñòâåííîì èçìåíåíèè ñóùåñòâóþùåé ìóçûêàëüíîé ïðàêòèêè. Â
1960 ãîäó îí îñíîâàë Ëèòîâñêèé êàìåðíûé îðêåñòð. Ïîäîáíûõ ìóçû-
êàëüíûõ êîëëåêòèâîâ äî Ñîíäåöêèñà â Ëèòâå íå ñóùåñòâîâàëî, ýòî áûë
è îäèí èç ïåðâûõ êàìåðíûõ îðêåñòðîâ â òîãäàøíåì ÑÑÑÐ (õðîíîëîãè-
÷åñêè Ëèòîâñêèé êàìåðíûé îðêåñòð áûë âòîðûì â ÑÑÑÐ , âîçíèêøèì
âñëåä çà ñîçäàííûì â 1955 ãîäó Ìîñêîâñêèì êàìåðíûì îðêåñòðîì ïîä
óïðàâëåíèåì Ðóäîëüôà Áàðøàÿ; ñëåäóåò, îäíàêî, íå çàáûâàòü, ÷òî ïðàê-
òè÷åñêè ñèíõðîííî  ñ ó÷ðåæäåíèåì Ìîñêîâñêîãî êàìåðíîãî îðêåñòðà â òîì
æå 1955 ãîäó Ñîíäåöêèñ âîçãëàâèë ñòðóííûé îðêåñòð Âèëüíþññêîé øêîëû
èñêóññòâ èìåíè ×þðëåíèñà, ñëàâà êîòîðîãî â ñâîå âðåìÿ áûëà íå ìåíüøå ,
÷åì ó Ëèòîâñêîãî êàìåðíîãî îðêåñòðà; áîëåå òîãî, Ëèòîâñêèé êàìåðíûé
îðêåñòð, ïî ñëîâàì Ñîíäåöêèñà, âðÿä ëè âîçíèê áû, íå èìåé îí ñâîåãî
ó÷åíè÷åñêîãî ïðåäøåñòâåííèêà (Ñîíäåöêèñ 2011).

Íà ìíîãèå äåñÿòèëåòèÿ Ëèòîâñêèé êàìåðíûé îðêåñòð ñòàë ïðèìå-
ðîì äëÿ êîëëåêòèâîâ ïîäîáíîãî ðîäà. Êñòàòè, ñîâåðøåííî íåïðèâû÷-
íûì äëÿ ó ñëîâèé òîãî âðåìåíè áûë äàæå ñàì ïðîöåññ âîçíèêíîâåíèÿ
îðêåñòðà. Â êîìàíäíî-áþðîêðàòè÷åñêîé ñèñòåìå Ñîâåòñêîãî Ñîþçà
øåñòèäåñÿòûõ ãîäîâ áûëî èç ðÿäà âîí âûõîäÿùèì òî, ÷òî òâîð÷åñêèé
êîëëåêòèâ âîçíèê íå ïî óêàçàíèþ ñâåðõó, à ïî ëè÷íîé èíèöèàòèâå åãî
ñîçäàòåëÿ è íåñêîëüêèõ åãî ñïîäâèæíèêîâ.

Â ïëàíå ñâîåãî õóäîæåñòâåííîãî ðàçâèòèÿ âåäîìûé Ñîíäåöêèñîì
Ëèòîâñêèé êàìåðíûé îðêåñòð òàêæå ÿâëÿë ñîáîé ïîñòîÿííîå îáíîâëåíèå .
Íà÷àâ ñî ñëåäîâàíèÿ ïðèâû÷íûì òîãäà ðîìàíòè÷åñêèì êàíîíàì èñïîë-
íåíèÿ, Ñîíäåöêèñ âûðàáîòàë ñàìîáûòíóþ ìàíåðó îðêåñòðîâîãî ìóçè-
öèðîâàíèÿ, â êîòîðîé ãàðìîíè÷íî ñïëåëèñü äâà íà÷àëà – ñâîéñòâåííàÿ
ðóññêîé ñêðèïè÷íîé øêîëå èñêëþ÷èòåëüíàÿ òåïëîòà, ñî÷íîñòü è êðàñî÷-
íîñòü çâó÷àíèÿ è ñòðîãàÿ ñîðàçìåðíîñòü êëàññè÷åñêè âûâåðåííûõ èíòåð-
ïðåòàòîðñêèõ ðåøåíèé. Îáà íà÷àëà îòðàæàþò äóàëèçì ìóçûêàëüíûõ
ïðåäñòàâëåíèé Ñîíäåöêèñà: ñâÿçü ñ ðóññêîé ñêðèïè÷íîé øêîëîé ôîð-
ìèðîâàëàñü ïîä âëèÿíèåì îáó÷åíèÿ ó ïðîô. Àëåêñàíäðà Ëèâîíòà, ó÷å-
íèêà Ïåòðà Ñòîëÿðñêîãî è Äàâèäà Îéñòðàõà, à òàêæå â ðåçóëüòàòå òåñíîãî
ïàðòíåðñòâà ñ âûäàþùèìèñÿ ðîññèéñêèìè ñòðóííèêàìè, â êà÷åñòâå ñî-
ëèñòîâ âûñòóïàâøèõ è âûñòóïàþùèõ ïîíûíå â êîíöåðòàõ Ìàýñòðî; â
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ñâîþ î÷åðåäü, êëàññè÷åñêàÿ ÿñíîñòü è ïðîñòîòà èñïîëíèòåëüñêîé ìàíåðû
áûëà îáóñëîâëåíà âîçíèêøèì åùå â þíîøåñòâå åãî ïðåêëîíåíèåì ïå-
ðåä ïîêîëåíèåì âåëèêèõ íåìåöêèõ äèðèæåðîâ ñåðåäèíû ÕÕ âåêà.

Äðóãàÿ ïëîñêîñòü òÿãè ê îáíîâëåíèþ Ñîíäåöêèñà – åãî ñîòðóäíè-
÷åñòâî ñ êîìïîçèòîðàìè. Ïî èíèöèàòèâå Ñîíäåöêèñà âîçíèê öåëûé ïëàñò
íîâûõ ñî÷èíåíèé, íàïèñàííûõ äëÿ êàìåðíîãî îðêåñòðà. Ïðè÷åì âîçíèê-
íîâåíèå íîâîé ìóçûêè íå îãðàíè÷èâàëîñü ëèøü ñîòðóäíè÷åñòâîì ñ ëè-
òîâñêèìè êîìïîçèòîðàìè. Ñîíäåöêèñ ñòàë ïåðâûì èñïîëíèòåëåì îïó-
ñîâ âûäàþùèõñÿ ìàñòåðîâ ìóçûêè ÕÕ âåêà – Àëüôðåäà Øíèòêå, Àðâî
Ïÿðòà, Ýäèñîíà Äåíèñîâà, Ñåðãåÿ Ñëîíèìñêîãî è ìíîãèõ äðóãèõ. Ìíî-
ãîå èç òîãî, ÷òî ñåãîäíÿ ñòàëî êëàññèêîé ÕÕ âåêà, ðîæäàëîñü íà ãëàçàõ è
ïðè íåïîñðåäñòâåííîì ó÷àñòèè ëèòîâñêîãî äèðèæåðà.

Äàæå ïåðåøàãíóâ âîñüìèäåñÿòèëåòíèé ðóáåæ, Ñîíäåöêèñ îñòàåòñÿ
âåðåí ñåáå. Íå óòðàòèâ âêóñ ê íîâèçíå, íå óäîâëåòâîðÿÿñü äîñòèãíóòûì, îí
ìåíÿåò ñôåðó ñâîåé òâîð÷åñêîé àêòèâíîñòè, ñìåëî âòîðãàåòñÿ â îáëàñòü
ñèìôîíè÷åñêîé ìóçûêè. Â âîçðàñòå, êîãäà äëÿ ÷åëîâåêà áîëåå ïðèâû÷íî
íå ðàñøèðÿòü êàðäèíàëüíûì îáðàçîì ñôåðó ñâîèõ âîçìîæíîñòåé, à ïî
êðàéíåé ìåðå ïûòàòüñÿ óäåðæàòü òî, ÷òî óæå òâåðäî óñâîåíî, Ñîíäåöêèñ
âîâñå íå îïàñàåòñÿ íîâèçíû è ýêñïåðèìåíòîâ.

Íåñêîëüêî èíîé òèï òâîð÷åñêîé ìîáèëüíîñòè  äåìîíñòðèðó åò ïðè-
ìåð  Òè ì î ô å ÿ  Ä î ê ø è ö å ð à . Îí, êàê è Ñîíäåöêèñ, â ñâîåì èñêó ññòâå
äåìîíñòðèðîâàë ïîñëåäîâàòåëüíîå ó ñòðåìëåíèå ê íîâûì õóäîæåñòâåí-
íûì ãîðèçîíòàì. Ýòî áûëî ãëóáèííîé ïîòðåáíîñòüþ åãî òâîð÷åñêîé èí-
äèâèäóàëüíîñòè, ñôîðìèðîâàâøåéñÿ åùå â ãîäû îáó÷åíèÿ. Ã ëàâíîå äîñ-
òèæåíèå Äîêøèöåðà – èíñïèðèðîâàííûå èì ñóùåñòâåííûå èçìåíåíèÿ
â îñîçíàíèè õóäîæåñòâåííûõ âîçìîæíîñòåé òðóáû è îáðåòåíèå åþ íî-
âîãî äëÿ ñåáÿ ñòàòóñà ñîëüíîãî êîíöåðòíîãî èíñòðóìåíòà (ê íàñòîÿùåìó
âðåìåíè òðóáà øèðîêî óòâåðäèëàñü â òàêîì êà÷åñòâå â ñôåðå àêàäåìè-
÷åñêîé ìóçûêàëüíîé ïðàêòèêè). Ýòîìó ñïîñîáñòâîâàëî íå òîëüêî èñêëþ-
÷èòåëüíîå èñïîëíèòåëüñêîå ìàñòåðñòâî Äîêøèöåðà (ñîâðåìåííèêè íà-
çûâàëè åãî Ïàãàíèíè òðóáû ), íî è óêîðåíèâøèåñÿ áëàãîäàðÿ åìó íîâûå
êðèòåðèè â îöåíêå èñïîëíÿåìîãî ðåïåðòóàðà.

Åùå áóäó÷è ó÷àùèìñÿ Öåíòðàëüíîé ìóçûêàëüíîé øêîëû â Ìîñêâå
â êîíöå 30-õ ãîäîâ ÕÕ ñòîëåòèÿ, Äîêøèöåð ïðèøåë ê ìûñëè î êà÷åñòâåí-
íîì íåñîîòâåòñòâèè õóäîæåñòâåííîãî óðîâíÿ ðåïåðòóàðà, ïðåäíàçíà÷åí-
íîãî äëÿ òðóáû, è òåõ øåäåâðîâ êëàññè÷åñêîé ìóçûêè, êîòîðûå òðàäè-
öèîííî ïðîøëè îòáîð âðåìåíè è ïîíûíå çâó÷àò íà êîíöåðòíîé ñöåíå.
Óæå òîãäà Äîêøèöåð ïðèøåë ê ÿñíîìó ïîíèìàíèþ òîãî, ÷òî òðóáà ìîæåò
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çàíÿòü ïîäîáàþùåå åé ìåñòî â èåðàðõèè ìóçûêàëüíûõ èíñòðóìåíòîâ
òîëüêî â òîì ñëó÷àå, åñëè áóäåò ðàñïîëàãàòü ðåïåðòóàðîì, ñîïîñòàâèìûì
õîòÿ áû îò÷àñòè ñ ëó÷øèìè îáðàçöàìè òâîð÷åñòâà äëÿ ôîðòåïèàíî,
ñêðèïêè, äðóãèõ èíñòðóìåíòîâ. Â ñâîèõ âîñïîìèíàíèÿõ Äîêøèöåð îïè-
ñàë ñëó÷àé, ïîáóäèâøèé åãî ê ðàçìûøëåíèÿì íà ýòîò ñ÷åò: Êîíöåðòû
ó÷àùèõñÿ ÖÌØ ïðîâîäèëèñü íåñêîëüêî ðàç â ãîäó â Áîëüøîì çàëå Ìîñêîâñ-
êîé êîíñåðâàòîðèè. Ýòî áûëè ïîêàçû þíûõ òàëàíòîâ. Ñðåäè ó÷àñòíèêîâ
êîíöåðòîâ áûëè ïèàíèñòû Ðîçà Ò àìàðêèíà, Àðíîëüä Êàïëàí, Ò àòüÿíà Íè-
êîëàåâà, ñêðèïà÷è Áîðèñ Ãîëüäøòåéí, Ëåîíèä Êîãàí, Þëèàí Ñèòêîâåöêèé,
Èîñèô Ìàéñòåð, âèîëîí÷åëèñòû Ôåäîð Ëóçàíîâ, Áîðèñ Ðååíòîâè÷, ßêîâ
Ñëîáîäêèí è áîëåå ìîëîäîé Ìñòèñëàâ Ðîñòðîïîâè÷. Ò àáàêîâ [Ìèõàèë Ò à-
áàêîâ, ïðåïîäàâàòåëü Äîêøèöåðà – Ë. Ì. ] âñåãäà âêëþ÷àë ìåíÿ â ýòè êîí-
öåðòû. Íî íåñêîëüêî ðàç ìåíÿ, åäèíñòâåííîãî òðóáà÷à, íåîæèäàííî ñíèìàëè
ñ êîíöåðòà ïîä ïðåäëîãîì ñîêðàùåíèÿ ïðîãðàììû. Ò àáàêîâ ÿðîñòíî êîí-
ôëèêòîâàë ïî ýòîìó ïîâîäó ñ À. Á. Ã îëüäåíâåéçåðîì – õóäîæåñòâåííûì
ðóêîâîäèòåëåì ÖÌØ. Âñêîðå âûÿñíèëàñü èñòèííàÿ ïðè÷èíà ýòîãî êîí-
ôëèêòà: ìåíÿ èñêëþ÷àëè èç ïðîãðàììû òîëüêî èç-çà íèçêîãî êà÷åñòâà
èñïîëíÿåìîé ìóçûêè. Â ýòè ãîäû êîíöåðòíûé ðåïåðòóàð äëÿ òðóáû áûë
îãðàíè÷åí áóêâàëüíî äåñÿòêîì íàçâàíèé  (Äîêøèöåð 1996: 27).

Ýòîò ýïèçîä èç àâòîáèîãðàôèè âåëèêîãî òðóáà÷à – êëþ÷ ê ïîíèìà-
íèþ âñåé ïîñëåäóþùåé åãî äåÿòåëüíîñòè. Ó ñâîèâ èñòèííîå çíà÷åíèå
óðîêà, ïðåïîäàííîãî åìó â þíîñòè, âñþ ñâîþ æèçíü îí ïîñâÿòèë ðàñ-
øèðåíèþ ðåïåðòóàðà, èñïîëíÿåìîãî íà òðóáå, – èíèöèèðîâàë íîâûå
ñî÷èíåíèÿ, äåëàë ïåðåëîæåíèÿ äëÿ òðóáû ìíîãèõ ïîïóëÿðíûõ ïðîèçâå-
äåíèé êëàññè÷åñêîé ìóçûêè (ïðè÷åì íå îãðàíè÷èâàëñÿ ëèøü ìàëûìè
ôîðìàìè, íî ñ ó ñïåõîì îáðàùàëñÿ è ê ñî÷èíåíèÿì êðóïíûõ ôîðì). Øàã
çà øàãîì íà êîíöåðòíîé ñöåíå îí óòâåðäèë ïðèíöèïèàëüíî íîâûé îáëèê
ñâîåãî èíñòðóìåíòà.

Ê ìîìåíòó ïåðååçäà Äîêøèöåðà â Ëèòâó åãî äåÿòåëüíîñòü äàëà îáèëü-
íûå âñõîäû, ïî âñåìó ìèðó îí îáðåë ñâîèõ ïîñëåäîâàòåëåé è åäèíî-
ìûøëåííèêîâ. Åãî äîñòèæåíèÿ è ó ñòðåìëåíèÿ, êîíå÷íî, áûëè õîðîøî
èçâåñòíû è â Ëèòâå. Îäíàêî òåïåðü ëèòîâñêèì ìóçûêàíòàì îòêðûëàñü
óíèêàëüíàÿ âîçìîæíîñòü â íåïîñðåäñòâåííîì îáùåíèè ñ Äîêøèöåðîì
èç ïåðâîèñòî÷íèêà  ÷åðïàòü óäèâèòåëüíûå çíàíèÿ è îïûò . Ýòî ñòàëî äëÿ
íèõ íåîöåíèìûì ñòèìóëîì.

Âàæíûå ãðàíè óðîêà íîâèçíû ÿâëÿåò ñîáîé è äåÿòåëüíîñòü  Âèîëåòû
Óð ì à í û . Åå òâîð÷åñòâî ïðåäñòàâëÿåò ïðèìåð íåóñïîêîåííîñòè, æåëà-
íèÿ îáðåñòè âñå íîâûå âîçìîæíîñòè ñàìîâûðàæåíèÿ. Êàðüåðà ïåâèöû
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ñëóæèò óáåäèòåëüíûì ïîäòâåðæäåíèåì òîãî, ÷òî èñòèííûé õóäîæíèê âíå
çàâèñèìîñòè îò ïðåäøåñòâóþùèõ äîñòèæåíèé âñåãäà ãîòîâ ê íîâûì âû-
çîâàì, èùåò åùå íåðàñêðûòîå, íåèñïðîáîâàííîå.

Íà÷àëî òâîð÷åñêîãî ïóòè ó ïîäàâëÿþùåãî áîëüøèíñòâà ìóçûêàíòîâ
î÷åíü ïîõîæåå – â äåòñòâå ðîäèòåëè ïûòàþòñÿ èõ óâëå÷ü çàíÿòèÿìè ìó-
çûêîé, ïðèâîäÿò â ìóçûêàëüíóþ øêîëó . Îäíàêî ëèøü íåìíîãèì õâàòàåò
ñèëû âîëè ïîäîéòè ê ÷åðòå, êîãäà èõ òðóäû îêàçûâàþòñÿ óâåí÷àííûìè
äèïëîìîì ïðîôåññèîíàëüíîãî ìóçûêàíòà. Âèîëåòà Ó ðìàíà áûëà â ýòîì
ìåíüøèíñòâå – îíà çàêîí÷èëà êëàññ ôîðòåïèàíî â Ëèòîâñêîé àêàäåìèè
ìóçûêè è òåàòðà, è ýòî ïîòðåáîâàëî îò íåå áîëåå ïÿòíàäöàòè ëåò íåó ñ-
òàííîãî, åæåäíåâíîãî òðóäà. Îäíàêî íå óäîâëåòâîðèâøèñü ýòèì äîñòè-
æåíèåì, ÷óâñòâóÿ ñâîè îò äðóãèõ åùå ãëóáîêî ñîêðûòûå ïîòåíöèè, îíà
ñâåðíóëà ñ ïóòè ïèàíèñòè÷åñêîé êàðüåðû, è íà÷àâ âñå ñ íà÷àëà, ñòàëà
îäíîé èç èçâåñòíåéøèõ â ìèðå ìåööî-ñîïðàíî êîíöà ÕÕ âåêà. Íî äàæå
âîçíåñøèñü íà òàêèå âåðøèíû, îíà íå ïðåêðàòèëà ïîèñêà. Âåäîìàÿ ñâîèì
òàëàíòîì è âíóòðåííèì  ãîëîñîì, Ó ðìàíà îïÿòü ñâåðíóëà ñ ïðîòîðåííîãî
ïóòè – ñìåíèëà òâîð÷åñêîå àìïëóà, îáðàòèëàñü ê ñîïðàíîâîìó ðåïåðòóàðó .
Íåñêîëüêî ëåò îíà áëèñòàëà íà ýòîé ñòåçå è âîò â ìàðòå 2012 ãîäà, íàõî-
äÿñü â Âèëüíþñå (â òîò ïðèåçä åé âðó÷àëè ðåãàëèè Ïî÷åòíîãî äîêòîðà
Ëèòîâñêîé àêàäåìèè ìóçûêè è òåàòðà), îíà îïÿòü óäèâèëà ìóçûêàëüíûé
ìèð – îáúÿâèëà î ñâîåì ðåøåíèè âåðíóòüñÿ ê ïàðòèÿì ìåööî-ñîïðàíî.
×òî ýòî, êàïðèç ïðèìàäîííû èëè, íàïðîòèâ, ñîâåðøåííî ðàöèîíàëü-
íîå, îñìûñëåííîå ðåøåíèå, ïðîäèêòîâàííîå ñòðåìëåíèåì ïðåäóãàäàòü
çàâòðàøíèé äåíü è òåì ñàìûì ïîäãîòîâèòüñÿ ê íåìó? Ýòî ðèòîðè÷åñêèé
âîïðîñ, òàê êàê îòâåò èçâåñòåí çàðàíåå: ñïîñîáíîñòü íå öåïëÿòüñÿ çà äî-
ñòèãíóòîå, à áûòü â ïîñòîÿííîé ãîòîâíîñòè ê ïîèñêó , ê íîâûì ôîðìàì
õóäîæåñòâåííîãî ñàìîâûðàæåíèÿ, è åñòü ïðèçíàê èñòèííîé çâåçäû, âàæ-
íåéøåå óñëîâèå òâîð÷åñêîãî óñïåõà.

Â ýòîì ñìûñëå óðîê Ñîíäåöêèñà, Äîêøèöåðà è Ó ðìàíû âûðàæàåòñÿ
â ñâîåîáðàçíîì íàêàçå ñâîèì êîëëåãàì – íå îñòàíàâëèâàéòåñü, íå òîï-
÷èòåñü íà ìåñòå, íå áîéòåñü îòîéòè îò ïðèâû÷íîãî, íå öåïëÿéòåñü çà íåãî,
ñòðåìèòåñü ê íîâûì âûñîòàì.

Óðîê ìàñòåðñòâà

Ìàñòåðñòâî, òðåáîâàòåëüíîñòü ê ñåáå è ïðîôåññèîíàëüíàÿ ùåïå-
òèëüíîñòü ÿâëÿþòñÿ êðàåóãîëüíûìè êàìíÿìè èñïîëíèòåëüñêîé äåÿòåëü-
íîñòè. Èñïîëíèòåëü íåñåò îòâåòñòâåííîñòü çà âîïëîùàåìûé èì îáëèê
òâîð÷åñòâà êîìïîçèòîðà, âåäü â ïðåäñòàâëåíèè ñëóøàòåëÿ ìóçûêàëüíîå
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ñî÷èíåíèå îáðåòàåò ôîðìó , êîòîðóþ åé ïðèäàåò èñïîëíèòåëü. Ëþáûå
ïîãðåøíîñòè, èñêàæåíèÿ, äåôîðìàöèè, âèíîâíèêîì êîòîðûõ ÿâëÿåòñÿ
èñïîëíèòåëü, ñêàçûâàþòñÿ íà òîì, ÷òî ñëûøèò , çàïîìèíàåò è, ãëàâíîå,
ê ÷åìó ïðèâûêàåò ïóáëèêà. Áåçóêîðèçíåííîñòü èñïîëíèòåëüñêîãî âî-
ïëîùåíèÿ – àáñîëþòíûé ïðèîðèòåò â èñêó ññòâå èñïîëíèòåëåé. Òâîð÷å-
ñòâî Ñàóëþñà Ñîíäåöêèñà, Òèìîôåÿ Äîêøèöåðà è Âèîëåòû Ó ðìàíû –
ïðèìåð ýòîìó .

Ñòðåìëåíèå ê ìàêñèìóìó âîçìîæíîãî âñåãäà ÿâëÿëîñü èìïåðàòè-
âîì òâîð÷åñòâà Ñ àó ë þ ñ à  Ñ î í ä å ö ê è ñ à . Îí íèêîãäà íå óïó ñêàë ñëó-
÷àÿ óëó÷øèòü êà÷åñòâî èñïîëíåíèÿ, íå âûíîñèë íà ñöåíó ïðîèçâåäåíèå,
åñëè íå áûë äî êîíöà óâåðåí â åãî êîíöåðòíîé ãîòîâíîñòè. Ñîíäåöêèñ
ñëåäîâàë ýòîé ïðèíöèïèàëüíîé ó ñòàíîâêå â ðàáîòå ñî ìíîãèìè îðêåñò-
ðàìè â ðàçíûõ ñòðàíàõ. Ýòî âñåãäà ïðèíîñèëî ïëîäû.

Òàê, Ëèòîâñêèé êàìåðíûé îðêåñòð íà ïðîòÿæåíèè âñåãî ïåðèîäà,
êîãäà èì ðóêîâîäèë Ñîíäåöêèñ, áûë íåîñïîðèìûì ëèäåðîì èñïîëíè-
òåëüñêîãî èñêóññòâà â Ëèòâå, ôîðìèðîâàë òå êðèòåðèè, â ñîîòâåòñòâèè ñ
êîòîðûìè îïðåäåëÿëñÿ óðîâåíü ïðîôåññèîíàëèçìà òâîð÷åñêîé äåÿòåëü-
íîñòè. Ýòî ñòàëî âîçìîæíûì áëàãîäàðÿ äâóì ðàâíî íåîáõîäèìûì, õîòÿ,
âîçìîæíî, è íå ñîâñåì ðàâíî çíà÷èìûì ôàêòîðàì: òàëàíòó äèðèæåðà è
îãðîìíîé ðåïåòèöèîííîé (â áîëåå îáùåì ñìûñëå – ïåäàãîãè÷åñêîé)
ðàáîòå, êîòîðàÿ âñåãäà ïðåäøåñòâîâàëà èñïîëíåíèþ. Â áåñåäå ñ àâòîðîì
Ñîíäåöêèñ ñëåäóþùèì îáðàçîì îõàðàêòåðèçîâàë êà÷åñòâà, íåîáõîäèìûå
äëÿ èñïîëíèòåëÿ: Èíîãäà ãîâîðÿò, ÷òî ñåêðåò òâîð÷åñêîãî óñïåõà çàêëþ-
÷àåòñÿ â íàëè÷èè 1% òàëàíòà è 99% òÿæåëîãî òðóäà. Ýòî àáñîëþòíàÿ
áåññìûñëèöà. Ñ îäíèì ïðîöåíòîì òàëàíòà äîñòè÷ü íè÷åãî íåâîçìîæíî. Íà
òâîð÷åñêèå âûñîòû íåëüçà çàïîëçòè, èõ ìîæíî òîëüêî çàâîåâàòü. Ñîîò-
íîøåíèå äîëæíî áûòü 100% òàëàíòà è 100% òðóäà. Áûòü ìîæåò, ñ ìà-
òåìàòè÷åñêîé òî÷êè çðåíèÿ òàêàÿ ôîðìóëà ìîæåò âûçâàòü ñîìíåíèÿ,
îäíàêî â èñêóññòâå – ýòî àêñèîìà  (Ñîíäåöêèñ 2011).

Î ïîäîáíîì æå îòíîøåíèè ê ñâîåé äåÿòåëüíîñòè ñâèäåòåëüñòâó åò
òâîð÷åñòâî Òè ì î ô å ÿ  Ä î ê ø è ö å ð à . Åãî òðóäîëþáèå áûëî îáùåèç-
âåñòíî. Óæå äîñòèãíóâ ìåæäóíàðîäíîé ñëàâû è øèðîêîãî ïðèçíàíèÿ,
Äîêøèöåð íå èçìåíèë ñâîåãî îòíîøåíèÿ ê òîìó , ÷òî äåëàë. Îòâåòñòâåí-
íîñòü è òðåáîâàòåëüíîñòü ê ñåáå áûëè åãî âòîðîé íàòóðîé. Ïðîñëàâèâ-
øèñü â êà÷åñòâå ñîëèñòà, îí, òåì íå ìåíåå, ïðîäîëæàë èãðàòü â îðêåñòðå
Áîëüøîãî òåàòðà â Ìîñêâå, è íà âîïðîñ, ïî÷åìó îí íå ïðåêðàùàåò îðêå-
ñòðîâîé êàðüåðû, äàâàë íåñêîëüêî ïàðàäîêñàëüíûé, íî î÷åíü ïðàâäè-
âûé è â âûñøåé ñòåïåíè ïðîôåññèîíàëüíûé îòâåò: èãðà â îðêåñòðå èìååò
äèñöèïëèíèðóþùåå çíà÷åíèå, êîòîðîå êðàéíå âàæíî äëÿ êîíöåðòèðó-
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þùåãî èñïîëíèòåëÿ, ñëóæèò äëÿ íåãî ñâîåîáðàçíîé ïðîôåññèîíàëüíîé
ïðîôèëàêòèêîé; ïîýòîìó îí âíîâü è âíîâü âîçâðàùàåòñÿ ê íåé (Äîêøè-
öåð 1996: 110).

Òðåáîâàòåëüíûé ê ñåáå, Äîêøèöåð áûë íå ìåíåå òðåáîâàòåëåí è ê
ñâîèì êîëëåãàì. Íàáëþäàÿ çà îðêåñòðàíòàìè, îí ñ ãîðå÷üþ îòìå÷àë, ÷òî
îíè íå äàþò ñåáå òðóäà â äîëæíîé ìåðå ïîäãîòîâèòü îðêåñòðîâûå ïàðòèè.
Îí íåäîóìåâàë, ïî÷åìó îðêåñòðàíòû, ñ ïîëíîé îòâåòñòâåííîñòüþ îòíî-
ñÿñü ê ñâîèì ñîëüíûì âûñòóïëåíèÿì, íå äåëàþò òîãî æå ïî îòíîøåíèþ
ê ñâîèì îðêåñòðîâûì îáÿçàííîñòÿì è íå ïðèõîäÿò íà ðåïåòèöèè, óæå
äîñêîíàëüíî ñàìîñòîÿòåëüíî âûó÷èâ ñëîæíûå ïàññàæè. Äîêøèöåð çà-
äàâàëñÿ ðèòîðè÷åñêèì âîïðîñîì: ðàçâå îðêåñòðîâàÿ èãðà íå òðåáó åò òîé
æå îòâåòñòâåííîñòè, ÷òî è ñîëüíûå âûñòóïëåíèÿ, ðàçâå ìîæíî íàñïåõ,
áåç äîñòàòî÷íîé ðåïåòèöèîííîé ðàáîòû, âûíîñèòü ïðîèçâåäåíèå íà ñóä
ñëóøàòåëåé? (Äîêøèöåð 1996: 109)

Êñòàòè, ñòîëü æå òðåáîâàòåëüíûì è êðèòè÷íûì Äîêøèöåð áûë è ïî
îòíîøåíèþ ê äèðèæåðàì. Â ýòîì îí ìîã îïèðàòüñÿ è íà ñâîé ìíîãîëåò-
íèé îïûò ìóçûêàíòà îðêåñòðà, è íà îïûò ñîëèñòà, ìíîãîêðàòíî âûñòóïàâ-
øåãî ñ ðàçíûìè îðêåñòðàìè ìèðà, è íà ñîáñòâåííûé æå îïûò äèðèæåðà
(êàê èçâåñòíî, Äîêøèöåð óæå ïî çàâåðøåíèè ñâîåãî èíñòðóìåíòàëüíîãî
îáðàçîâàíèÿ ïðîøåë â Ìîñêîâñêîé êîíñåðâàòîðèè ïîëíûé êóðñ ñèìôî-
íè÷åñêîãî äèðèæèðîâàíèÿ, ïîñëå ÷åãî íà ïðîòÿæåíèè äåñÿòè ëåò äèðè-
æèðîâàë ñïåêòàêëÿìè Áîëüøîãî òåàòðà). Äîêøèöåð êðèòèêîâàë äèðè-
æåðîâ, êîòîðûå áåçäóìíî òðàòèëè ðåïåòèöèîííîå âðåìÿ íà ðàçó÷èâàíèå
òîãî, ÷òî êàæäûé èç îðêåñòðàíòîâ äîëæåí áûë ïîäãîòîâèòü ñàìîñòîÿ-
òåëüíî (Äîêøèöåð 1996: 110). Ïðîôåññèîíàëèçì âî âñåì – âîò î ÷åì ñâè-
äåòåëüñòâîâàëî òâîð÷åñòâî ýòîãî âåëèêîãî Ìàñòåðà.

Â íåñêîëüêî èíîé ïëîñêîñòè ìîæíî ïðåäñòàâèòü ïðèìåð îòâåò-
ñòâåííîãî îòíîøåíèÿ ê ñâîåé ïðîôåññèè, êîòîðûé ïðîñìàòðèâàåòñÿ â
èñêóññòâå Â è î ë å ò û  Óð ì à í û . Êàçàëîñü áû, îáëàäàÿ óäèâèòåëüíûì
ïî êðàñîòå ãîëîñîì, îíà âïîëíå ìîãëà áû óäîâëåòâîðèòüñÿ ýòèì äàðîì
ïðèðîäû, íå ñëèøêîì óòðóæäàÿ ñåáÿ, òåì áîëåå, ÷òî ðåïåðòóàð, ïîçâîëÿ-
þùèé ïðîäåìîíñòðèðîâàòü è ïîä÷åðêíóòü åñòåñòâåííûå êðàñîòû ãîëîñà ,
ïî ñóòè áåçãðàíè÷åí. Ñòàòóñ çâåçäû, îäíàêî, âëå÷åò çà ñîáîé ñîâñåì èíîé
ïîäõîä.

Óðìàíà ïîåò î÷åíü èíòåëëåêòóàëüíûé ðåïåðòóàð, òðåáóþùèé âûñî-
êîé èñïîëíèòåëüñêîé êóëü òóðû, èäåàëüíîãî ïîíèìàíèÿ è îùóùåíèÿ
ñòèëÿ, èíûìè ñëîâàìè, îñîáîãî ìàñòåðñòâà. Õîòÿ òàêîé ðåïåðòóàð ðàñ-
ñ÷èòàí íà îòíîñèòåëüíî íåìíîãî÷èñëåííûé êðóã èñòèííûõ çíàòîêîâ, à
íå íà çàïîëíåííûå òûñÿ÷íûìè òîëïàìè ñòàäèîíû, èìåííî â ýòîé êðàéíå
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òîíêîé ýëèòàðíîé ñðåäå òâîðèòñÿ íàñòîÿùåå èñêó ññòâî, ôîðìèðóþòñÿ
íàèáîëåå öåííûå ïëàñòû õóäîæåñòâåííîãî äîñòîÿíèÿ. Î òîì, êàê â ýòîé
ñðåäå âîñïðèíèìàåòñÿ òâîð÷åñòâî Óðìàíû, ñâèäåòåëüñòâóåò îäèí èç îò-
êëèêîâ íà åå êîíöåðò . Îïèñûâàÿ èñïîëíåíèå Ó ðìàíîé è Íàöèîíàëüíûì
ôèëàðìîíè÷åñêèì îðêåñòðîì Ðîññèè ïîä óïðàâëåíèåì Âëàäèìèðà Ñïè-
âàêîâà Ïÿòè ïåñåí íà ñòèõè Ôðèäðèõà Ðþêêåðòà (1901–1903) äëÿ ãîëîñà
ñ îðêåñòðîì Ã óñòàâà Ìàëåðà, ðåöåíçåíò êîíöåðòà ñ âîñòîðãîì îòìå÷àë, ÷òî
ýòà ÷àñòü ïðîãðàììû åãî ïðîñòî ïëåíèëà, ïîêîðèëà óðîâíåì âûñî÷àéøåé
îòäåëêè íþàíñîâ (êàê âîêàëüíûõ, òàê è îðêåñòðîâûõ), çàñòàâèëà, çàòàèâ
äûõàíèå, ïîãðóçèòüñÿ â ìèð ñïîêîéñòâèÿ è ñîçåðöàòåëüíîñòè, ýëåãè÷åñêîé
áåçìÿòåæíîñòè è ïðîñâåòëåííûõ ðîìàíòè÷åñêèõ ãðåç. Ñàìî æå èñïîëíåíèå
ïðåâðàòèëîñü â îäíó óïîèòåëüíóþ “ñèìôîíèþ”, â êîòîðîé ãîëîñà ñîëèñòêè
è îðêåñòðà íåâåðîÿòíî îðãàíè÷íî “÷óâñòâîâàëè è ñëûøàëè” äðóã äðóãà (Êîðÿ-
áèí 2011). Íå óäèâèòåëüíî, ÷òî èìåííî â êîíòåêñòå òàêèõ ó ñòðåìëåíèé
ñëàãàåòñÿ ïîíèìàíèå, ÷òî â èñêó ññòâå õîðîøî, à ÷òî ïëîõî, ïðîèçðàñòàþò
òåíäåíöèè ïîñëåäóþùåãî ðàçâèòèÿ.

Òðåáîâàòåëüíîñòü ê ñåáå, îòâåòñòâåííîñòü çà ñîõðàíåíèå, ðàçâèòèå,
ðàñêðûòèå è óìåíèå äîíåñòè äî ñëóøàòåëÿ ñâîé òàëàíò – òàêîâ óðîê èñ-
òèííûõ Ìàñòåðîâ.

Óðîê ãðàæäàíñêîé ïîçèöèè

Èñêóññòâî ìóçûêàíòà îñóùåñòâëÿåòñÿ â ïóáëè÷íîé ñðåäå. Îíî îá-
ðàùåíî íà ýòó ñðåäó, ïðåîáðàçóåò è èçìåíÿåò åå. Â ýòîì ñìûñëå àðòèñò,
êàê è ïîëèòèê, – ïóáëè÷íûé ÷åëîâåê. Ñâîèì èñêó ññòâîì è ñâîåé ëè÷íî-
ñòüþ îí ñîçäàåò âàæíûé îáùåñòâåííûé ïðåöåäåíò . Åãî òâîð÷åñòâî – ñâîå-
îáðàçíîå ïîñëàíèå, êîòîðîå íàõîäèò ñâîåãî àäðåñàòà, ñîîòâåòñòâóþùèì
îáðàçîì ðàñøèôðîâûâàåòñÿ, çàñòàâëÿåò çàäóìàòüñÿ. Äåÿòåëüíîñòü Ñîí-
äåöêèñà, Äîêøèöåðà è Óðìàíû äàåò îáèëüíóþ ïèùó äëÿ ðàçìûøëåíèé
íà ýòó òåìó.

Êîíöåðòíûå âûñòóïëåíèÿ  Ñ àó ë þ ñ à  Ñ î í ä å ö ê è ñ à  íà ïðîòÿæå-
íèè áîëåå ÷åì ïîëóâåêà èìåëè îãðîìíîå çíà÷åíèå äëÿ Ëèòâû – îíè ñîçäà-
âàëè äóõîâíûé ôîí æèçíè â Ëèòâå, íà íèõ âûðîñëî íå îäíî ïîêîëåíèå.
Ñîíäåöêèñ ìíîãîêðàòíî âûñòóïàë â íàèáîëåå ïðåñòèæíûõ êîíöåðòíûõ
çàëàõ ìèðà, ïðèíèìàë ó÷àñòèå â ñàìûõ èçâåñòíûõ ìóçûêàëüíûõ ôåñòè-
âàëÿõ, ñîòðóäíè÷àë ñ êîìïîçèòîðàìè, ïðè÷èñëÿåìûìè ñåãîäíÿ ê êëàñ-
ñèêàì ÕÕ âåêà, â êðóãó åãî ñîëèñòîâ áûëè àâòîðèòåòíåéøèå èñïîëíèòåëè
åãî âðåìåíè – âñå ýòî èìåëî íå ñ ÷åì íåñðàâíèìîå âîñïèòûâàþùåå çíà-
÷åíèå è îáùåñòâåííûé ðåçîíàíñ. Áîëåå òîãî, èìåííî Ñîíäåöêèñ â ñâîå
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âðåìÿ âûâåë ëèòîâñêîå ìóçûêàëüíîå èñêó ññòâî íà ìèðîâóþ êîíöåðòíóþ
ñöåíó, çàñòàâèë çàãîâîðèòü î íåì êàê î ñàìîáûòíîì è ÿðêîì ÿâëåíèè. Îí
áûë ñâîåîáðàçíûì êóëü òóðíûì ïîñëîì Ëèòâû, îòêðûë Ëèòâó äëÿ ìíî-
ãèõ ëþáèòåëåé ìóçûêè çà ðóáåæîì, ñïîñîáñòâîâàë ôîðìèðîâàíèþ åå
èìèäæà êàê ñòðàíû ñ áîãàòîé õóäîæåñòâåííîé òðàäèöèåé è èíòåíñèâ-
íîé äóõîâíîé æèçíüþ. Â êîíå÷íîì èòîãå â ýïîõó æåëåçíîãî çàíàâåñà
Ñîíäåöêèñ ïðîáèë êóëü òóðíóþ èçîëÿöèþ Ëèòâû, íàëàäèë ñâÿçè, êîòî-
ðûìè ìû ïîëüçó åìñÿ ïîíûíå.

Äåÿòåëüíîñòü Òè ì î ô å ÿ  Ä î ê ø è ö å ð à  äëÿ Ëèòâû ñëó÷àé ñîâñåì
èíîãî ïîðÿäêà – ïðèåõàâ â Ëèòâó , îí ñîçäàë çäåñü âàæíûå ïðåäïîñûëêè
äëÿ õóäîæåñòâåííûõ äîñòèæåíèé. Óæå îäíî òî, ÷òî ìóçûêàíò òàêîãî óðîâíÿ
áûë ðÿäîì, ñëóæèëî ñòèìóëîì è òîë÷êîì ê îáðåòåíèþ íîâîãî êà÷åñòâà.
Âîïðîñ ñîñòîèò â òîì, ãîòîâà ëè áûëà ìóçûêàëüíàÿ îáùåñòâåííîñòü Ëèò-
âû âîñïðèíÿòü è îòêëèêíóòüñÿ íà ýòîò òîë÷îê?

Êîíå÷íî, Äîêøèöåð, ïðîæèâàÿ â Ëèòâå, ñîòðóäíè÷àë ñ ëèòîâñêèìè
ìóçûêàíòàìè, êîíñóëü òèðîâàë èñïîëíèòåëåé, ïåäàãîãîâ, ñòóäåíòîâ. Ñ
ðóêîâîäèìûì Ñîíäåöêèñîì Ëèòîâñêèì êàìåðíûì îðêåñòðîì îí ñäåëàë
ñâîè ïîñëåäíèå ìóçûêàëüíûå çàïèñè (îíè â âèäå òðåõ CD áûëè èçäàíû
ôèðìîé Triton â ßïîíèè). Âñå æå âîçìîæíîñòü ðåàëèçîâàòü ýòîò íåîæè-
äàííî âîçíèêøèé â Ëèòâå ðåñóðñ òâîð÷åñêîãî (à â áîëåå îáùåì ñìûñëå è
îáùåñòâåííîãî) âîçäåéñòâèÿ áûë èñïîëüçîâàí ÿâíî íåäîñòàòî÷íî. Ñîí-
äåöêèñ, âñïîìèíàÿ ñèòóàöèþ ñ Äîêøèöåðîì, íå ñêðûâàåò ñâîåãî ðàçî-
÷àðîâàíèÿ. Îí ñ ãîðå÷üþ ãîâîðèò , ÷òî áëàãîäàðÿ òàêîìó ïðîñëàâëåííîìó ,
àâòîðèòåòíîìó ìóçûêàíòó êàê Äîêøèöåð, èìÿ êîòîðîãî îáëàäàëî â ìó-
çûêàëüíîì ìèðå îãðîìíîé ïðèòÿãàòåëüíîé ñèëîé, Ëèòâà ìîãëà ïî ñóòè
ñòàòü öåíòðîì èñêóññòâà èñïîëíåíèÿ íà äóõîâûõ èíñòðóìåíòàõ ìèðîâîãî
ìàñøòàáà, íî íå ñòàëà èì, óïó ñòèëà ýòîò øàíñ (Ñîíäåöêèñ 2011). Ñîí-
äåöêèñ íåîäíîêðàòíî ïûòàëñÿ äîíåñòè ìûñëü î òàêîé âîçìîæíîñòè äî
ëèö, îòâåòñòâåííûõ çà ðàçâèòèå ëèòîâñêîé êóëüòóðû, çàèíòåðåñîâàòü èõ.
Óâû, åìó ýòî íå óäàëîñü (íå÷òî ïîäîáíîå ìîæíî îòìåòèòü è ïî ïîâîäó
Ðîäèîíà Ùåäðèíà è Ìàéè Ïëèñåöêîé, ïðèíÿâøèõ ëèòîâñêîå ãðàæäàí-
ñòâî, äî ñèõ ïîð ìíîãî âðåìåíè ïðîâîäÿùèõ â Ëèòâå; îíè, êàê è Äîêøè-
öåð, òàê è íå áûëè èíòåãðèðîâàíû â ëèòîâñêóþ êóëüòóðó).

Ïðèìåð Äîêøèöåðà âûñâå÷èâàåò ñëîæíóþ ïðîáëåìó ñòåðåîòèïîâ,
â îñíîâå êîòîðûõ ëåæèò ïðèíöèï ñâîé –  ÷óæîé. Ýòî – îáîðîòíàÿ ñòîðîíà
ïðèñóòñòâèÿ âåëèêîãî àðòèñòà, ñâèäåòåëüñòâóþùàÿ îá óçîñòè ïðîñòðàí-
ñòâà, â ïðåäåëàõ êîòîðîãî ïðîôåññèîíàëüíûå êðóãè ãîòîâû ìèðèòüñÿ ñ
ïðèñóòñòâèåì õóäîæíèêà, îáëàäàþùåãî òâîð÷åñêîé ïîòåíöèåé, íàìíîãî
ïðåâîñõîäÿùåé èõ ñîáñòâåííóþ. Ïðè÷åì çäåñü íå õîòåëîñü áû âèäåòü
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èíîãäà èñêóññòâåííî ýñêàëèðóåìûé íàöèîíàëüíûé âîïðîñ. Èñòîêè ñëî-
æèâøåéñÿ ñèòóàöèè ñëåäóåò èñêàòü â áîÿçíè êîíêóðåíöèè, â æåëàíèè
çàùèòèòü ñåáÿ è ñâîé ñòàòóñ ïîñðåäñòâîì îòñå÷åíèÿ ëþáîãî ñîïåðíè÷å-
ñòâà äàæå â òîì ñëó÷àå, åñëè îíî ìîæåò îêàçàòüñÿ î÷åíü ïîçèòèâíûì äëÿ
äàëüíåéøåãî ðàçâèòèÿ ñòðàíû.

Â ïëîñêîñòè ôîðìèðîâàíèÿ ñîîòâåòñòâóþùåé ãðàæäàíñêîé ïîçè-
öèè õàðàêòåðíûé è î÷åíü àêòóàëüíûé óðîê äàåò Â è î ë å ò à  Óð ì à í à .
Îíà èñïîäâîëü ïðèó÷àåò ê ìûñëè, ÷òî ìû æèâåì â îòêðûòîì ìèðå, ãäå
íåò ìåñòà çàìêíóòîñòè è ñàìîèçîëÿöèè.

Óðìàíà ïîåò â Èòàëèè, ÑØÀ, ßïîíèè, íî âåçäå îíà ÿâëÿåòñÿ ëèòîâ-
ñêîé ïåâèöåé. Èíà÷å íå ìîæåò áûòü, âåäü èñêó ññòâî íå èìååò ãðàíèö,
ïðèíàäëåæèò âñåìó ìèðó . Ïðè ýòîì îíî âñåãäà îáëàäàåò íàöèîíàëüíûìè
êîðíÿìè. Êîðíè Ó ðìàíû â Ëèòâå. Îñîçíàíèå ýòîãî àñïåêòà åå èñêó ññòâà
ñëóæèò âàæíûì óðîêîì äëÿ íàñ.

Â íàñòîÿùåå âðåìÿ áûòó åò íåãàòèâíîå îòíîøåíèå ê ñîîòå÷åñòâåí-
íèêàì, èçáðàâøèì ýìèãðàöèþ. Îòêðûâøèéñÿ ïåðåä íàìè ñâîáîäíûé è
íåîáúÿòíûé ìèð ìíîãèõ ïóãàåò . Íå ñëåäóåò áîÿòüñÿ åãî è ñ íåäîâåðèåì
ñìîòðåòü íà òåõ, êòî áîëüøå âðåìåíè ïðîâîäèò çà ðóáåæîì, ÷åì â Ëèòâå.
Ñðåäè íèõ ìíîãî òåõ, êòî ïðîñëàâëÿåò íàøó ñòðàíó . Îäíà èç íèõ – Âèî-
ëåòà Óðìàíà. Îíà íàöèîíàëüíàÿ ãîðäîñòü Ëèòâû, áëàãîäàðÿ òàêèì êàê
îíà â îáùåñòâåííîì ñîçíàíèè ñêëàäûâàåòñÿ ïîçèòèâíîå îòíîøåíèå ê
âûñîêîìó èñêó ññòâó, ôîðìèðó åòñÿ åãî âûñîêèé ñòàòóñ, ïðåîäîëåâàþòñÿ
áàðüåðû íåäîâåðèÿ, èçæèâàþòñÿ êîìïëåêñû.

Âûâîäû

Ïðèìåð ìàñòåðà – ñèñòåìîîáðàçóþùèé è ðåãóëèðóþùèé ôàêòîð
õóäîæåñòâåííîé êóëüòóðû, âàæíåéøèé ñòèìóë òâîð÷åñêîé äåÿòåëüíîñòè .
Ýòî ñêàçûâàåòñÿ â ñëåäóþùåì:
— ïðåáûâàíèå â îðáèòå òâîð÷åñêèõ âîçäåéñòâèé áîëüøîãî àðòèñòà ñòè-

ìóëèðó åò îðèåíòàöèþ íà òâîð÷åñêîå îáíîâëåíèå êàê îñíîâîïîëà-
ãàþùèé ôàêòîð òâîð÷åñêîãî ìûøëåíèÿ, îïðåäåëÿåò îáùèé âåêòîð
ðàçâèòèÿ;

— ïðèìåð áîëüøîãî àðòèñòà ñïîñîáñòâó åò ôîðìèðîâàíèþ â âûñøåé
ñòåïåíè îòâåòñòâåííîãî, òðåáîâàòåëüíîãî îòíîøåíèÿ ê îñóùåñò-
âëåíèþ òâîð÷åñêîé äåÿòåëüíîñòè, ïðåäîõðàíÿåò îò äèëåòàíòèçìà,
ñàìîîáîëüùåíèÿ ñâîèìè ó ñïåõàìè; íà ôîíå áîëüøîãî àðòèñòà ñòà-
íîâèòñÿ î÷åâèäíîé óùåðáíîñòü ïîñðåäñòâåííîñòè, òåì ñàìûì îñó-
ùåñòâëÿåòñÿ ñàìîî÷èùåíèå  õóäîæåñòâåííîé êóëüòóðû;
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— ìåæäóíàðîäíûé ðåçîíàíñ è øèðîêèé ðàçìàõ äåÿòåëüíîñòè ìàñòåðà
ÿâëÿåòñÿ óðîêîì ãðàæäàíñêîé ïîçèöèè, áëàãîäàðÿ êîòîðîìó ïðåîäî-
ëåâàåòñÿ ïðåäðàñïîëîæåííîñòü ê çàìêíóòîñòè, ôîðìèðó åòñÿ îòêðû-
òîñòü è òîëåðàíòíîñòü.
Èñêóññòâî ñàìî ïî ñåáå ÿâëÿåòñÿ âåëèêèì ïðèìåðîì, íåñóùèì â ñåáå

îáëàãîðàæèâàþùèé çàðÿä, îáëàäàþùèì îãðîìíîé ñîçèäàòåëüíîé ïîòåí-
öèåé. Â ñâîþ î÷åðåäü íîñèòåëÿìè ýòîãî ïðèìåðà ÿâëÿþòñÿ âåëèêèå àð-
òèñòû, òâîðÿùèå ðÿäîì ñ íàìè, íà íàøèõ ãëàçàõ. Ýòî ðåäêèé øàíñ ïðè-
îáùèòüñÿ ê òîìó , ÷òî ïðåäñòàâëÿåò ñîáîé îãðîìíóþ õóäîæåñòâåííóþ
öåííîñòü, íà ïðèìåðå ÷åãî òîëüêî è âîçìîæíà ïîëíîöåííàÿ òâîð÷åñêàÿ
äåÿòåëüíîñòü. Ñëåäóåò ëèøü ïðàâèëüíî ïîíÿòü è õîðîøî ó ñâîèòü ýòîò
ïðèìåð.

Master Class: The Issue of Reference Points
in Lithuanian Performance Art at the Turn of the 21 st Century

Leonidas Melnikas

Summary

The development of art is always connected with a system of values
and reference points which direct artistic activity, determine the framework
of the acceptable, and serve as symbols of the tendency to new artistic heights.
Such reference points, as a rule, are formed through the work of outstanding
artists, who stand out in the artistic landscape of their time, serve as an
example to emulate, and are the influencers of thought of their contem-
poraries. The question is of the richness of the artistic landscape, its saturation
with bright, shining, distantly visible artistic achievements, which in turn
determine the colorfulness, variety and, most importantly, general level of
sophistication of artistic activity. A clear example of a true master develops
a system of reference points for his beginner or not so well-known colleagues,
who then are able to better draw the path of their own artistic quests.

The article makes an effort to analyse the problem of reference points
in Lithuanian performance art of the turn of the 21 st century, taking into
account the work of three outstanding musical performers: Saulius Sondeckis,
Violeta Urmana, and Timofei Dokshitser. Each of these musicians represents
a characteristic socio-cultural type. The conductor Sondeckis is a musician
of the older generation who gave orchestral culture in Lithuania a completely
new image, taking Lithuanian performers to an internationally-recognized
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level; despite his advanced age, he continues a vigorous concert schedule.
The singer Urmana, who first developed her art in the 90s and who is now
at the zenith of world fame, is an undoubted factor of development of Lithu-
anian culture even though she lives abroad. Dokshitser was a world-renowned
trumpeter who moved to Lithuania in 1990 and lived here until his death in
2005; he formed the basis for a new configuration in the Lithuanian musical
landscape.

The article analyses the following aspects of the influence of these
outstanding musicians on their Lithuanian colleagues:
— the stimulus towards readiness for dynamic artistic renewal;
— the development of the highest degree of responsibility and demanding

attitude towards their own activity;
— the international scope of activity as a factor of overcoming enclosure,

the encouragement of openness and tolerance.
A significant portion of the article is devoted to the axiological aspect

of the work of these musicians, permitting the development of criteria for
evaluating the achievements of contemporary Lithuanian performers on a
par with internationally-accepted ones.
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Abstract

The article is a critique of the relevance of the Polish concept of universal
music education that developed at the turn of the 1970s and 1980s in Poland.
The author critically approaches the concept’s lack of relevance, obsolescence
of ideas and content, non-diachrony, lack of theoretical consistency with
school practice and divergence between official educational content and the
strength and imperatives of youth subcultures. In his analysis of the objections
of many observers of the Polish music education, the author draws conclu-
sions that aim to improve the substance-related relevance of the concept
and contribute to its fundamentals. The fundamentals mainly include dialogue
with authors and participants of universal music education and cultural life
in Poland, effective collaboration between educational institutions, modifi-
cations to teacher training curricula, use of a single educational concept
(e.g. of Edwin E. Gordon, Carl Orff), inclusion of contemporary cultural
content, hence also popular music, and involvement of students in joint
educational and music projects.

Key words: music education, concept of universal education, music at
school, popular culture, school-based and non-school education.

Introduction

The Polish concept of universal music education is being increasingly
criticised1. The challenges of today and the need to develop new philosophies
of education as well as pedagogic intervention strategies require forms suitable

1 I partly referred to it in the chapter Aktualnoúã polskiej koncepcji powszechnej
edukacji muzycznej; see Koùodziejski 2011: 21–23. Here, I repeated the descriptions
and offered further analyses.
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for the 21st century (Biaùkowski 2002: 143). The criticism usually refers to a
number of aspects: the lack of relevance, meaning obsolescence of ideas and
content, non-diachrony, lack of theoretical consistency with school practice
and divergence between official educational content and the strength and
imperatives of youth subcultures (cf. Przychodziñska 2000: 13). The current
problems of music education appear in a broader perspective of cultural
developments, trends, school obligations and capacities (Przychodziñska
2000: 13). Opinions on the subject are voiced by leading Polish music
educationalists2, artists, musicians, teachers and politicians, namely all those
involved in the concept of universality of music education, promotion of
music in Polish society and the role of music in versatile human development.
Objections directed at the authors of the concept refer predominantly to the
inclusion of only artistic music in educational content, domination of broad-
cast character of music education over music practice, lack of education for
children and youth leading to the understanding of broad culture, including
popular music, disregard for the interests of children and youth, and omission
of impulses originating in the students’ environment, and thus to some extent
refer to the obsolescence of the ideas and content.

Overview of critical approaches

Maùgorzata Suúwiùùo said that the Polish concept constituted a combi-
nation of two educational models: a broadcast-based and an interaction-
based one, with domination of the former. She pointed to the emphasis put
in the concept’s substance on the historical cultural heritage message com-
bined with openness to creativity and individual expression of the child.
Such an approach enables the teacher to approach tasks, curriculum of music
subjects and methods of music education in a pluralistic and democratic
manner. Such characteristic freedom demands specific teacher’s competences
(artistic, communicative, technical as well as pedagogic and psychological
competences). Furthermore, although the author rejects the existing approach
to music education in higher grades of the elementary and middle schools,
she acknowledges the advantages of such an approach in lower grades.
Suúwiùùo offers to complement the teaching content with the latest achieve-
ments in music psychology, mainly related to the sequential and spiral cha-

2 Maria Przychodziñska, Maùgorzata Suúwiùùo, Elýbieta A. Zwoliñska, Andrzej
Biaùkowski, Mirosùaw Grusiewicz, Ewa Parkita, Paweù A. Trzos, Maciej Koùodziejski
et al.
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racter of a child’s music development (Suúwiùùo 2001: 136–137; see also
Oelszlaeger 2010, 2012), ignoring the need to familiarise the child with
popular culture that often has little educational value.

Mirosùaw Grusiewicz argues that the Polish concept of universal music
education failed to meet all the expectations laid in it already in 1970s.
However, it was coherent, changed many people’s understanding of functions
and purposes of music education, promoted the ideas of teaching creativity
and expression, spread the ideas of Carl Orff’s, Émile Jacques-Dalcroze’s
and Zolt án Kodály’s education systems, contributed to maintaining the value
of higher culture in the society thanks to its axiology, created a great theore-
tical background. It also helped to develop a system of teacher’s supplemental
education and professional training and to undertake scientific research
focussed on verifying the concept implementation (Grusiewicz 2006: 24).

The current criticism towards the concept refers, according to Andrzej
Biaùkowski, mainly to its loss of re levance, mostly because of the avoidance
of the music and pedagogic achievements of representatives of American
and Western European pedagogy, lack of emphasis on other than aesthetic
functions of music education and disregard of popular music’s role in prepa-
ration for the reception of the highest values in music (Biaùkowski 2002:
143–148). The author understands the need to make the concept consistent
with the conditions of contemporary culture and to start to perceive popular
music as a carrier of value, specifically for children and youth, as both music
teachers to be and current students are particularly attracted to its content
(Oehler, Hanley 2009).

Other reservations concerning the Polish concept of universal music
education are formulated by Mirosùaw Niziurski who points to its incom-
patibility with the current school environment (Niziurski 1995: 75). As far
as the c o n c e p t ’ s  n o n - d i a c h r o n i c  c h a r a c t e r is concerned, the
passage of time, changing social and civilisational reality failed to provoke
any changes to the concept’s fundamentals, or at least their partial revita-
lisation. Debates and discussions observed usually bring cosmetic changes
while the scientific and social discourse remains only a discourse and is not
followed by any actions. The need to change reaches far beyond simple
modifications to the curriculum. It is necessary to transform the awareness
of many individuals involved in the process of music education in Poland,
mainly music teachers who are directly responsible for the standard of music
awareness of the society and preparation of music audiences for music
professionals.
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In terms of c o n t e n t, we see only provisional and technical changes to
curricula and textbooks, which, however, lack substantive or innovative
value. Although educational packages are being developed, the level of
teaching (basic vs. extended) is not indicated. Also, focus is on impressive
forms of presenting the material taught rather than on the effects of teaching.
The obsolescence of textbooks concerns mainly the music repertoire to be
listened to, lack of logical links to the content taught and marginalisation of
folk music. Pop culture is not taught at all in elementary schools, and the
selection of popular music (rock, jazz) pieces is random and unstructured
(Grusiewicz 2006: 27–29). In recent years, popular music has gained in-
creasing interest in music pedagogy research and is more and more commonly
accepted at schools and universities around the world. Despite the general
trends and selective enthusiasm, music teachers with classical background
approach such concepts with restraint, perhaps because of their insufficient
formal knowledge and practical experience in the area. The more interesting
it seems then to try and promote music among students and use their natural
gravitation towards popular music by focussing their interests on creative
participation in popular or rock music bands (Allsup 2011). Furthermore,
Marcin Michalak (Michalak 2009) argues that popular music can unite the
teaching theory and practice and may direct the teaching process towards
creative education because of its expressive and critical and emancipatory
character (Hudáková, Bystrá 2011; cf. Przybysz-Zaremba 2012). Another
objection is the failure to use and disregard of modern multimedia resources
in music education offered to students. Although the recent progress has
been quite significant in terms of technology, promotion, implementation3

and research (Panasiuk 2005: 34–35; Panasiuk 2010: 81–82; see: Hudáková
2010; Hudáková 2011), the use of computer technology in the educational
process of music classes is insufficient and still marginal. Information tech-
nology, the Internet, computer bundles, multimedia software and other recent
innovations are used exclusively in IT classes (Grusiewicz 2005: 243).

Given the lack of t h e o r e t i c a l  a n d  p r a c t i c a l  c o n s i s t e n c y,
observations of the practical music education in Poland evidence that all the
concepts, assumptions, curricula and material schedules are only a cover for
the actual music-related activity of teachers. There is a perceptible dichotomy

3 I mean Polish nationwide campaigns such as Komputer w kaýdej szkole (Com-
puter in every school), Internet w szkoùach (Internet at schools), Interkl@sa, Pracownia
internetowa w kaýdym gimnazjum (Internet class at every middle school) or EU
programmes and other local projects.
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between theoretical assumptions and practice. It is particularly visible in the
evaluation of music achievements, which follows as many strategies as there
are individual teachers.

Jerzy Dylàg is quite radical about some of the fundamentals of the Polish
music education and its roots coming from pedagogic and music systems of
the 21st century (by Zolt án Kodály, Carl Orff, Émile Jaques-Dalcroze and
James Lockhart Mursell). The paramount aim of music education is to create
environment for the development of music expression as a basis for learning
the arcana of music knowledge. Dylàg sets his hopes on maintaining a balance
between critical and creative thinking as well as harmonious intellectual
and emotional development of a child. Stimulating the interest in music
depends more on creative activity of children rather than on playing songs
and learning elements of music knowledge (Dylàg 2006: 235–236).

However, Maria Przychodziñska states that criticism of the Polish con-
cept of music education voiced by many authors is superficial and probably
results from misunderstanding of its fundamentals (Przychodziñska 2011).
According to the author, the concept itself meant significant progress com-
pared to contemporary (in 1970s and 1980s) educational curricula, responded
to the needs of the then type of culture and levelled the chances of Poland on
the global music education arena. It is hard to assess, said Maria Przycho-
dziñska, how music education would look like in schools and other insti-
tutions if the Polish concept of music education could develop and improve
undisturbed and if it had conditions conducive to its development. In addition,
the advocates and opponents of the Polish concept of music education re-
present two different approaches to understanding education. The opponents
are characterised by p o s t - m o d e r n i s t i c approach that values particularly
understood freedom of cultural choices, and as a consequence, provides the
society with what it expects, and allegedly it wants simple content, not
requiring cognitive effort, it wants mediocrity and entertainment (Przy-
chodziñska 2011: 11–20).

Przychodziñska further continues that it is an attitude that associates
civilisational progress mainly with technological advancement and leaves
humanistic development of an individual behind. Another attitude, I say, is
represented by the supporters of the concept and – as Maria Przychodziñska
calls them – d e f e n d e r s  o f  c e r t a i n  p e r m a n e n t  v a l u e s that include
art and cognitive and emotional development of a child adjusted to their
capacities and taking account of the individual character and social activity
of a human being (Przychodziñska 2011; see also: Przybysz-Zaremba 2010).
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The above proposition seems to strongly emphasise the provisional
character of evaluation forced by the new civilisational environment, while
the social control exercised by parents, media and other institutions that
allegedly support curriculum-related school practice determines the duties
of teachers. In this sense, Edwin E. Gordon wrote, teachers – by locating
music education in the area of art – attribute esoteric value (Gordon 2002:5),
spiritual, immaterial, paranormal and subjective character to it. Because of
its specific subjective nature, the complex process of evaluation in music
education contaminates multiple categories of arbitrary judgment (Koùo-
dziejski 2010: 235).

The social and cultural dictate that manifests in many areas of human
activity, including education, and stems from democratic reception of the
surrounding reality is then puzzling. According to Jacek Piekarski, if we
want to exhibit an ethical, and thus also somewhat practical, approach to-
wards democracy, we need to consider its complexity as a concept and cultural
phenomenon and its institutional and educational character. On all these
planes, democracy proves to be extremely demanding (Piekarski 2010: 24).

There is, therefore, a need for education to take a stance on the pheno-
mena of contemporary culture. However, the stance will be restrained by
certain values, models or traditions.

Will the development of the attitude of the young generation be deter-
mined by the patterns of consumer society and the supporting media that
continue to strengthen its influencing power?, asked Maria Przychodziñska
in her article published in Wychowanie Muzyczne and immediately responded
that this would be in striking conflict with the fundamentals of the Polish
concept of music education. At the same time, it needs to be emphasised
that the concept fundamentals are open enough to make it both faithful to
itself and able and willing to take in the valuable things brought by modernity
(Przychodziñska 2011).

Is the Polish concept really that far from the modern times and innovation
that we need to pursue alternative solutions, or do we only need to try to
complement it with ideas offered by its observers and critics?

Conclusion

C o n s i d e r i n g  t h e  a b o v e, we need to note that the actual criticism
of the concept fundamentals does not come from negation of its content but
is clearly related to the m e t h o d s  i f  i t  i s  i m p l e m e n t a t i o n . Its
strengths are as follows:
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— the theoretical basis of the concept is well-founded,
— the concept has its scientific fundaments and sources in European and

American music psychopedagogy,
— it emphasises the need to understand and experience music through

expression and perception,
— it is addressed to everyone, hence its idea of egalitarianism,
— methods of its implementation are determined by the teacher who decides

about appropriate music education methods that should be adjusted to
the intellectual capacity and music abilities of the child,

— it uses various didactic means in the process of developing music appre-
ciation in children, although recent use of multimedia in a world of
information technology in music classes is only incidental.

Its threats and weaknesses include:
— time constraints for music classes in elementary and middle schools and

a decision to abandon the subject of ‘music’ in general education high
schools,

— marginalisation of music education,
— gradual exclusion of music from the area of ministerial decision-makers’

interest,
— downgrading of music to the role of an unnecessary subject and –

consequently – to occasional artistic performances promoting
educational institutions,

— resignation of qualified teachers from working in schools,
— forcing music teachers to retrain and conduct physical education,

information technology, history, art, technology or even Polish classes,
— total  l a c k  o f  e x t e r n a l  c o n t r o l  o f  t h e  i m p l e m e n t a t i o n  o f

m u s i c  e d u c a t i o n  c o n t e n t  in schools,
— music at school has become an aesthetic supplement of the child’s

academic education,
— observed ambivalent attitude of teachers towards the subject of ‘music’,
— for students, music classes are an opportunity to get high grades and

improve their grade point average.

Author’s suggestions for change

I believe, after Estelle Jorgensen, that we need to engage in a dialogue
with other music teachers, participants of many personal interpretations of
the concept of music education. It is also worth to seek means of effective
cooperation between art education teachers, teachers of school subjects,
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educators and instructors of community centres, music organisations, music
artists, associations, schools, parents and politicians to coordinate efforts
aimed at improving cultural and music education for better future of the
little citizens. The dialogue is to be held with respect to many often differing
views and opinions as to the direction of change in cultural education (Jor-
gensen 2010). Change has become a standard for modern learning societies
and thus is embedded in the directions of existence and development of
music education (Mark 2003). The efforts of all actors should concentrate
on active pursuit of changes that would include interests important for many
participants of the process. Formulation, proactive implementation and evalu-
ation of common plans will strengthen and enrich the society’s cultural life.
Moreover, it is necessary to bring back again the discussion on the values
that should guide educators in effective implementation of all the postulates.
Values known from the ancient times such as subjectivity, freedom, justice,
community, truth, respect and beauty are still valid in the present times.
Max van Manen describes the role of contemporary and modern teachers as
leaders that encourage students to start their music adventure. If we want to
animate music education at school, it has to become a central element of the
public education’s mission and cultural life (quoted after Jorgensen 2010).
Changes must also be introduced in the education of music teachers who –
instead of being professionals prepared for playing specific pedagogic roles–
must become, because of contemporary challenges, continuously developing
individuals that enable students to experience music (Denardo, O’Hearn
1992). According to Richard Colwell, academic knowledge comes with ex-
perience and much of the knowledge depends on individual capacities of
teachers as reflective researchers. Successive teaching of music depends on
the intellectual and artistic development of university students as teachers-
to-be and on the possibility to implement the teacher’s mission at school. In
addition, it is important to be able to manage the music development of stu-
dents in a way that it leads to understanding music as a form of art, a means
of communication and intellectual and cultural heritage (Colwell 2006).
Mastering educational concepts, including methods such as those of Carl
Orff, Zolt án Kodály, Émile Jaques-Dalcroze or Edwin E. Gordon requires
particular involvement and multi-dimensional academic curriculum, while
the opportunities provided to master selected elements do not meet the requi-
rements of contemporary school (cf. Colwell 2006). Much of what teachers
know about teaching comes from experience, however, despite curricula,
methodic guides and other teaching aids provided, effective music teaching
depends on individual capacities, skills and intentions of teachers. It seems,
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therefore, that the implementers of the Polish concept of music education
should concentrate their efforts on training teachers in using a selected concept
(method, pedagogic and music system), i.e. one of Kodály or Orff or Jaques-
Dalcroze or Gordon. These systems combined fail to bring any positive results
as every teacher usually uses elements of one strategy that he or she believes
is most effective and convincing anyway. This would ensure implementation
of sequential education focussed on the development of the basic music ap-
titudes and competencies. In the context of 21st-century education, multi-
dimensional character of education and learning music as well as the role of
music in individual versatile development (cf. Folkestad 2005), modifications
to academic curricula for teachers should be considered. A modern music
teacher must be versed in multi-dimensional functions of music and its thera-
peutic and compensatory benefits as an effective tool in versatile individual
development and at the same time as a method of counteracting and pre-
venting dysfunctions, neuroses and pathologies.

Vispârçjâs mûzikas izglîtîbas koncepcija Polijâ:
kritisks izvçrtçjums un nepiecieðamo izmaiòu apskats

Macejs Kolodzejskis

Kopsavilkums

Rakstâ izvçrtçta Polijas vispârçjâs mûzikas izglîtîbas koncepcija, kas
izveidojusies 20. gadsimta 70./80. gadu vidû. Autors kritiski aplûko izglîtîbas
ideju un satura novecoðanos, diahronas pieejas trûkumu, neatbilstîbu starp
oficiâlo pedagoìisko ievirzi un jaunieðu subkultûras tendencçm. Analizçjot
arî daudzu citu Polijas mûzikas izglîtîbas pçtnieku paustâs iebildes un ietei-
kumus, autors piedâvâ secinâjumus, kuru mçríis ir mainît paðreizçjo izglîtîbas
koncepciju. Vispirms viòð nodala tâs plusus un mînusus. Starp p l u s i e m
jâmin koncepcijas labi izstrâdâtâ zinâtniskâ (teorçtiskâ) bâze, kas balstâs uz
Eiropas un ASV mûzikas psihopedagoìijas principiem; tie rosina mûzikas
izpratni, uzkrâjot muzicçðanas pieredzi, spçju izteikt savas jûtas mûzikâ un
klausîties to. Ðie principi paredz vienlîdzîbu – mûzika ir adresçta ikvienam;
taèu par to praktisko îstenojumu atbildîgs ir skolotâjs, kurð, izraugoties
izglîtîbas metodes, òem vçrâ bçrna intelektuâlâs un muzikâlâs spçjas. Sko-
lotâja pârziòâ ir arî didaktisko lîdzekïu izvçle, lai gan ðîs sistçmas ietvaros
multimediju vai informâcijas tehnoloìiju lietojumam vçl ir tikai gadîjuma
raksturs. Savukârt sistçmas mînuss: sâkumskolâ un pamatskolâ mûzikai
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atvçlçts ïoti maz stundu, un lçmums atteikties no mûzikas nodarbîbâm vis-
pârçjâs vidçjâs mâcîbu iestâdçs marginalizç mûzikas izglîtîbas procesu, rada
bîstamîbu, ka daïa jaunieðu to uztvers kâ nevajadzîgu. Arî ministrija pakâpe-
niski arvien vairâk un vairâk norobeþojas no mûzikas izglîtîbas sâpîgo jautâ-
jumu risinâðanas; lîdz ar to mûziíu uzstâðanâs skolâs vçrojama tikai retumis,
kvalificçti mûzikas pedagogi spiesti zaudçt darbu vai pârkvalificçties par
fizikas, informâtikas, vçstures, vizuâlâs mâkslas vai pat poïu valodas skolo-
tâjiem. T r û k s t o t  â r ç j a i  k o n t r o l e i  p â r  m û z i k a s  i z g l î t î b a s
s a t u r u skolâs, ðis mâcîbu priekðmets kïuvis tikai par bçrna akadçmiskâs
izglîtîbas neobligâtu papildinâjumu, un arî paði pedagogi ne vienmçr novçrtç
tâ nozîmîbu. Lai situâcija mainîtos, nepiecieðams visaptveroðs dialogs starp
vispârçjâs mûzikas izglîtîbas koncepcijas autoriem un tâs potenciâlajiem
îstenotâjiem – kultûras dzîves dalîbniekiem; jâveido efektîva izglîtîbas insti-
tûciju sadarbîba; jâmaina skolu mâcîbu programmas, vienojoties, kâda kon-
cepcija bûs to pamatâ (piem., Edvîna E. Gordona, Karla Orfa vai tml.); jâ-
ietver mûzikas nodarbîbâs laikmetîgâs kultûras konteksts, tâtad arî populârâ
mûzika; aktîvâk jâiesaista audzçkòi daþâdos izglîtîbas un mûzikas projektos..

Atslçgvârdi: mûzikas izglîtîba, vispârçjâs mûzikas izglîtîbas koncepcija,
mûzika skolâ, populârâ mûzika, skolas un ârpusskolas izglîtîba.
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Latvieðu tautasdziesmu apdares
jauno pianistu konkursâ

Dr. art., Dr. paed.  Nora Lûse
Ekonomikas un kultûras augstskolas asociçtâ profesore

Starpkultûru kontaktu izpçtei mâkslas jomâ mûsdienu sabiedrîbâ tiek
pievçrsta liela uzmanîba, kas gûst atspulgu kâ teorçtiskos pçtîjumos, tâ daudz-
veidîgos mâkslas projektos. Mûzikâ viena no ðâdâm starpkultûru kontaktu
formâm ir starptautiskie atskaòotâjmâkslas konkursi – sacensîbas, kas ietver
meistarîbas demonstrçðanu un samçroðanu, lai noskaidrotu labâkos dalîb-
niekus. To vidû ir arî jauno pianistu konkursi (Alink 1993; Lûse 2001).

Mûsdienâs konkursi ir kïuvuði par bûtisku mûzikas izglîtîbas sastâvdaïu.
Latvijas kultûrizglîtîbas reforma deklarç mçríi nodroðinât mûzikas un mâkslas
izglîtîbas plaðu pieejamîbu, lai sekmçtu radoðas personîbas veidoðanos,
veidotu nacionâlas valsts identitâti un uzturçtu Dziesmu svçtku tradîcijas
nepârtrauktîbu un kvalitâti, nodroðinâtu talantu-izcilîbu atlasi un sekmçtu
viòu profesionâlo virzîbu un radoðo izaugsmi (Kultûrizglîtîbas sistçmas
reforma [..] 2009–2012: 2). Ðâda pieeja paver ceïu pedagoìiskiem eksperi-
mentiem arî jauno pianistu konkursu jomâ.

Jauno mûziíu konkurss saskaòâ ar pedagoìijas zinâtnes atziòâm ir di-
daktisks process, kur savstarpçjas atkarîbas, nosacîtîbas un nepiecieðamîbas
attiecîbâs nonâk trîs subjekti: audzçkòi – konkursa dalîbnieki, audzçkòu
pedagogi un konkursa þûrijas eksperti, kuru uzmanîbas loks vçrsts uz kon-
kursa prasîbu izpildi. Lai iedibinâtu jaunu, ilgtspçjîgu atskaòotâjmâkslas
konkursu, ir nepiecieðama oriìinâla un skaidri formulçta konkursa galvenâ
ideja un reâli sasniedzams tâ darbîbas mçríis (Fourty Years of European
Union of Music Competitions for Youth  2010).

Tautasdziesmu intonatîvâ savdabîba kâ kultûrpiederîbas fenomens tra-
dicionâli tiek integrçta mûzikas izglîtîbâ. Mçrítiecîgi iekïaujot konkursâ
prasîbu jaunajiem pianistiem atskaòot tautasdziesmu apdares, tiek nostip-
rinâta konkursa etnodidaktiskâ ievirze. Ðâda pieeja bija raksturîga 2011.
gada oktobrî Madonâ iedibinâtajam Jâòa Norviïa starptautiskajam jauno
pianistu konkursam, kura ideja pieder raksta autorei (Lûse 2011a, b). Nolûkâ
pilnveidot mûzikas izglîtîbas etnodidaktisko funkciju un paplaðinât starp-
tautisko kultûrtelpu Latvijâ 2012. gadâ aizsâkts Rîgas starptautiskais jauno
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pianistu konkurss, kurâ tiek aktualizçtas mazâk pazîstamas vai aizmirstas
latvieðu komponistu tautasdziesmu apdares akadçmiskâs klaviermûzikas
þanros (Rîgas starptautiskais jauno pianistu konkurss / Riga International
Competition for Young Pianists 2013).

Pçtîjuma mçríis  ir atklât kultûrpiederîbas apjçgðanas nosacîjumus jau-
najiem pianistiem, raksturojot konkursa etnodidaktisko koncepciju un þan-
risko elementu tvçrumu latvieðu tautasdziesmu apdarçs – e-resursa mâcîbu
materiâlâ (Lûse 2012b). Pçtîjumâ izmantota muzikoloìiskâs un pedagoìiskâs
literatûras referatîvâ analîze, tautasdziesmu apdaru analîze, personiskâs
pedagoìiskâs un atskaòotâjpieredzes refleksija.

Jauno pianistu konkursa etnodidaktiskâ koncepcija

Folkloras melodiju intonatîvâ savdabîba izsenis tiek integrçta klavier-
spçlç iesâcçjiem, izmantojot muzicçðanai tautasdziesmu un tautasdeju apdares
un pârlikumus. Tautasdziesmu apdaru þanra konceptuâlo ievirzi muzikologs
Jçkabs Vîtoliòð atzîmçjis kâ noteiktu vçsturisko laikmetu mûzikas izteiksmes
lîdzekïu atspulgu (Vîtoliòð 1970). Savukârt Arnolds Klotiòð folkloras elementu
dzîvotspçju, iekïauðanos jaunâ izteiksmes lîdzekïu sistçmâ skaidrojis kâ
vçsturiski likumsakarîgu procesu (Klotiòð 1973). Par klavierspçles apguves
sâkumposmu un tâ tradicionâlo saikni ar tautasdziesmu apdarçm rakstîjusi
Maruta Sîle (Sîle 2003).

Situâcija mûsdienu Latvijas klavierspçles pedagoìijâ liek secinât, ka
tautasdziesmu apdares mûzikas skolu nodarbîbâs izmantotas samçrâ bieþi
un didaktiski mçrítiecîgi: pedagogi tâs izvçlas klavierspçles prasmju attîstîbai,
kultûrpiederîbas un tolerances izkopðanai, jauno pianistu mâkslinieciskâs
iniciatîvas un iztçles rosinâðanai, kâ arî tiecoties bagâtinât zinâðanas par
etnisko daþâdîbu pasaulç (Lûse 2012a).

Latvieðu tautasdziesmu apdares tiek apgûtas sadarbîbâ ar pedagogu kâ
klavieru solo, tâ èetrrocîgâ ansambïa spçlç. Izmantojot instrumentspçles mâ-
cîbâs folkloras tçlainîbu, audzçkòiem tiek sniegta iespçja bagâtinât intelektu,
zinâðanas un prasmes lîdztekus citâm personîbas kultûras îpaðîbâm. Didak-
tiskajâ aspektâ svarîgi, ka, spçlçjot tautasdziesmu apdares, audzçknis dziïâk
iepazîst ne vien tautas mûzikas elementus, bet arî çtiskâs un emocionâlâs
vçrtîbas.

Latvieðu tautasdziesmu apdares ïauj audzçkòiem izprast folkloru herme-
neitiski – kâ vienotu mâksliniecisku veselumu, proti, nonâkt pie atseviðíi
uztvertu nozîmju atklâðanas un to savstarpçjâs saistîbas izpratnes. Klavieru
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apdares ir latviskâs kultûrpiederîbas nesçjas, un to apliecina daudzâm dainâm
raksturîgâ literârâ teksta un savdabîgo mûzikas intonâciju saliedçtîba.

Pamatojoties uz hermeneitikas atziòâm, tika izstrâdâta un pedagoìiskajâ
praksç pârbaudîta Rîgas starptautiskâ jauno pianistu konkursa etnodidak-
tiskâ koncepcija. Aktualizçjot klavierspçlç latvieðu tautasdziesmu apdares,
tika atklâta mijsakarîba starp savstarpçji saistîtu etnodidaktisko principu
trijotni –  uzska tâmîbas ,  sap ro tamîbas  un  k i nç t i sko  p r i nc ipu.
Ðie principi kâ klavierspçles praktiskâs normas nosaka vingrinâðanâs mçríi,
repertuâru, uzdevumus audzçkòu un pedagogu sadarbîbai, spçles metodiku
un rezultâtu kvalitâti.

U z s k a t â m î b a s  p r i n c i p s ir likumsakarîgi pamatota prasîba, kas
balstîta jaunâ pianista izziòas aktivitâtç. Ar redzi uztvertais teksts (dainas
èetrrinde, noðu raksts) transformçjas klavieru skançjumâ, lîdzdarbojoties
audzçkòa fantâzijai dabas un sadzîves ainu iztçlojumâ, ko iespçjams papil-
dinât ar izlasîtâs èetrrindes vizualizâciju (attçli, zîmçjumi, raksturîgi þesti
vai kustîbas).

S a p r o t a m î b a s  p r i n c i p s nosaka tautasdziesmas apdares piemçro-
tîbu klavierspçles iesâcçjiem; tas izpauþas dainas èetrrindes skaidrajâ domas
izklâstâ, kas sakrît ar melodijas struktûru noðu rakstâ, vçrðot mûzikas izteik-
smes lîdzekïus audzçkòu apziòai pieejamus. Dainas èetrrindes poçtiski prog-
rammatiskais saturs konkretizç tçlainîbu, raisot asociâcijas un saasinot dzirdes
kontroli pâr melodisko intonâciju izrunu, kas izpauþas klavieru taustiòu
skârumâ.

Aplûkojot saprotamîbu dialoìiskâ aspektâ, Dainis Zariòð norâdîjis:
spçlçjot skaòdarbu, ðis skaòdarbs ir jâsaprot. Pieeja varçtu bût ðâda: vispirms
censties saprast, ko komponists ðeit ir domâjis. Ja tas ir saprasts, tad uz ðî
pamata varçtu veidot arî savu pieeju (Zariòð 2003: 38). Dialoìisko aspektu
tautasdziesmu apdaru atskaòojumâ îpaði paspilgtina jauno pianistu spçle
èetrrocîgi, kuras gaitâ tiek risinâti vienoti muzicçðanas tehniski mâkslinieciskie
uzdevumi un raisîtas pozitîvas emocijas.

Tautasdziesmu apdares klavieru ansamblim èetrrocîgi ienes mâcîbâs
programmatiska dialoga garu un dialoìiskas situâcijas, tâdçjâdi tâs bagâtina
klavierspçles metoþu klâstu, mijiedarbojoties ar etnodidaktiskajiem klavier-
spçles principiem. Ðâdu muzicçðanas formu vistieðâk iespçjams attiecinât uz
kultûras apguves filosofisko izpratni, kur dialogs izpauþas mijiedarbç starp
darba autoru, tâ uztvçrçju, daþâdu kultûru pârstâvjiem, pagâtni un tagadni
(Kûle 1989).
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K i n ç t i s k a i s  p r i n c i p s  akcentç kustîbu kâ pianista muzicçðanas
izteiksmes lîdzekli; tautasdziesmu apdaru atskaòojumu var papildinât ar
lîdzdziedâðanu, saskatot, sadzirdot un ar pirkstiem jutîgi skarot instrumenta
taustiòus. Sareþìîtu domâðanas operâciju rezultâtâ notiek dainu èetrrindes
literâri asociatîvâ satura apjçgðana vienlaikus ar poçtisko emociju jaunradi,
kas nostiprinâs jaunâ pianista atmiòâ. Pastâvoðâs didaktiskâs sakarîbas sekmç
apzinâtu muzicçðanas problçmu risinâðanu un radoðumu klavierspçles mâ-
cîbâs (Zariòð 2005).

Autores izstrâdâtâ Rîgas starptautiskâ jauno pianista konkursa koncep-
cija mçrítiecîgi orientçta uz kultûrpiederîbas izkopðanu sadarbîbâ ar klavier-
spçles pedagogiem; audzçkòi, gatavojoties lîdzdalîbai konkursâ, tiek rosinâti
pârmantot kâ latvieðu, tâ cittautu komponistu radîtâs çtiskâs vçrtîbas, kas
ietvertas tautas mûzikas intonâcijâs balstîtajâs parafrâzçs, rapsodijâs, fantâ-
zijâs, variâcijâs un tautasdziesmu apdarçs kâ klavierçm solo, tâ klavieru
ansamblim èetrtrocîgi. Veicinot audzçkòa personîbas izaugsmi, pedagoga
uzdevums ir palîdzçt jaunajam pianistam apzinâties sevi kâ unikâlu mâksli-
niecisku individualitâti, kas spçj sasniegt personiski nozîmîgus mçríus. Ðâdu
pedagoìiskâs darbîbas variativitâti pauþ daudzveidîgais didaktisko pieeju
un modeïu izmantojums mâcîbâs (Þogla 2001).

Jauno pianistu konkursa etnodidaktiskâ modeïa invariantais pamats ir
objektîvi pastâvoðais tautasdziesmu apdaru þanriskums un klavierspçles
etnodidaktiskie principi. Modeïa variatîvajâ daïâ tiek konkretizçtas konkursa
dalîbnieku gatavoðanâs un piedalîðanâs jçdzieniskâs sakarîbas – jauno
pianistu un pedagogu sadarbîba, jauno pianistu atskaòotâjpieredzes bagâti-
nâðanâs un þûrijas ekspertu vçrtçjoðâ darbîba kopâ ar jauno pianistu pað-
vçrtçjumu.

Konkursa etnodidaktiskais modelis funkcionç integrçtâ divu dimensiju
vienotîbâ kâ klavierspçles sociâlâs un profesionâlâs dimensijas kopîga cikliska
darbîba. Pedagogs izraugâs konkursa repertuâru tâ, lai veicinâtu jauno pianistu
zinâðanu pârmantoðanu, profesionâlo spçles prasmju pilnveidi, subjektîvo
izaugsmes vajadzîbu ievçroðanu un attieksmju izkopðanu (sk. 1. attçlu).
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1. attçls. Jauno pianistu konkursa etnodidaktiskais modelis (Lûse 2012)

Þanrisko elementu tvçrums tautasdziesmu apdarçs

Latvieðu tautasdziesmu apdares koncertçjoðu pianistu repertuârâ
mûsdienâs tiek iekïautas samçrâ reti, nepelnîti nonâkot mazpazîstamu vai
aizmirstu skaòdarbu statusâ. Jauno pianistu konkursa etnodidaktiskâ koncep-
cija ïauj tautasdziesmu apdares izmantot, mazinot atðíirîbas, kas izriet no
daþâdu valstu mûzikas atðíirîgajâm mûzikas izglîtîbas sistçmâm. Etnodidak-
tiskâ koncepcija ir pamatâ ðî raksta autores izveidotajam e-resursa mâcîbu
materiâlam ar 50 latvieðu tautasdziesmu apdarçm, kuras sakârtotas trijâs
grûtîbas pakâpçs – iesâcçja, vidçjas grûtîbas, augstâkas grûtîbas (Lûse 2012b).
Atlasîtâs apdares komponçtas vairâk nekâ 100 gadu ilgâ laikposmâ – no
Jâzepa Vîtola 18 latvieðu tautasdziesmâm klavierçm (op. 29, 1901, un op. 32,
1905) lîdz Ilzes Arnes un Marijas Drustes apdarçm (2011).

Balstoties uz þanrisko analîzi, pievçrsîðos tiem elementiem, kas visrakstu-
rîgâk atklâj komponistu izraudzîto dainu bûtîbu. Katrâ èetrrindç dominç
viena emocionâli saturiskâ pamatvienîba vai vairâkas atvasinâtas vienîbas,
kas nosaka klavieru apdares programmatisko saturu. Nereti apdarç tiek tverts
viens mûzikas domas izklâsts. Tomçr bieþâk mûzikas tçlainîbai ir vairâkas
ðíautnes, kas izpauþas arî þanriski – kâ dramaturìiskâs attîstîbas ziòâ dinamisks
kantilçnas un dejiskuma elementu apvienojums. Þanriskie elementi apdarçs
kopâ ar komponista lietotajiem mûzikas izteiksmes lîdzekïiem (faktûra, reìistrs,
figuratîvais izklâsts, polifonâ variçðana) un daþâdâm ievada, noslçguma un
saistîjuma uzbûvçm bagâtina klavierminiatûru tçlainâ satura atklâsmi.
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Tautasdziesmu apdares klavierçm pârstâv programmatisko mûziku, kas
strauju izplatîbu guva 19. gadsimtâ, romantisma nacionâlo skolu komponistu
daiïradç. Vairâku muzikologu darbos paustas atziòas par romantiskâs klavier-
mûzikas attîstîbu, akcentçjot miniatûrformu piemçrotîbu mirklîgâ, savdabîgâ,
îsâ laika sprîdî notiekoðâ atainojumam (Hamilton 2008; Kramer 2011; Rosen
2003). Klavierminiatûras izpçtei teorçtiski estçtisko problçmu kontekstâ vel-
tîts Krievijas muzikologa Konstantîna Zenkina darbs; tajâ ðis þanrs raksturots
kâ spogulis, kurâ atspulgu gûst romantiskais pasaules skatîjums tâ poçtikas
koncentrçtâkajâ un îsâkajâ formulâ (Çåíêèí 1997: 6).

Tautasdziesmu apdares miniatûrformâ emocionâli ataino komponista
subjektîvo pasauluztveri. Vislielâko grupu veido dabas tçliem veltîto dainu
apdares (debesu íermeòi, koki, ûdeòi, putni, dzîvnieki). D a b a s  a i n a v a s
skaistuma atspoguïojumam komponisti nereti izmanto radniecîgus, ar telpis-
kumu saistîtus paòçmienus, piemçram, atbalss efektu, ilustratîvi tvertu kustî-
bas imitâciju, kontrastçjoðu reìistru blakusnostatîjumus. Krievijas muzikologs
Oïegs Sokolovs nodala ðâdas ainavas kâ patstâvîgu þanrisko sfçru (Ñîêîëîâ
1977). Arî latvieðu tautasdziesmu apdarçs ainaviskums bieþi saistîts ar Soko-
lova raksturotajiem izteiksmes lîdzekïiem – pârsvarâ lçnu vai mçrenu tempu,
regulâru metru, stâstoði apcerîgu noskaòu.

Monogrâfiskajâ Zenkina pçtîjumâ ietverta norâde uz îpaðu þanriskâs
mijiedarbes veidu – vairâku þanru sintçzi (Çåíêèí 1997). To sastopam, pie-
mçram, p o r t r e t â , kas tautasdziesmas apdarç bieþi atspoguïo èetrrindçs
izteiktus cilvçka pârdzîvojumus vai salîdzinâjumus ar dabas norisçm. Nereti
portretçjuma priekðplânâ ir kâds dialogs. Dialoìisko situâciju risinâjumiem
un apdares tçlu muzikâlajam raksturojumam tiek izmantoti daudzveidîgi
kontrasta paòçmieni (tempu, reìistru, faktûras, tonalitâtes, dinamikas kon-
trasti).

Tâdâ populârâ apdares veidâ kâ ð û p u ï d z i e s m a vokâlâs mûzikas
nepârprotamâ ietekme izvirza priekðplânâ dziesmotas izteiksmes modus,
melodisko intonâciju maigo saturisko jçgu (klusinâta dinamika, melodijas
plûdums legato, ðûpojoði vienmçrîgs ritms).

Tautasdziesma kâ etniskâs piederîbas izpausme ir atainojusi daþâdas
cilvçka dzîves norises, arî svçtkus, tâpçc apdarçs nereti parâdâs d e j u þanra
pazîmes. Tâs saistîtas galvenokârt ar kâzu izdarîbu vai gadskârtu ieraþu
raksturîgajâm, tvirti enerìiskajâm metroritma formulâm un lakoniskajâm
melodiskajâm intonâcijâm. Svçtku tematikai veltîtajâs tautasdziesmu apdarçs
îpaði bieþi atainoti vasaras saulgrieþi: lîgovakara un Jâòu atveidu papildina
personâþu kustîbu plastika un rotaïîgums (trilleri, individualizçta artikulâcija,
stakato spçle).
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Apkopojot iepriekðminçtos þanriskos elementus, iezîmçjâs èetri raksturîgi
to tipi – dabas ainava, portrets, ðûpuïdziesma, deja. Atbilstoði tiem arî pie-
dâvâjam grupçt e-resursa mâcîbu materiâlâ ietvertâs 50 apdares (sk. 2. attçlu).

Mûzikas izglîtîba mûsdienâs ir saistîta ar datora lietoðanu: internets mû-
zikas skolâ ieòçmis patstâvîgu vietu lîdztekus tradicionâlajam metronomam
vai kopçtâjam. Izmantojot digitâlâs tehnoloìijas noðu ievietoðanai e-resursa
mâcîbu materiâlâ, atklâjas cita realitâte, proti, tieðâ klâtienes kontaktâ uztve-
ramo pieredzi nomaina informâcijas pârraide digitâlâ telpâ (Koper 2000).
Informâcijas tehnoloìijas ïauj interesentiem saòemt individuâlas konsultâcijas
Skype ietvaros, veidot vai klausîties skaòdarbu audio un videoierakstus, t. sk.
koncertierakstus DVD formâtâ (YouTube), piedalîties interneta meistarklasçs.

Nekomerciâliem nolûkiem saskaòâ ar Autortiesîbu likumu kalpo tîmeklî
pieejamais un mûzikas izglîtîbas iestâþu vajadzîbâm speciâli radîtais e-resursa
mâcîbu materiâls Jâòa Norviïa Dziesmu Druvâ. Tas ietver mazâk pazîstamo
Jâòa Norviïa 33 latvieðu tautasdziesmu apdaru notis, fonogrammas un meto-
disku lasâmtekstu (Lûse 2012c). Sîkâk pievçrsîðos e-resursa mâcîbu materi-
âlam Etnodidaktika klavierspçles mâcîbâs (Lûse 2012b), akcentçjot tajâ
iekïauto 50 apdaru þanrisko elementu tvçrumu.

Ilze Arne (1953) Trîs latvieðu tautasdziesmu apdarçs izmantojusi tradi-
cionâlus skaòu organizâcijas paòçmienus. Katra apdare sâkas ar îsu priekð-
spçli, ievadot jauno pianistu dabas ainavas poçtiskajâ noskaòâ (Mçnestiòis
zvaigznes skaita, Trîs sidraba upes tek) un sagatavojot rotaïîgam meitenes
portretçjumam. Apdarçs meistarîgi izmantoti reìistru blakusnostatîjumi, kas
lîdztekus pedalizâcijas efektiem paspilgtina dainâs konkretizçtâs dabas aina-
vas asociatîvi subjektîvo skatîjumu. Savukârt tautumeitas portretâ melodijas
dziedoðo raksturu papildina reèitâcijas elementi, kas izpauþas taktsmçra
maiòâ un enerìiskajâ pianistiskajâ kustîbâ – piecu pirkstu skrçjienâ.

Pauls Dambis (1936) Desmit mazos skaòdarbos bçrniem balstîjies uz fol-
kloras radoðu transformâciju – raksturîgu stilistisko strâvojumu 20.gadsimta
80. gadu latvieðu mûzikâ. Miniatûrâs lietoti galvenokârt tautasdziesmu ritmam
tipiskie modeïi, un katrâ no skaòdarbiem ietverts îss tautasdziesmas melodijas
fragments, reizçm pat tikai kodolîgs motîvs. Pianistiski saistoði ir autora vairâk-
kârt izmantotie roku kustîbu koordinâcijas, pozîciju spçles, akordu tehnikas
un sonorikas paòçmieni, kas akcentç kontrastu starp klavieru reìistriem. Mi-
niatûru lakonisms ïauj dejas þanra elementus atskaòojumâ daþâdot, izraugo-
ties katrai spraiga ritma formulai visatbilstoðâko tempu (Alsungas padancim–
Allegretto, Bukaraga dziesmai – Moderato, Diþdancim – Allegro, Apaïdan-
cim – Allegretto). Komponista apdarçm raksturîgs daudzveidîgs un izsmalci-
nâts ritms, kas vçrð ðos skaòdarbus seviðíi piemçrotus laikmetîgam iestudçjumam.
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Dabas ainava Portrets Ðûpuïdziesma Deja Autors

Mçnestiòis zvaigznes skaita Tautieðami roku devu Ilze Arne
Trîs sidraba upes tek
Sudrabiòa lietiòð lija Visas mâsiòas bijâm Birzgales dancis Pauls Dambis
Kûko, mana dzeguzîte Mîdâmâ dziesma Alsungas padancis

Bukaraga dziesma
Diþdancis
Apaïdancis
Dej, mâsiòa, lîdz

ar mani
Es meitiòa kâ puíîte Oïìerts Grâvîtis

Bçrziòami balts krekliòis Sola mani mâmulîte Çdîgi, çdîgi tie Romualds
Sudrabota zîle brçca Sçdçja mâsiòa panâksnieki Kalsons
Kusti, kusti, ûdenszâle Mçs deviòi bâleliòi Ar meitâmi dancot

Þçl man bija divu lietu gâju
Vediet mani kur vezdami Sestdien labi ciemâ
Kas tâ tâda griezes galva braukti

Caur sidraba birzi gâju Arta Arnicâne
Aijâ, Ancît, aijâ Edgars Raginskis

Skaisti dziedi, lakstîgala Apkârt kalnu gâju Aijâ, þûþû Kas to Lîgo ielîgoja? Jâzeps Vîtols
Trîcçt trîcçj’  visa Rîga Âvu, âvu baltas kâjas (op. 29)
Pût, vçjiòi Redz’, kur jâja div’ bajâri
Irbît’ gulçj’ ceïmalâ Pate mâte savu dçlu
Ai, zaïâ lîdaciòa Mâmiò’ mani maz’ atstâja Aijâ, bçrniò, pûpâs Jâzeps Vîtols
Ej, saulîte, drîz pie Dieva Ko tu raudi, kas tev kaite (op. 32)
Sidrabiòa upi bridu Maza biju, neredzçju

Aiz upîtes jçri brçca
Folk Impression I: Kur tu teci, gailîti manu Folk Impression III: Marija Druste
Folk Impression II: Krauklît’s sçþ ozolâ Aijâ, þûþû
Folk Impression IV: Skaisti dziedi, lakstîgala

2. attçls. Þanrisko elementu èetri tipi tautasdziesmu apdarçs klavierçm
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Oïìerts Grâvîtis (1926) tautasdziesmas apdarç Es meitiòa kâ puíîte
klavieru ansamblim èetrrocîgi portretçjis priecîgu, bezrûpîgu noskaòojumu
un apvienojis kâ dziedamîbas, tâ dejiskuma elementus, kas pasvîtroti ar lîganu
kustîbu un þestu plastiku. Mûzikas izteiksmes lîdzekïi primo un secondo par-
tijâs paspilgtina asociâcijas ar dialogu, asprâtîgi un jautri daþâdojot muzikâlâs
deklamâcijas viengabalaino moþumu.

Romualds Kalsons (1936) Divpadsmit latvieðu tautasdziesmu apdares
sakârtojis ciklâ atbilstoði programmatiskai iecerei – atklât kâzu svinîbu tradi-
cionâlâs ieraþas plaðâ personisko pârdzîvojumu diapazonâ, no lîgavas liriskâm
pârdomâm lîdz draiskâm kâznieku izdarîbâm. Lîdzîgi kâ Dambja miniatûras,
arî Kalsona apdares raksturo ritma formulu noteiktîba un asums, kas bagâti-
nâts ar polifonijas elementu lietojumu. Psiholoìiskâs noskaòas tvertas izsmal-
cinâtâ skaòurakstâ, izmantojot pianistisko paòçmienu daþâdîbu (roku krusto-
ðana, daþâdi pedalizâcijas risinâjumi, repetîcijas, martelato, tremolo, glisando,
rubato). Portretçjamie kâzu rituâla dalîbnieki tiek individualizçti ar tembra,
artikulâcijas un faktûras paòçmieniem. Kalsona laikmetîgo pieeju latvieðu
folkloras interpretâcijai ir izcçlis mûzikas zinâtnieks Jânis Torgâns, norâdot
uz komponistam piemîtoðo trâpîga raksturojuma prasmi un muzikâlâs domâ-
ðanas krâsainîbu jeb tembra personifikâcijas efektu (Torgâns 1987: 191).

Arta Arnicâne (1982) îso polifono fantâziju Caur sidraba birzi gâju vei-
dojusi kâ poçtisku, ainavisku apceri, sakausçjot objektîvo un subjektîvo izjûtu
sfçru. Priekðplânâ izvirzâs tautas melodijas plaðais plûdums (Moderato), kas
sasniedz izteiksmîgu emocionâlu kâpinâjumu Tempo primo posmâ fantâzijas
nobeigumâ. Faktûras izklâstâ dominç polifonizçta figurâcija, kas îpaði pastip-
rinâs kadences tipa kulminâcijâ Meno mosso, lai vienotâ veselumâ aptvertu
miniatûrfantâzijas psiholoìiski padziïinâto saturu.

Edgars Raginskis (1984) ðûpïa dziesmâ Aijâ, Ancît, aijâ  sekojis tradici-
onâlajiem þanra paòçmieniem; to apliecina klavieru reìistra tembrâlo iespçju
izmantojums un vienmçrîgâ astotdaïu kustîba ðûpojoðajâ pavadîjumâ. Inte-
resanti koloristiskie meklçjumi lîdztekus daudzveidîgiem pedalizâcijas efek-
tiem ïâvuði noslçguma posmâ bagâtinât apdari ar tçlainîbai atbilstoðu faktûras
kontûru detalizâciju.

Jâzeps Vîtols (1863–1948) visâ radoðâ mûþa gaitâ pievçrsies daþâdiem
latvieðu tautasdziesmu þanriem. Lîdz pat mûsdienâm savu pievilcîbu saglabâ-
juðas viòa apdares op. 29 un op. 32. Abi opusi tapuði daiïrades otrajâ periodâ,
kad izveidojâs nacionâlâs mûzikas klasiía individuâlais stils, mûzikas valoda
kïuva krâsainâka un tçlainâka, bet tematika – izmeklçtâka, savdabîgâka,
programmatiskiem elementiem bagâtâka. Ðis komponists ir aizsâcis apdares
þanru latvieðu klaviermûzikâ; viòð pats savas apdares dçvçjis par mazâm
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parafrâzçm klavierçm (Wihtol 1901), t. i., brîvâka izklâsta fantâzijveida
apdarçm.

Klavierminiatûras abos opusos (op. 29 un op. 32) virknçjas pçc kontrastu
principa. Melodija apdarçs izklâstîta divreiz, turklât atkârtojumâ bieþi mainâs
reìistrs, faktûra, dinamika un tonalitâte. Brîvi paplaðinot melodiju, apvijot
vai papildinot to ar atseviðíiem tâs pârveidotiem motîviem, jo îpaði ievadu,
starpspçïu un beigu posmos, Vîtols tuvinâjis apdares nelielâm rapsodijâm.
Lai arî apdares ir ïoti daþâdas, galveno lomu gûst dabas ainavas un portreta
elementi. Emîls Dârziòð 1908. gadâ raksturojis ðîs apdares kâ nelielas muzi-
kâlas glezniòas, kas darinâtas uz zinâmu tautas dziesmu motîvu pamata, pie
kam, saprotams, komponists ieturçjis dotâs tautas dziesmas pamata raksturu,
kâ arî, kur iespçjams, mçìinâjis ilustrçt tekstu (Dârziòð 1975: 178).

Gan Desmit latvieðu tautasdziesmâs op. 29, gan Astoòâs latvieðu tautas-
dziesmâs op. 32 izmantoti daudzveidîgi pianistiskie paòçmieni: mûzikas
tçlainîbu paspilgtina plaða diapazona virtuozas pasâþas, trilleri, arpedþo,
dubultnotis, akordu un oktâvu spçle, kâ arî Vîtolam tik raksturîgais faktûras
piesâtinâjums ar harmonisko figurâciju un polifonijas elementiem.

Marija Druste (1984) èetrâs tautasdziesmu apdarçs (Four Folk Impres-
sions) izmantojusi îpaði izveidotas skaòurindas. Divâm apdarçm, Folk Im-
pression I (Kur tu teci, gailîti manu ) un Folk Impression IV (Skaisti dziedi,
lakstîgala), pamatâ ir pamazinâtâs skaòkârtas skaòurinda, kas balstâs uz
pustoòu un veseltoòu secîgu miju:

3. attçls. Skaòurinda, kas pamatâ Marijas Drustes apdarçm
Folk Impression I un Folk Impression IV

Savukârt apdarç Folk Impression II (Krauklît’s sçþ ozolâ) autore ietvçrusi
paðas izveidotu skaòkârtu ar ðâdu skaòurindu:

4. attçls. Skaòurinda, kas pamatâ Marijas Drustes apdarei
Folk Impression II (Krauklît’s sçþ ozolâ)

Apdare Folk Impression III (Aijâ, þûþû) veidota veseltoòu skaòurindâ.
Tâdçjâdi katrâ no èetrâm apdarçm izmantotas tikai konkrçtas skaòkâr-

tas skaòas. Jaunajiem pianistiem autore ierosina pirms skaòdarba mâcîðanâs
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izspçlçt skaòkârtu [skaòurindu – N. L. ], lai iejustos tajâ. Esam pieraduði pie
maþora un minora, tâpçc nav vajadzîgs îpaði “uzskaòoties” mûzikai. Taèu
manas izmantotâs skaòkârtas nav pazîstamas, tâpçc sâkumâ (vai arî regulâri,
uzsâkot vingrinâðanos) var nospçlçt attiecîgo skaòkârtu lîdzîgi gammai visâ
klavieru diapazonâ. Var arî improvizçt, izmantojot skaòkârtas skaòas, spç-
lçjot îsas frâzes, melodijas vai akordus (Druste 2012).

Apdarei Folk Impression I (Kur tu teci, gailîti manu ) izteiksmîbu pieðíir
vienmçrîgâ astotdaïu kustîba un nepârtrauktâ ritma pulsâcija, kas asociçjas
ar mûzikâ tçloto òirbîgo skrçjienu. Pakâpeniskais kâpinâjums sagatavo gal-
veno kulminâciju miniatûras beigu fâzç, forte skançjumâ (69.–100. t.). Ilus-
tratîvo raksturu paspilgtinâs pianista kustîbu koordinâcijas precizitâte un
artikulâcijas daþâdîba atskaòojumâ.

Apdarç Folk Impression II (Krauklît’s sçþ ozolâ) izpauþas dialoìiskums,
un to atspoguïo divi kontrastçjoði posmi. Pirmajâ no tiem (alla campane,
1.–39. t.) valda nopietns vçstîjums, kas pretstatîts otrâ posma leggiero e
giocoso (40.–101. t.) bezbçdîgajam refrçnam. Kontrasta principu paspilgtina
ievadâ imitçtâs zvana skaòas (1.–8. t.) un sekojoðie melodijas trîs izklâsti.
Tematiskais materiâls apdares otrajâ posmâ izklâstîts rondo formâ.

Folk Impression III (Aijâ, þûþû) þanriskie elementi tverti ðûpuïdziesmai
tipiskajâ ðûpojoðajâ pusnoðu un ceturtdaïu ritmâ, izmantojot klusinâtu dina-
miku mezzo piano–pianissimo, augðçjâ reìistra pârsvaru un sinkopçtu peda-
lizâciju. Miniatûrâ valda râms noskaòojums. Îpaðs izteiksmes lîdzeklis ir
veseltoòu gammas transpozîcija, kas, lîdzîgi modulâcijai, sekmç atskaòojuma
kolorîta maiòu. Tautasdziesmas melodiju autore iesaka atskaòot izlîdzinâtâ
dziedâjumâ, lai sasniegtu tçlojumam vçlamo raksturu – neitrâlu dungoðanu
(Druste 2012).

Folk Impression IV (Skaisti dziedi, lakstîgala) apdare veidota variâciju
formâ a–a

1
–a

2
. Ar katru nâkamo variâciju fantâzijveida attîstîbas gaitâ pa-

plaðinâs melodijas diapazons. Dabas ainavas þanriskie elementi ir lakstîgalas
pogoðana (a

1
) un toròa zvanu imitâcija kulminâcijâ (a

2
), ko paspilgtinâs

rubato veida atskaòojums.
Iestudçjot apdares, jaunie pianisti bagâtinâs savu klavierspçles krâsu

paleti: bûs jâmâcâs mçrítiecîgi organizçt skaòdarba dinamisko plânu un
atklât atskaòojuma telpisko dimensiju. Piemçram, melodijas atkârtojumos
vçlams lietot pamîðus legato un stakato, piano un forte kontrastus, daþâdot
komponistu izmantotos imitâciju paòçmienus. Atðíirîgi risinâjumi iespçjami
klavierminiatûru dinamiskâ reljefa veidoðanâ. Plençrs tautasdziesmas apdarç
nereti tiek vizualizçts kâ dabas ainavas tuvplâna un tâlo skatu perspektîvas
kontrasts. Atskaòojumu daþâdos arî dinamikas vilnis, kurâ pakâpeniskajam
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kâpumam un kulminâcijai apdares vidû seko vienmçrîgs kritums tâs noslç-
gumâ.

Melodisko intonâciju atkârtojumi tautasdziesmâs paspilgtina folkloras
estçtisko iedarbîbu kopumâ: lîdzîgi kâ dainu èetrrindçs, arî mûzikâ atkâr-
tojums atvieglo uztveri un sapratni. Jau zinâmu un atpazîstamu melodiju
jaunajiem pianistiem vieglâk iekïaut individuâlo mûzikas priekðstatu sistçmâ.
Atkârtojumi palîdz saskatît jaunus, vçl nebijuðus risinâjumus atskaòojumâ,
pilnveidot klavieru skâruma un dinamikas gradâciju loku; tie izceï saikni
starp tikko atskaòoto un iepriekðçjo mûzikas materiâlu, bagâtina atmiòu un
sekmç jauno pianistu patstâvîgâs domâðanas attîstîbu.

Secinâjumi

Raksta gaitâ veiktâ izpçte rosinâja divas galvenâs atziòas:
1) jauno pianistu konkurss ir orientçts uz latviskas kultûrpiederîbas apjçg-

ðanu. Ðajâ nolûkâ izmantota mçrítiecîga latvieðu tautasdziesmu apdaru
integrçðana konkursa repertuârâ atbilstoði kultûrizglîtîbas reformas mçr-
íim un Dziesmu svçtku tradîcijas stiprinâðanai;

2) raksturojot þanrisko elementu tvçrumu latvieðu tautasdziesmu apdarçs
klavierçm, var nodalît èetrus bieþâk sastopamos risinâjumus – dabas
ainava, portrets, ðûpuïdziesma un deja. Tie dominç arî 50 apdarçs, kas
iekïautas Noras Lûses veidotajâ e-resursa mâcîbu materiâlâ (Lûse
2012b).

Latvian Folk Tunes: Using Arrangements
in Competition for Young Pianists

Nora Lûse
Summary

Tolerance and understanding is an issue of persisting actuality in our
modern society and it encourages us to investigate situations of cultural
exchange. One of those manifold situations is the one of musical education
and music competition. Latvian professionally oriented music schools are
currently undergoing an educational reform. The goal of the educational
reform is stated as providing wide availability of music and arts education
to foster development of creativity, support the national identity and maintain
continuity and quality of the Song Festival tradition, ensuring the selection
of talent and promote their professional development and creative growth
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(Kultûrizglîtîbas sistçmas reforma [..] 2009–2012: 2). Music competitions
stimulate passionate musicianship. For pupils, music competitions are the
first glimpse of performing in public, playing in ensemble, or of breaking
out of an orthodox repertoire. A classical music competition is an educational
event where pupils come together to meet fellow students, to share experiences
and to get acquainted with diverse cultural spaces. The theoretical conclusions
state that piano competitions stimulate the development of the young musi-
cians’ creative ability, help them co-ordinate their areas of special interest,
enrich the efficiency of the musical studies and the acquisition of professional
skills (Alink 1993; Lûse 2001). For developing the traditions of piano playing
in Latvia and promoting the popularization of folk tunes in academic piano
music genres, the Riga International Competition for Young Pianists was
founded in 2012 (see Lûse 2012d).

The Aim of the Study is to investigate the conditions for developing
pupils’ cultural awareness, to characterize the ethno-didactical conception
of piano competition and to characterize the types of genre scenes in Latvian
folk tune arrangements completed in the E-resource learning material. The
Materials and methods section uses the referring analysis of musicological
and pedagogical literature, analysis of Latvian folk tune arrangements, and
reflection of author’s pedagogical and performing experience.

Ethno-didactical conception of competition for young pianists

Traditionally, piano pedagogues are using Latvian folk tune arrange-
ments at music school for developing pupils’ knowledge, professional piano
skills, enhancing tolerance and cultural awareness, and evolving initiative
and fantasy (Lûse 2012b). By practicing Latvian folk tune arrangements pupils
are offered a glimpse into the very special source of the world of folk expe-
rience. Ethno-didactics is a goal-oriented folk tune actualization in the process
of piano performing by interchanging principles of v i s u a l i z i n g ,  u n d e r-
s t and ing  and k i ne t i c s. Ethno-didactics is grounded in the hermeneutical
approach and seeks to activate pupils’ cognizance for cultural awareness.
The ethno-didactical conception is realized by integrating folk tune arrange-
ments into the piano competition’s repertoire.

The ethno-didactical model of piano competition is based on subjective
and objective components. The model works in the unity of two integrated
dimensions – the objective invariable part as a social dimension and the
subjective variable part as a professional dimension (see Figure 1). The inva-
riable part of the model includes the folk tune arrangements for piano and



435

N. Lûse. Latvieðu tautasdziesmu apdares jauno pianistu konkursâ

the ethno-didactical principles in piano performing. The variable part of the
model includes co-operation between young pianists and pedagogues, young
pianists’ stage performing experience, jurors’ evaluation and young pianists’
self-evaluation, and cognizance for cultural belonging.

Elements of genres in folk tune arrangements

The Latvian composers’ folk tune arrangements are collected in the E-
resource learning material Ethno-Didactics in Piano Practicing (Lûse 2012b).
50 piano miniatures are divided in three didactically consecutive levels: Begin-
ners’ level, Intermediate level, and Advanced level. The E-resource learning
material includes a soundtrack of each folk tune arrangement. The folk tune
arrangement is a genre of programmatic music that invites imaginative cor-
relations and carries meaning from folk song quatrains. Each arrangement
is adapted from concrete quatrains and is intended to be a genre scene. Four
types of genre scenes represent nature landscape (18 arrangements), portrait
(18 arrangements), lullaby (4 arrangements), and dance (10 arrangements;
see Figure 2).

Folk tune arrangements for piano offer a pitch-developing opportunity
by listening to the several voices in the text – melodic echoing, imitations or
sequences. Latvian composers mostly use an associative method, which rein-
forces the poetic imagery of the music with the corresponding quatrains,
thus aiding the emotional understanding and memorizing of the pieces. The
musical clearness of folk tune arrangement is realized through the unity of
pianistic movements and the emotional content of the music. These folk
tune arrangements utilize almost all possible piano techniques – scales and
chords, jumps and trills, double-thirds and octaves. Practice of these folk
tune arrangements develops the piano playing skills. Use the alternation of
legato, staccato and portato touch or contrasting piano-forte sound, imitation
of the sound of psaltery or use of the broken chords technique, the use of
pedal and rubato are employed in these programmatic miniatures.

Conclusions

1. Grounded on the hermeneutical approach, ethno-didactical conception
of piano competition is orientated to cognizance of cultural awareness
in young pianists. The integration of folk tune arrangements in the
competition’s repertoire is a condition for continuity of the Song Festival
tradition in Latvia.
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2. The E-resource learning material is based on the principles of ethno-
didactics which manifest themselves in piano performing as principles
of v i s u a l i z i n g ,  u n d e r s t a n d i n g  and k i n e t i c s. Each folk tune
arrangement for piano is adapted from concrete quatrains and is intended
to be a genre scene. Four types of genre scenes represent nature landscape,
portrait, lullaby, and dance.
Key words: piano competition for young pianists, ethno-didactics, Latvian

folksong arrangements for piano.
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