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JVADAS

Literatiirg ir muzika nuo seniausiy laiky sieja ypatingi ry$iai, neretai per-
augantys j dviejy meno rasiy sinteze. Tokia dviejy meny saveika labai ryski
kamerinéje vokalinéje muzikoje, kurioje susiduria ne tik dvi skirtingos meno
radys (muzika ir literattira), bet ir maziausiai du skirtingi instrumentai bei
atlikéjai: Zmogaus balsas (dainininkas) ir fortepijonas (pianistas) ar pastarajj
instrumenty keiciantis jvairiy muzikos instrumenty ansamblis. Sj tiriamaji
darbg inspiravo nuostata, kad kamerinéje vokalinéje muzikoje poetinio teksto
ir muzikos bei dainininko ir pianisto ry$ys yra toks glaudus, jog nei vienas, nei
kitas ¢ia negali egzistuoti savarankiskai, o gilinimasis j poetinio ir muzikinio
teksto sgveikg atlikéjams padeda ne tik suprasti $ios muzikos esme bei prasme,
bet ir atsakyti j karybinio proceso metu kylancius klausimus, priimti vieno-
kius ar kitokius interpretacinius sprendimus. Tokio pobudzio tyrimai yra itin
aktualas kariniy, kuriy poetinj pagrinda sudaro apibréztos formos eilés (pvz.,
sonetai), interpretacijoms.

Literataros srityje sonetas* yra viena rafinuodiausiy ir sudétingiausiy
poetinés karybos formy. Literatirologo Michaelio Spillerio teigimu, $imtai
takstanciy sonety visomis Vakary Europos kalbomis rodo, kad $is daznai su
Renesanso kulttros jvaizdziais ir simbolika siejamas itin grieztos struktaros
poezijos Zanras buvo ir iki $iy dieny yra poetinei fantazijai pasitenkinima tei-
kiantis i§$tkis (Spiller 1992, p. 2). O muzikoje kaip zanras ar forma specialiau
nei§skiriamas sonetas yra retas reiskinys, kurj kamerinés vokalinés muzikos
erdvéje galima vadinti viena i§ dainos Zanro atmainy. Jsigilinus j jo sklaida
muzikoje, aktyvesnis soneto kaip poetinio pagrindo naudojimas kamerinés
vokalinés muzikos kiarybai pastebimas tik XX amziuje. Vokaliniuose sonetuose
skirtingoms epochoms ir kultaroms priklausanciy poeto ir kompozitoriaus bei
grieztos struktaros forma parasytos poezijos ir muzikos susidiirimas suponuo-
ja kelis probleminius klausimus: kokia yra Zanriné-struktariné literatarinio
soneto specifikos transformacija muzikingje karyboje, kaip soneto muzikines
interpretacijas (karyba ir atlikimg) veikia kultiirinés inspiracijos ir asociacijos.
Tad tiriamojo darbo aktualumas yra siejamas su intelektualiosios karybos
rei$kiniui atstovaujancio vokalinio soneto analize, kurios metu atskleidziamos
kompozitoriy ir atlikéjy naudotos Zanrinio-struktarinio, kultarinio ir atlikimo
vertimo interpretacinés strategijos. Kultirinés interpretacijos poziariu ¢ia
ypatinga vieta uzima angly kompozitoriaus Benjamino Britteno muzikiniai

*  Sonetas (it. sonetto - ,mazas garsas / dainelé“) - Renesanso epochoje susiformaves grieztos
struktdros jambiniu pentametru parasytas 14 eiluciy eilérastis, pasizymintis skambumu ir
muzikalumu, kuriam jtakos turi taisykliy gausa — pradedant eiléras¢io sandara, rimavimu,
turinio déstymu, metru ir baigiant rekomendacijomis parenkant pauzes, Zodzius (Cuddon
1999, p. 844).



sonetai, todél Siame darbe koncentruojamasi j $io kompozitoriaus sukurtus
du vokalinius ciklus: Seven Sonnets of Michelangelo (,,Septyni Michelangelo
sonetai“) tenorui ir fortepijonui op. 22, z. M. Buonarroti (1940), ir The Holy
Sonnets of John Donne (,,Sventieji Johno Donneo sonetai“) aukstam balsui ir
fortepijonui op. 35, z. J. Donneo (1945).

Poezijos tyrimy lauke sonetas yra gana i§samiai iStirtas jvairiais (ypac
istoriniu, formos, interpretaciniu) aspektais, ta¢iau vokalinio soneto Zanrui
skirty specialesniy darby itin reta. Muzikologinéje literattiroje vokalinis sonetas
tyrinétas fragmentiskai, daznai tik i§ teorinés muzikologijos (formos analizé)
ar stilistinés perspektyvos. Galima isskirti vokalinius sonetus nagrinéjusius
Barbaraos Literskos, Juliaos Sanders, Douglaso Bolino, Bryano Goocho,
Gregoryo Slowiko, Williamo Whiteo, Arnoldo Whittallo, Irinos Ragozinos,
Tatjanos Sokolovskajos, Neringos Navikauskaités, Giedrés Muralytés-Eriksonés
darbus. Ta¢iau temos naujuma lemia ne tik muzikologijos darbuose nedaznai
specialiau nagrinéjamo soneto Zanro analizé, bet ir Siam meniniam tyrimui
sukurtas teorinis modelis, jungiantis ekfrazés ir intersemiotinio vertimo
teorines prieitis. Jis suteikia galimybe pagilinti kamerinés vokalinés muzikos
nagrinéjima susiejant muzikologinj tyrimga ir atlikimo studijas.

Tiriamojo darbo objektas yra literatarinio soneto poetiniu pagrindu
sukurty XX a. kamerinés vokalinés muzikos kariniy balsui ir fortepijonui
kompozicinis (karyba / kompozitoriaus tekstas) ir interpretacinis (atlikimas /
performatyvus tekstas) aspektai.

Tiriamojo darbo tikslas yra atskleisti literatarinio soneto muzikiniy in-
terpretacijy (karyba ir atlikimas) kaip vertimo praktikos ypatumus Zanriniu,
istoriniu ir kulttriniu aspektais. Siekiant jgyvendinti uzsibrézty tiksla, iSkelti
$ie uzdaviniai:

1. Apzvelgti literatarinio soneto zanro genezés, formodaros ir istorinés
raidos ypatumus.

2.I8nagrinéti literattrinio soneto sklaidos tendencijas kamerinéje vokalinéje
muzikoje istoriniu ir kultariniu aspektais.

3. I$ryskinti poetikos ir muzikos saveikos galimybes vokaliniy sonety
karyboje.

4. Aptarti vertimo ir ekfrazés teorijy sampratg bei metodologija.

5. I$analizuoti Benjamino Britteno vokalinius ciklus ,,Septyni Michelange-
lo sonetai“ tenorui ir fortepijonui op. 22 ir ,,Sventieji Johno Donneo sonetai
aukstam balsui ir fortepijonui op. 35 Zanrinio-struktirinio, kultarinio vieno
meno perkélimo j kit atzvilgiu.

6. I3analizavus reprezentatyviausias jvairiy XX a. vokaliniy sonety atli-
kimy interpretacijas, atskleisti makro- ir mikrostruktiry vertimo strategijas
atlikimo interpretacinéje grandyje, nurodant kintancius ir pastovius atlikimo
parametrus.

Tiriamojo darbo pobudis 1émé, kad jame derinami keli metodai: istorinis,
apra$omasis, analitinis, lyginamasis, kritinés mokslinés literatiiros, komplek-
sinés muzikos kariniy ir empirinés muzikos jrasy analizés.

Literatira ir $altiniai. Tiriamojo darbo objektas ir siekis nuosekliai i§skleis-
ti soneto interpretacijy grandis kompoziciniu ir atlikimo aspektais nulémé platy
mobkslinés literataros kontekstg. Literattirinio soneto Zanro genezés, formodaros
ir istorinés raidos ypatumai apzvelgiami remiantis viena naujausiy literatarinio
soneto antologijy (Cousins, Howarth 2011), monografijomis (Spiller 1992;
Crosland 1917), kitais literatarinj soneta nagrinéjanciais moksliniais darbais
(Geniusiené 2001; Levin 2001) bei i$samiais literataros terminus, Zanrus ir
formas aptarianciais specializuotais Zodynais (Abrams 1999; Cuddon 1999),
internetiniais $altiniais. Literatarinio soneto vokalinéje muzikoje sklaidos
tendencijy apZzvalga remiasi viduramziy ir Renesanso muzikos Zanrus nagri-
néjanciais muzikologiy Grazinos Daunoravicienés, Audronés Zitiraitytés ir
Laimos Vilimienés moksliniais straipsniais (Daunoravi¢iené 2003) bei darbo
autorés i§ jvairiy Saltiniy (Akademiniy dainy ir choriniy kariniy teksty ir jy
vertimo elektroninis archyvas; Lietuvos muzikos informacijos centro interneti-
né duomeny bazé) surinktu ir sudarytu vokaliniy sonety sgvadu. Literataros ir
muzikos sgveikos galimybés grindziamos $iy meny ry$iams skirtais moksliniais
darbais (Brazgiené 2004, 2006; Janulyté 2004; Scher 1970). Poezijos muzikalu-
mo rai$ka aptariama remiantis literatiros mokslo, filosofijos ir kultaros studijy
problematikos, poezijos ir muzikos analogijy, Zodzio ir muzikos saveikos
darby jzvalgomis (Cesnulevitiate 2012; Daujotyté 2001, 2005; Eliot 2004;
Girdzijauskas 1998; Gustaité 1986, 2003; Zaborskaité 1978). Vertimy teorijai
ir praktikai skirtos studijos (Bassnett 2002; Gorlee 2005; Minors 2013; Venuti
2000; Kaminskiené, Maskolitiniené 2013; Leonavi¢iené 2010; Munday 2009,
2012), vertimy teorijos rasis ir problematika nagrinéjantys atskiri moksliniai
straipsniai (Butkus 2012; Cliver 1989; Ceésniené 2014; Jeha 1997; Leonavitie-
né 2013; Murphy 2010; Siitiste 2012; Torop 2002, 2003), vertimo koncepcija
i$ filosofinés perspektyvos pateikiantis veikalas (Ricoeur 2010), semiotikos
mokslo darbai (Nastopka 2010; Salupere 2012) ir muzikinés ekfrazés mono-
grafija (Bruhn 2000) bei mokslinis straipsnis (Butkus 2012) padéjo suformuoti
$iam meniniam tyrimui naudojamg teorine metodologine prieitj ir darbo
jrankj. Atlikimo interpretacijy tyrimai remiasi interpretacijos bei atlikimo
autenti$kumo samprata ir problematika nagrinéjanciais muzikology darbais
(Butt 2001; Katkus 2013; Kivy 1995; Kramer 2011; Levinson 2011; Melnikas
2001; Navickaité 2005), atlikimo meno studijoms skirta literatiira (Fabian 2015;
Hellaby 2009; Murphy 2010), pateikiancia ir nusakancia atlikimy tyrimams
aktualius naujausius muzikology Johno Rinko ir Juliano Hellaby’aus atlikimy
analizés modelius. Tiriamajame darbe remiamasi Britteno karybai skirtais
fundamentaliais muzikologiniais (Rupprecht 2001; Whittall 1990; Elliott 2006),



biografiniais (Matthews 2013; Oliver 1996; Kildea 2013) darbais, muzikologiniy
ir meniniy tyrimy (Bolin 1996; Muralyté-Eriksoné 2008; Slowik 2000; White
1988), atlikéjy bei muzikos kritiky (Evans 1986; Gillchrist 2012; Kankare-Loik-
kanen 2014; Phan 2011; Reed 1995; Shirley 1956; Wigmore 2013) jzvalgomis,
atskirais straipsniais (Ross 2006; Quattrocchi 2014; Muralyté-Eriksoné 2007).
Taip pat pasiremta poety Michelangelo Buonarroti ir Johno Donneo sonetus
publikavusia literatara (Symonds 1904; Thieme 2014) ir kompozitoriams
Dmitrijui Sostakovi¢iui, Dmitrijui Kabalevskiui bei jy kiirybai skirtais darbais
(Fey 2001; Daragan 2001; Jasinskas 2003; Trombley 1999; Haunnesna 1980;
Poroxxuna 1961; Criekrop 1978).

Tiriamajame darbe kompoziciniu ir atlikimo interpretaciniu aspektais ana-
lizuojami Benjamino Britteno vokaliniai ciklai Seven Sonnets of Michelangelo
(»Septyni Michelangelo sonetai®) tenorui ir fortepijonui op. 22, z. M. Buonarroti
(1940), The Holy Sonnets of John Donne (,,Sventieji Johno Donneo sonetai)
aukstam balsui ir fortepijonui op. 35, z. J. Donneo (1945); atlikimo interpre-
taciniu aspektu — Dmitrijaus Sostakovi¢iaus romansas Conem 66 (,,Sonetas
66“) balsui ir fortepijonui op. 62 Nr. 5, z. W. Shakespeareo, v. B. Pasternako
(1942), Dmitrijaus Kabalevskio romansas Boe Kynudon Opeman 6 muuiu niecHoti
(»Dievas Kupidonas snaudé misko tankméje) i§ vokalinio ciklo Jecamo
conemos Ilexcnupa (,Desimt Shakespeareo sonety®) balsui ir fortepijonui
op. 52, z. W. Shakespeareo, v. S. Mar$ako (1953-1955).

Analizuojant atlikimy interpretacijas remtasi $iais muzikos jrasais:

« Benjamino Britteno ,,Septyni Michelangelo sonetai“ — Pears ir Britten
(NMC Recordings 1941; Membran Music 1942; Regis 1954; YouTube
1956); Langridge ir Bedford (Naxos 1995-1996); Padmore ir Burnside
(Signum Classics 2006-2007); Meli ir Pais (Opus Arte 2007); Guada-
gnini ir Ceccarini (YouTube 2008); Clayton ir Martineau (Onyx 2009);
Kaufmann ir nezinomas pianistas (YouTube 2009); Phan ir Huang (Avie
Records 2010); Polenzani ir Drake (Wigmore Hall Live 2011); Allen ir
Spencer (Capriccio 2011); Gilchrist ir Tilbrook (Linn Records 2012);
Bostridge ir Pappano (Warner Classics 2013); Tear ir Ledger (EMI, data
nezinoma);

« Benjamino Britteno ,,Sventieji Johno Donneo sonetai - Pears ir Britten
(Regis 1947); Kelly ir Recchuiti (YouTube 1993); Bostridge ir Johnson
(Hyperion 1995); Langridge ir Bedford (Naxos 1995-1996); Bates ir
Levine (YouTube 2002); Padmore ir Vignoles (Harmonia Mundi 2009);
Johnson ir Martineau (Onyx 2010); Gilchrist ir Tilbrook (Linn Records
2012);

o Dmitrijaus Kabalevskio ,,Dievas Kupidonas snaudé misko tankméje“ —
Lisician ir nezinomas pianistas (YouTube 1968); Charitonov ir Boldina
(YouTube 1974); Smetanikov ir Baranova (YouTube 2009); Navrotsky

ir Novikov (YouTube 2013); Girininkas ir Servenikas (YouTube 2016);
Baceipos ir Pomenckas (Pocaedts 2010);

« Dmitrijaus Sostakovic¢iaus ,Sonetas 66 - Crona ir Sjilo (Nosag 1995);
Sulejmanov ir Kelno simfoninis orkestras (Capriccio 1998); Kuznetsov
ir Serov (Northern Flowers 2003); Leiferkus ir Geteborgo simfoninis
orkestras (Decca 2006); Abdrazakov ir BBC filharmonijos simfoninis or-
kestras (Chandos 2006); MacKinnon ir Eccher (YouTube 2011); Gluboky
ir Rassudova (Brilliant Classics 2012); Finley ir Helsinkio filharmonijos
orkestras (Ondine 2014).

Darbo struktiira sudaro: jvadas, penki skyriai, i$vados, literataros, infor-
maciniy $altiniy, muzikos jrasy saraai ir priedai. Pirmame skyriuje aptariama
literatarinio soneto zanriné specifika, genezé, formos ypatumai, apzvelgiamos
svarbiausios $io zanro inovacijos formos, tematikos ir kultarinio konteksto
atzvilgiais. Antrame skyriuje istoriniu ir kultariniu aspektais nagrinéjamos
literatarinio soneto sklaidos kamerinéje vokalinéje muzikoje tendencijos,
iSry$kinamos poetikos ir muzikos sgveikos galimybés, parodoma tiriamojo
darbo objekto vieta literataros ir muzikos tyrinéjimy problematikos lauke.
Tre¢iame skyriuje i§skleidziama tiriamojo darbo teorinj jrankj sudaranéiy ver-
timo ir ekfrazés teorijy samprata ir metodologija, padedanti kamerine vokaline
muzikg analizuoti kompoziciniu ir atlikimo interpretaciniu aspektais. Sonety
kompoziciné (Zodis—garsas) vertimo grandis atskleidziama ketvirtame skyriuje.
Struktariniu ir kultariniu vieno meno perkélimo j kit aspektu analizuojami
Britteno vokaliniai ciklai ,,Septyni Michelangelo sonetai“ op. 22 ir ,,Sventieji
Johno Donneo sonetai“ op. 35, iSry$kinamos cikluose kompozitoriaus naudo-
tos makro- ir mikrostruktiry vertimo strategijos. Penktame skyriuje atsklei-
dZiama sonety atlikimo interpretaciné (partitara—atlikimas) vertimo grandis.
Analizuojant ryskiausiy XX a. vokaliniy sonety reprezentatyviausias atlikimy
interpretacijas iSryskinamas makrostruktiiros vertimo budas ir jo specifika
atlikimo mene, parodomos atlikimo interpretacijose atlikéjy naudojamos
mikrostruktiiros vertimo strategijos kintanciy ir nekintanciy pirminio teksto
mikrostruktiros elementy atzvilgiu. Prieduose pateikiami: vokaliniy sonety
sgvadas ir analitinio tyrimo rezultaty vizualizacija.

1. LITERATURINIO SONETO ZANRAS:
ISTAKOS, FORMODARA, ISTORINE RAIDA

Nedidele kamerinés vokalinés muzikos dalj sudaro intelektualiosios kiirybos
reiskiniui atstovaujantys kariniai, parasyti soneto poetiniu pagrindu. Litera-
taros srityje produktyviai naudojamas sonetas yra vienas ypatingiausiy ir rafi-
nuodiausiy poezijos zanry, i$samiai istirtas literatirology (Abramso, Croslando,



Cousinso, Cuddono, Geniusienés, Levino, Spillerio) darbuose. Jais remiantis
pirmame skyriuje apzvelgti literatiirinio soneto zanro genezés, formodaros,
istorinés raidos ypatumai.

1.1. Zanro genezé

Mokslinéje literatiiroje soneto zanro definicija, pateikiant griezta taisykliy sa-
vada, formuluojama aigkiai, ta¢iau iStakos skirtinguose darbuose aiskinamos
nevienodai: kvestionuojama susiformavimo terpé, formos kilmé. Daugiau
nei per 100 mety issikristalizavusiai stabiliai soneto struktarai turéjo jtakos
ne vienas poetas. Tad $iame poskyryje jvardyti ir placiau aptarti soneto susi-
formavima paveike veiksniai: kultiriné terpé, poetinés formos — pirmtakés,
aplinkybés ir poetai novatoriai.

1.2. Formos ypatumai

Soneto i$skirtinumg lemia Siam Zanrui buidingas rafinuotumas. Tiek stam-
biausios, tiek smulkiausios forma sudarancios dalys yra salygojamos daugy-
bés privalomy taisykliy, kuriy spektras labai platus. Siame poskyryje aptarti
vokalinio soneto analizei svarbas soneto formos ypatumai: struktira, metras,
ritmika, rimavimas ir turinio iédéstymas.

Grieztg soneto forma sudaro keturiolika sudétinga ritmine schema susiety
vieno posmo eiluciy (Abrams 1999, p. 290), ta¢iau i§ pirmo Zvilgsnio vienalyté
forma pagal vidinius pozymius turi daug variantisSkumo. Skiriami du sonety
modeliai: italiskas (oktetas ir sestetas) ir angliskas (3 ketureiliai ir dvieilis) bei
trys pagrindiniai rimavimo budai: italiskas, Sekspyriskas ir spenseriskas. Soneto
struktiiroje maziausiai varianti$ku parametru galima jvardyti metra (jambinis
pentametras), o vieng poeting eilute sudarantis skiemeny skaicius, nors ir yra
apibréztas, priklausomai nuo konkrecios kalbos yra kintantis (10-11 skiemeny).
I$skirtinis ir netipinis eiléra$¢iui soneto bruozas yra dialektiné temos raida,
kurig sudaro: tezé, jos vystymas, antitezé ir sintezé. Butent dél tezés ir antitezés
sukuriamas vienas svarbiausiy soneto kompozicijos bruozy - tematiné pries-
priesa tarp ketureiliy ir trieiliy italisko modelio sonete bei ketureiliy ir dvieilio
anglisko modelio sonete (Cuddon 1999, p. 844).

1.3. Istorinés raidos tendencijos

Per daugiau nei 750 mety trukusj ir vis dar besitesiantj soneto gyvavimo lai-
kotarpj $io Zanro istorija apima labai daug skirtingy epochy, kultary, poetiniy
karty bei atspindi skirtingus jy estetinius idealus. Paradoksalu, ta¢iau sonetas,
kaip griezta poetiné forma, vis délto turéjo galimybiy evoliucionuoti ir adaptuo-
tis prie laikmecio, kultiiros pasikeitimo diktuojamy salygy ir ypatybiy. Siame
poskyryje, aptariant soneto sklaida, i$skirtos svarbiausios aptariamo Zanro
formos, tematikos ir kultarinio konteksto inovacijos.

2. SONETO SKLAIDA KAMERINEJE
VOKALINEJE MUZIKOJE

Siekiant apzvelgti literattirinio soneto sklaidg kamerinéje vokalinéje muzikoje,
i§ jvairiy $altiniy buvo surinktas ir sudarytas poetiniy sonety pagrindu sukur-
ty vokaliniy kariniy sgvadas. Remiantis moksline literatara ir sonety sgvado
analize, antrame skyriuje apZvelgta literatarinio soneto sklaida kamerinéje
vokalinéje muzikoje, aptartos poetikos ir muzikos saveikos galimybés vokaliniy
sonety karyboje.

2.1. Soneto muzikalizavimas: istoriniai ir kultariniai kontekstai
Literatarinis sonetas kompozitoriy kiryboje buvo pradétas naudoti dar Rene-
sanso epochoje. Poetiniai sonetai randami madrigaly, frotoly, koncertinés arijos,
akademinés dainos Zanro (Lied / Mélodie | romansas) kurybos kontekste. Tac¢iau
per 750 mety trunkantj soneto gyvavimo laikotarpj keitési ne tik literatairinj
sonetg transformuojantys muzikos Zanrai, bet ir jo panaudojimo muzikoje
aktyvumas, kompozitoriy démesys tam tikry poety karybai. Tad $iame posky-
ryje i$nagrinétos literatarinio soneto sklaidos kamerinéje vokalinéje muzikoje
tendencijos istoriniu ir kultiriniu aspektais. Sis tyrimas atskleidé literatirinio
soneto jprasminimg muzikos mene.

2.2. Zodzio ir garso sgveika vokaliniuose sonetuose

Poezijos ir muzikos saveika, j kurios laukg patenka ir $io darbo objektas, bene

dazniausiai tampa meny saveikos tyrimy objektu. Poezijos ir muzikos giminysté

moksliniais tyrimais seniai jrodyta tiek kalbos skambesio, tiek poetinio teksto

kompozicijos lygmenimis. Siekiant giliau suvokti literattros ir muzikos sintezés

galimybes, Siame poskyryje aptartas $iy dviejy meny panasumas ir svarbiausi

skirtumai, atveriantys aptariamy meny saveikos tyrimy galimybes, bei pateiktos

pagrindinés (Browno, Schero, Wolfo) literataros ir muzikos rysiy klasifikacijos.
Atsizvelgus j darbe nagrinéjamo literatarinio soneto poetines savybes, i$ana-
lizuotas dar vienas poezijg ir muzikg siejantis aspektas — muzikalumas, kuris

poezijoje reiskiasi dviem kryptimis: eufonine (garsiné ir intonaciné eilérascio

sandara, poetinés instrumentuotés ypatumai, zodzio reik§més ir skambesio

rysys) bei poetikos ir muzikos struktarinémis analogijomis. Pazyméta, kad

butent poezijos instrumentacija, ritmas ir su juo susijusi intonacija, dinamika,
melodika, metras priartina poetinj tekstg prie muzikinio teksto raiskos.



3. MUZIKOS KURINIO INTERPRETAVIMAS
VERTIMO TEORIJOS APLINKOJE

Sio darbo meniniam tyrimui atlikti buvo sudarytas teorinis darbo jrankis,
pagristas daug saly¢io tasky turin¢iomis, vieno meno perkélima j kitg tirian-
¢iomis vertimo ir ekfrazés teorijomis. Tre¢iame skyriuje i$skleistos $iy teorijy
samprata ir metodologija, suteikusi galimybe kamerine vokaling muzikg ana-
lizuoti kompoziciniu ir atlikimo interpretaciniu aspektais.

3.1. Vertimo teorijos samprata

XX a. pradéjes formuotis ir nuolat besiplediantis vertimy teorijos mokslas
$iuo metu traktuojamas kaip interdisciplininés studijos. Dél daugeliu atvejy
vertimo sampratos formuluotése pabréziamo lingvistinio aspekto vertimo
savoka daznai yra suprantama tik siaurgja prasme (vertimas i§ vienos kalbos
i kitg), ta¢iau ji yra daug platesné ir apima keletg vertimo rasiy. Ivairiuose
moksliniuose darbuose dazniausiai nurodoma Romano Jakobsono lingvistiné
vertimo rasiy klasifikacija i$skiria intralingvistinj, interlingvistinj ir intersemio-
tinj vertimus. Mokslinéje literataroje suvokiant vertimo sampratg pabréziama
vertimo objekto (meninis ar nemeninis (dalykas) tekstas), vieneto (mikrostruk-
tara (Zodis, frazé, sakinys) ir / arba makrostruktira (visas tekstas)) suvokimo
svarba ir tikslas - ,,suprasti originalo tekstg taip, kaip ji supranta autorius, ir
ekvivalentigkai perteikti vertimo tekstu“ (Leonavi¢iené 2010, p. 15).

3.2. Intersemiotinio vertimo specifika
Intersemiotinis vertimas — viena i§ vertimy teorijos rasiy, Jakobsono apibudinta
kaip ,,kalbos zenkly interpretacija pasitelkiant kity, neverbaliniy, Zenkly siste-
mas” (Munday 2009, p. 5). Jo metodologija glaudziai siejasi su semiotinés anali-
zés metodu. Julio Jeha pateikia Charleso Sanderso Peirceo filosofinés semiotikos
krypties zenklo ir semiozés samprata pagrista intersemiotinio vertimo modelj:
»individas patiria Zenklg (teksta), reiskiantj arba nurodantj fenomeng pasaulyje
ir sukuriantj reik§me (interpretanta) jo samonéje. Ta reik§mé yra Zenklas, ly-
gus pirmajam zenklui, ir yra toliau pakeic¢iamas kitu Zenklu“ (Jeha 1997, p. 3).
Verciant i§ vienos Zenkly sistemos j kita perkeliama originalo reik$mé ir prasme,
kuriy sékmingas perkélimas ir priemonés priklauso nuo vertéjo.

3.3. Intersemiotinis vertimas ir ekfrazés teorija

Nuo Homero bei Theocritus laiky Zinomo ir i$ vizualinio ar kito meno karinio
j nauja menine terpe jterptam vaizdiniui apibrézti naudojamo ekfrazés termino
samprata $iuo metu yra formuluojama placiau ir jvairiau bei naudojama ne
vien literattros, bet ir kity meny moksliniuose tyrimuose. Remiantis Siglindos
Bruhn i$plétota teorine koncepcija, ekfrazé - tai ,,tekstiné“ vieno mediumo ar
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terpés reprezentacija kitoje terpéje. Analogiskai tradicinei ekfrazei muzikine
sudaro trys pakopos: 1) reali arba i$galvota scena ar istorija; 2) jos reprezentacija
vizualiniame arba verbaliniame mene; 3) reprezentacijos perteikimas muzikine
kalba (Bruhn 2000, p. 7-8). Perkeliant poetinj ar vizualinj meno terpés karinj i
muzikinj, svarbus yra sisteminis pozitris, literatarinés ekfrazés metodologijoje
Hanso Lundos jvardytas kaip transformacija — vieno elemento arba elementy
kombinacijos netiesioginis demonstravimas skaitytojui informacija apie pa-
veikslg perteikiant verbaline kalba. Toks apibréZimas tinkamas ir atvejui, kai
eilérastis ar paveikslas yra perkeliamas j muzika (Bruhn 2000, p. 45). Transme-
dializacija (muzikinés ekfrazés procesas) i§ esmés yra intersemiotinis vertimas,
nes vieno meno perkélimas j kita joje vyksta gerai pirminj (originaly) kirinj
Zinanc¢iam ir suprantan¢iam vertéjui (kompozitoriui) jvairiomis muzikinémis
priemonémis (ritmika, garso auks¢iu, intervalais, kontaru, tembru, struktara,
faktara, aliuzija, citatomis), varijuojan¢iomis nuo mimetiniy (konkreciy) iki
referentiniy (pateikianéiy nuoroda), ireiskiant Zenklus.

4. BENJAMINO BRITTENO SONETAI:
POETIKA - STILISTIKA - INTERPRETACIJA

Vienas Zymiausiy ir produktyviausiy XX a. angly kompozitoriy Benjaminas
Brittenas (1913-1976) balsa laiké muzikinio meno tobulumo vir$ane. Todél
neatsitiktinai jo plataus spektro karybinio palikimo didziaja dalj sudaro vo-
kaliné muzika, kurioje aptinkamos keturios literatarinio soneto muzikinés
transformacijos. Siame skyriuje analizuoti du Britteno vokaliniai ciklai: ,,Sep-
tyni Michelangelo sonetai“ op. 22 ir ,,Sventieji Johno Donneo sonetai“ op. 35.
Remiantis daug saly¢io tasky turin¢iomis intersemiotinio vertimo ir ekfrazés
teorijomis, struktariniu ir kultiriniu vieno meno perkélimo j kitg aspektu
iSryskintos cikluose kompozitoriaus naudotos makro- ir mikrostruktary
vertimo strategijos.

4.1. Vokalinis ciklas Seven Sonnets of Michelangelo (,,Septyni Michelangelo
sonetai“) tenorui ir fortepijonui op. 22 (z. M. Buonarroti)

4.1.1. Struktirinis poetinio teksto ir muzikos santykis

Vokalinés muzikos analizé muzikos ir poetinio teksto santykio aspektu neis-
vengiamai atveria poetinio teksto struktaros perkélimo j muzikg klausima:
vieni kompozitoriai muzikoje rekonstruoja poetinio teksto struktira, kiti ja
traktuoja laisvai ar netgi visiSkai suardo. Britteno ,,Septyni Michelangelo sone-
tai“ yra vienas i§ pavyzdziy, kai kompozitorius muzikoje daznai sieké islaikyti
sudétingg literatarinio soneto formg, taciau vietomis ja traktavo gana laisvai.
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Cikle norima i$laikyti poetinio teksto makrostruktarg — stambig italisku
modeliu parasyty poetiniy sonety dviejy daliy forma. Siuo atzvilgiu penki i
septyniy ciklo sonety (Nr. 3, Nr. 4, Nr. 5, Nr. 6, Nr. 7) yra sukomponuoti dviejy
daliy sudétine forma ir tik du sonetai (Nr. 1, Nr. 2) - trijy daliy. Pastebéta, kad
laisvas literatariniy sonety muzikoje traktavimas reiskiasi smulkesnés soneto
struktiros (poetiniy eilu¢iy) ir muzikiniy sakiniy santykiu bei Zodzio, Zodziy
junginiy ar fraziy pakartojimu. Cikle atrasta nemazai muzikinio ir verbalinés
kalbos nulemto poetinio teksto atramy nesutapimy.

4.1.2. Kultarinio vertimo strategijos

Cikle Brittenas neapsiriboja techniniu vienos terpés perkélimu j kita ir siekia
maksimaliai i$reiksti poetiniy sonety turinj, muzikiniy kultary skirtumus. |
cikla pazvelgus i$ vertimy ir ekfrazés teorijos pozicijos pastebétas kompozito-
riaus jame interpretuoty poetiniy sonety ir mikro- bei makrostruktary vertimo
pobudis. Abi struktiros yra isreikstos skirtingais lygmenimis ir skirtingomis
priemonémis. Makrostruktira (poetiniame tekste uzkoduota platoniska min-
tis / idéja — dviejy siely susijungimas) verciama referentigkai viso ciklo lygmeniu.
Cikle vokalo partijg interpretuojant kaip viena ,,sielg‘, o fortepijono - kaip kita,
$ios idéjos jgyvendinimas ypac iSryskéjo horizontaliu ir vertikaliu santykiu tarp
vokalo ir fortepijono partijy, kuris priklausomai nuo poetinio teksto reik§més
skirtingose dainose keic¢iasi. Poetinio teksto mikrostruktara (kompozitoriui
svarbus poetinio teksto zodis, frazé) dazniausiai veréiama mimetiskai vienos
dainos lygmeniu. Cikle ekspresija yra sukoncentruota j vokalo linijg, o forte-
pijono partija daugiau kuria nuotaika, buseng ir spalvas.

4.2. Vokalinis ciklas The Holy Sonnets of John Donne (,,Sventieji Johno
Donne’o sonetai®) aukstam balsui ir fortepijonui op. 35 (Z. J. Donne’o)

4.2.1. Struktiiriné poetinio teksto transformacija muzikoje

Ekfrazés teorija transmedializacijoje aktualizuoja ne tik perkeliamo (pirminio)
teksto turinj, bet ir forma. Tyrime akcentuota, kad ekfraziniuose kariniuose
kompozitoriai gali reprezentuoti ne vien pirminiame karinyje egzistuojancia
istorijg, bet ir pirminio karinio turinj i$reiskianc¢iag menine kalbg (forma,
stilistikg, detales). Naudodami jvairias muzikines priemones kompozitoriai
antriniame (muzikiniame) karinyje gali bandyti rekonstruoti arba suardyti
pirminio teksto struktira. Atskleista, kad $iuo atzvilgiu Brittenas cikle sudé-
tingg soneto poetine struktira vietomis islaiko, vietomis suardo. Cikle néra
nei atskiry Zodziy, nei fraziy pakartojimo, ta¢iau gana laisvai traktuojama
soneto formos makrostruktara (stambi forma, poetinés eilutés). Anglisku
modeliu parasytiems poetiniams sonetams reikalinga keturiy daliy forma,
taciau $ia forma i§ devyniy ciklo sonety sukomponuoti tik du (Nr. 3, Nr. 6),
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kiti septyni pasizymi trijy daliy arba laisvai plétojamomis formomis. Vienas
muzikinis sakinys ne visada atitinka vieng poeting eilute: daznai kompozitorius
muzikinémis priemonémis sujungia poetines eilutes, kartais jas suardo, taip
visiskai pakeisdamas grieztomis taisyklémis apibrézta poetinio teksto struktira.
Grieztas poetinio teksto struktaros atkirimas muzikoje pasireiskia poetinio
soneto mikrostruktara (ritmu ir metru). Vietomis poetiniame tekste suardyta,
taciau soneto formai budinga jambiné péda atkuriama muzikinémis priemo-
némis. Tiriamajame darbe konstatuojama, kad Brittenas, perkeldamas vieno
meno terpe j kita, yra jautrus verbaliniams akcentams, jis néra tik mechaninis
darbuotojas, muzikoje formaliai konstruojantis literatiirinio soneto forma.

4.2.2. Makro- ir mikrostruktiiry vertimo strategijos

Pagal Siglindos Bruhn teorija, tiek literatariné, tiek muzikiné ekfrazé skirtingus

komponentus gali susieti su pirminiame tekste nepanaudotomis istorinémis

datomis. Sio reiskinio, jvardijamo kaip transformacija, pavyzdys yra aptariama-
sis Britteno ciklas: naudodamas XVII a. egzistencinius Johno Donneo sonetus

kompozitorius poetinj tekstg susieja su XX a. jvykiais - Antruoju pasauliniu

karu ir savo patirtimi. Todél cikle poetinio teksto mikro- bei makrostruktary
vertimas yra sudétingas ir daugiasluoksnis. Makrostruktaros (poetinio teksto

semantikos nulemtos vienos sielos emocinés basenos; dviejy prady - nuodémés,
kaip tamsos, ir Dievo i$§ganymo, kaip $viesos, kova) vertimas reigkiasi viso ciklo

lygmeniu, o mikrostruktaros (atskiro svarbaus Zodzio, frazés, sakinio) - vienos

dainos lygmeniu tiek mimetiskai, tiek referentiskai. Analizuojant atskleista, kad

mikrostruktiros vertimui kompozitorius naudoja retorines figuras, ritmika, o

makrostruktiros vertimui - fakttra, ritmo, harmonijos ir melodijos sampyna,
tonacinj plana.

5. VOKALINIO SONETO ATLIKIMO MENAS:
INTERPRETACINES STRATEGIJOS

Muzikos atlikimas - tai tam tikras $iuolaikinés kultaros sampratoje nuo karinio
partitaros, atlikéjo, klausytojo neatsiejamas jvykis, turintis savo struktarg ir
reik$me. Interpretacija (muzikos atlikimo praktikoje) - tai asmeniskas ir kary-
bigkas muzikos karinio perteikimas (Navickaité 2005, p. 179). Kiekvienas atli-
kéjas, remdamasis savo menine erudicija, skoniu, kontekstine atliekamo karinio
informacija, individualiai $ifruoja muzikinj teksta (partitara) ir priimdamas
atlikimo interpretacinius sprendimus savo unikalia atlikimo maniera kuria
muzikos karinio ekvivalenta. Adekvatas procesai vyksta j muzikos atlikimo
interpretacija Zvelgiant i§ darbe naudojamos teorinés prieigos perspektyvos:
vertéju jvardijamas atlikéjas tam tikromis muzikos atlikimo priemonémis

13



(pvz., tempu, agogika, dinamika, artikuliacija, $trichu ir pan.) perkelia pirminj
(muzikos) kiirinj j antrinj (muzikos interpretacijos), t. y. i§ kompozicinio meno
j atlikimo meng. Sis perkélimas yra gana stipriai apribotas partitiiros ir laikme-
¢io. Kadangi skyriuje tiriamos XX a. vokaliniy sonety atlikimo interpretacijos
sutampa su autenti$ko muzikos atlikimo judéjimu, objekto analizé susieta ne
tik su intersemiotinio vertimo bei ekfrazés teorijomis, bet ir su autentisko
atlikimo problematika. Tad $iame skyriuje parodyta, kaip ir kokiomis atlikimo
priemonémis rei$kiasi makro- ir mikrostruktary vertimo strategijos antroje
vertimo grandyje (partitara—atlikimas).

5.1. Vertimo specifika makrostruktiiriniu lygmeniu

I teksta zitrint i§ vertimo perspektyvos, teksto makrostruktara yra jvardijamas
visas tekstas. Atlikimo interpretacinéje grandyje ja gali buti ne tik muzikos
karinio atlikimas, bet ir partitiroje neuzrasytas, ta¢iau j muzikos karinj jei-
nancio poetinio teksto kultarinis kontekstas. Remiantis ekfrazés teorija, atli-
keéjas karinio atlikimo interpretacija gali praturtinti partitiroje neuzfiksuotais
dalykais, pavyzdziui, tam tikromis atlikimo priemonémis sukurti referentine
nuoroda i Renesanso kultira. Toks rei$kinys darbe jvardytas kaip muzikos
karinio nemuzikinio konteksto (tarp karinyje susidurianéiy XX a. kompo-
zitoriaus ir Renesanso epochos poeto susidarancio laiko atstumo) vertimas
atlikimo interpretacijoje. Poskyryje kaip pavyzdys iSnagrinétos tokiu vertimu
iSsiskiriancios dvi Dmitrijaus Sostakovi¢iaus romanso ,,Sonetas 66 op. 62
atlikimo interpretacijos.

5.2. Vertimo specifika mikrostruktiriniu lygmeniu

Atlikimo interpretacinés vertimo grandies mikrostruktara yra jvardijami
partitiirg sudarantys muzikos elementai (pvz., garso aukstis, metras, ritmas,
tempas, dinamika, $trichai, agogika, pedalizacija, jvairios charakterinés atliki-
mo nuorodos ir pan.). Isigiline  muzikos kirinj, atlikéjai $ias detales jvairiais
interpretaciniais sprendimais, garso formavimu, laiko valdymu i$ partitaros
vercia j atlikimg. Pastebéta, kad vieni pirminio teksto elementai priklausomai
nuo vertéjo (atlikéjo) vertimo metu islieka nepakite, kiti - keiciasi. Siuo pozit-
riu analitinius atlikimo kriterijus nusako poskyryje aptarti daug saly¢io tasky
turintys muzikology Johno Rinko ir Juliano Hellaby’aus teoriniai muzikos
atlikimo analizés modeliai. Atsizvelgus j darbo teorinj jrankj papildancius
Hellaby’aus nurodytus muzikos atlikimo jrasy analizés kriterijus, poskyryje
atskleistos skirtingg ty paciy kariniy skambéjimg suponuojancios ryskiau-
siy XX a. vokaliniy sonety mikrostruktaros vertimo strategijos (iSlaikant /
modifikuojant / atmetant vienas ar kitas detales) jy atlikimo interpretacijose.
Iskirti Benjamino Britteno vokaliniy cikly ,,Septyni Michelangelo sonetai®
op. 22, ,,Sventieji Johno Donneo sonetai“ op. 35 ir Dmitrijaus Kabalevskio
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romanso ,,Dievas Kupidonas snaudé misko tankméje“ op. 52 Nr. 5 atlikimo
interpretacijose labiausiai kintantys ir nekintantys pirminio teksto mikro-
struktiros elementai.

5.3. B. Britteno vokalinio ciklo The Holy Sonnets of John Donne (,,Sventieji
Johno Donne’o sonetai“) aukstam balsui ir fortepijonui op. 35 (Z. J. Donne’)
atlikimo interpretacinés strategijos

Muzikos kritiky karstligisku ir obsesiniu daznai vadinamas Benjamino Britteno
vokalinis ciklas ,,Sventieji Johno Donneo sonetai“ aukstam balsui ir fortepijo-
nui op. 35 pasizymi intelektualiu ir giliu poetiniu tekstu, sudétinga muzikine
kalba sukomponuotomis vokalo ir fortepijono partijomis, todél i§ dainininko
reikalaujama itin didelio intonacinio tikslumo, puikios vokalinés technikos,
plataus balso diapazono, i§ pianisto — virtuozinés grojimo fortepijonu tech-
nikos, jvairaus garso formavimo, ritmo pojucio, pasitikéjimo savo partneriu.
I$nagrinéjus reprezentatyviausias atlikimo interpretacijas dinamikos, tempo,
tarties / Stricho artikuliacijos, agogikos, pedalizacijos aspektais, Siame po-
skyryje pateikiami abiem atlikéjams is$akiu tampancio minéto ciklo analizés
rezultatai. Atskleistos specifiniy ciklo viety, aptarty kompozicinéje kurinio
analizéje, interpretacinés strategijos atlikéjams sekant muzikiniu ar poetiniu
tekstu / verbalinés kalbos taisyklémis. ISskirtos kamerine / operine atlikimo
tradicija, autentiskumo siekiu pasizymin¢ios interpretacijos.

ISVADOS

Gilinantis j literatarinio soneto Zanrg buvo atskleista, kad daugiau nei 750 mety
ne tik egzistuojanti, bet ir gyvuojanti viena rafinuociausiy ir sudétingiausiy
poetiniy formy tiek karybiniu, tiek moksliniu pozitriu lig $iol uzima svarbiag
vieta literattiros srityje. Literatarinio soneto ir muzikos sgveika kamerinéje
vokalinéje muzikoje buvo grindziama darbo autorés pastangomis vokalinius
sonetus aktualizuoti struktiriniu, semantiniu, kultariniu ir atlikimo inter-
pretaciniu aspektais. Vertimo ir ekfrazés teorijy metodologijomis grjstas ir
vienais naujausiy atlikimo analizés modeliy papildytas teorinis jrankis sudaré
galimybe vokalinius sonetus tirti ne tik i§ jprastos — muzikologinés, bet ir i§
atlikimo studijy perspektyvos. Analizuojant kulttrinés interpretacijos poziariu
reprezentatyvius XX a. vokalinius sonetus buvo nuosekliai atskleista soneto
interpretaciné grandiné vertimo teoriniame kontekste.

1. Apzvelgus literattrinio soneto zanro genezés, formodaros ir istorinés
raidos ypatumus paai$kéjo, kad XIII a. siekiancios soneto zanro istakos yra
diskutuotinos, kad i§ pirmo Zvilgsnio vienalyté soneto forma turi daug varian-
tiSkumo. Tiriamajame darbe atskleista, kad sonetai kuriami ne tik Vakary
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Europoje, bet ir Amerikoje, Afrikoje, Ryty Azijoje ir Australijoje. Nors sonetas
teberasomas iki $iy dieny, tarp poety jis buvo populiarus ne visais laikais, kito
tematika ir smulkioji struktara. Sonety gausa issiskiria XIII-IV, XVI, XIX,
XX-XXI amziai.

2. I8nagrinéjus literatarinio soneto sklaidg kamerinéje vokalinéje muzikoje,
atskleista muzikinius sonetus nagrinéjanc¢ios mokslinés literataros stoka ir so-
neto kaip muzikos Zanro neapibréztumas. Todél i§ jvairiy Saltiniy buvo surinkti
vokaliniai sonetai ir sudarytas jy savadas. Jo analizé istoriniu ir kultariniu
aspektais atskleidé $ias tendencijas:

« Istorinéje perspektyvoje soneto populiarumas poety ir kompozitoriy
kiaryboje sutampa. Renesanso laikotarpiu muzikoje pradéti naudoti
poetiniai sonetai XVI-XVII a. I p. kompozitoriy karyboje buvo gausiai
naudojami komponuojant madrigalus ir frotolas. Klasicizmo laikotarpiu
tiek poezijoje, tiek muzikoje (koncertinés arijos, dainos pavidalu) randa-
mi pavieniai sonety pavyzdziai. Abiejose srityse soneto atgimimu galima
laikyti XIX a., ta¢iau $iuo laikotarpiu akademinéje dainoje komponuoti
vokaliniai sonetai gausa nepasizymi. Literattrinio soneto Zanras poety
ir kompozitoriy karyboje buvo labai populiarus XX a.

o XVI-XVII a. I p. vokaliniai sonetai buvo kuriami Italijoje, romantizmo
ir XIX-XX a. sandaros laikotarpiu — daugiausia Vokietijoje ir Austrijoje.
XX-XXI a. budinga vokaliniy sonety geografiné plétra.

« Epochoms keidiantis, kito ir kompozitoriy susidoméjimas konkreciy
poety karyba. XIX a. muzikoje vyravo Francesco Petrarcos literatariniai
sonetai, 0 XX a. - Williamo Shakespeareo.

3. I$nagrinéjus literataros ir muzikos menus bei jy rysius tiriancius literata-
ros mokslo, filosofijos ir kultiiros studijy bei muzikologijos darbus, buvo prieita
i$vada, kad literatairos ir muzikos sgveikos tyrimus lemia §iy meny panagumai
ir skirtumai, taip pat literataros rai$kos medziaga sudarancios pacios kalbos
bei muzikos sankirtos ir priestaros:

« poezijai ir muzikai vienodai svarbus parametrai — skambesys ir laikas;

« poezijos ir muzikos netapatumai: dél garso denotacijos stokos muzikos
rai$ka néra vienprasmé, ji negali i$reiksti konkreciy vaizdy; ir priesingai -
poezijai yra budinga ZodzZio galia kurti semantiskai apibréztus vaizdus.

Tiriamajame darbe iSryskinta, kad vokaliniy sonety tyrimams svarbus
poetinio soneto bruozas — muzikalumas, pasireiskiantis dviem kryptimis:
eufonine (instrumentacija, intonacija, ritmas, metras, melodika) bei poetikos
ir muzikos struktarinémis analogijomis.

4. I$analizavus teorinei prieic¢iai naudojamy vertimo teorijos, intersemio-
tinio vertimo ir ekfrazés teorijy sampratas ir metodologija bei sudarius darbo
teorinj jrankj paaiskéjo, kad dél didelés apreépties, vis intensyvesniy naujy tyri-
my bei jy lauko plétimosi vertimo teorija $iandien nebéra bendra, pasiZzyminti
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universaliomis, visiems objektams tinkanc¢iomis vertimo strategijomis. Todél
svarbu nepainioti vertimo teoriniy kryp¢iy metodologijy, nes kiekviena i$ jy
yra siejama su skirtingu vertimo objektu ir kuria nors mokslo kryptimi: psi-
chologija, komunikacija, kultra, literatiira, informatika, lingvistika. Atskleista,
kad tiek vertimo pladiaja prasme, tiek intersemiotinio vertimo percepcijai itin
svarbus yra pasirinktas objektas, vienetas (mikrostruktara, makrostruktara)
ir tikslas.

Aptariant vertimo rasis, buvo i$skirtas Zenkly pasikeitimg aikinantis in-
tersemiotinis vertimas bei atskleistos jo sasajos su semiotikos mokslu. Prieita
i$vada, kad intersemiotinio vertimo metodologija i§ esmés remiasi semiotinés
analizés metodu (Charleso Sanderso Peirceo filosofinés semiotikos krypties
zenklo ir semiozés samprata), tik intersemiotiniame vertime dar saveikauja
skirtingos (verbaliné ir neverbaliné) semiotinés sistemos. Verciant i§ vienos
zenkly sistemos j kitg perkeliama originalo reik§mé ir prasmé, o jy sékmingas
perkélimas bei perkélimo priemonés priklauso nuo vertéjo.

Apzvelgus muzikologés Siglindos Bruhn gana placiai aprasyta perkélima
i§ vieno meno j kitg tiriancig ekfrazés teorijos sampratg ir metodologija, buvo
prieita i$vada, kad muzikinés ekfrazés ir intersemiotinio vertimo teorijos yra
panasios objekto ir pamatinés metodologijos - filosofinés Peirceo semiotinés
krypties zenkly sistemos - taikymo aspektais. Bruhn ekfrazés teorijoje pateikia
i$samesnj vieno meno vertimo j kita modelj, ta¢iau, priesingai vertimo teorijai,
neaprépia kultarinio perkélimo, todél i§ dviejy daliy susidedanciai analizei
(kompozicija (zZodis-garsas) ir atlikimo interpretacija (partitara-atlikimas)
tinkamiausias teorinis metodas yra vertimo teorija papildyta ekfrazés teorija.

5. XX a. angly kompozitorius Benjaminas Brittenas yra vienas i$§ nedaugelio
kompozitoriy, savo kiryboje salyginai daznai naudojusiy literatarinj soneta.
Cikly ,,Septyni Michelangelo sonetai ir ,, Sventieji Johno Donneo sonetai“ Zan-
riné-struktariné analizé atskleidé, kad Brittenas, vieng meng perkeldamas j kita,
muzikoje daugiausia sieké i$laikyti ir netgi muzikinémis priemonémis atkurti
sudétingg bei rafinuotg literatarinio soneto formg, ta¢iau vietomis jg traktavo
gana laisvai. Semantiniu atzvilgiu abiejuose cikluose pastebimas tiek mikro-,
tiek makrostruktary vertimas jvairiomis priemonémis skirtingais lygmenimis.

»Septyniy Michelangelo sonety” cikle kompozitorius daugiau démesio skiria
makrostruktiros vertimui, viso ciklo lygmeniu isreiSkiant pagrindine poeti-
niame tekste uzkoduota platoniska mintj / idéja — dviejy siely susijungima.
O ,,Sventyjy Johno Donneo sonety“ cikle ryskus ypatingas kompozitoriaus
démesys mikrostruktarai (detaléms), kurias sujungus susidaro karinio visuma.
Kultarinio perkélimo poZiariu abu ciklai pasizymi i$plétotomis asociacijomis,
ryskiu muzikinio teksto retoriskumu. ,,Septyniuose Michelangelo sonetuose®
kiirybikai transformuota bel canto tradicija, 0 ,,Sventieji Johno Donneo sonetai*
pasizymi deklamaciskumu ir ekspresyvumu.
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6. Atlikimo interpretacinéje grandyje kaip makrostruktiira buvo jvardytas
ne tik karinio atlikimas, bet ir partitaroje neuzrasytas kultarinis kontekstas,
kurj pastebéti ir i$versti gali tik j muzikinio ir jame jau kompozitoriaus trans-
formuoto poetinio karinio konteksta jsigilines atlikéjas, o mikrostruktira -
partitirg sudarantys muzikos elementai (pvz., garso aukstis, metras, ritmas,
tempas, dinamika, $trichai, agogika, pedalizacija, jvairios charakterinés atlikimo
nuorodos ir pan.). I$analizavus reprezentatyviausias XX a. vokaliniy sonety
atlikimo interpretacijas buvo atskleista, kad soneto makrostruktiros vertimas
atlikimo interpretacinéje grandyje yra susijes su garso estetika, tokiomis mu-
zikos atlikimo priemonémis kaip tempas ir agogika specialiai sukuriant laiko
distancijos ir erdvés pojatj, taip referentiskai iSrei$kiant karinio partitaroje
neuzrasytg soneto makrostruktarg — aliuzijg j laiko atstuma, Renesanso kultara,
kuriai priklauso vokalinio soneto poetinio teksto autorius. Mikrostruktira
$ioje grandyje yra ver¢iama atlikéjams jsigilinus i muzikos karinj, priimant
interpretacinius sprendimus (mimetiskai laikytis ar keisti kompozitoriaus
partitaroje paliktas atlikimo nuorodas), atitinkamai formuojant garsa, laika.
Buvo pastebéta, kad sonety atlikimo interpretacijose nekinta tokie partitiros
parametrai kaip garso aukstis, dinamika, i§ dalies kinta ritmas. Labiausiai
kintancios pirminio teksto mikrostruktaros yra $trichas, artikuliacija, tempas,
taciau $ie parametrai yra labai susij¢ vienas su kitu. Vienam i jy pakitus, kinta
ir kitas, todél keiciasi atlikéjy sonety interpretacijose norimas tam tikras cha-
rakterio ir karinio prasmés perteikimas.

7. XX amziaus muzikinio soneto analizé vertimo teorijos aplinkoje atskleidé,
kad pasirinkta teoriné prieitis ir metodologiniai jrankiai yra produktyvis tiek
siekiant sujungti muzikologijos ir atlikimo studijy kryptis, tiek gilinant nagri-
néty kariniy interpretacijos tobulinimui svarbig atlikimo tradicijos analitine
refleksija.
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INTRODUCTION

From olden times, literature and music have been connected in a special re-
lationship, frequently developing into a synthesis of the two kinds of art. That
kind of interrelationship is especially obvious in vocal chamber music in which
not only two different kinds of art (music and literature) meet, but also at least
two different instruments and performers: human voice (singer) and the piano
(pianist) or an ensemble of various musical instruments instead of the piano.
The present artistic research was inspired by the idea of the connection between
poetic text and music, as well as between singer and pianist, in vocal chamber
music being so close that neither of them could exist independently, while in-
depth studies of the interaction of the poetic and musical texts contributed both
to the performers’ understanding of the nature and meaning of that music and
to finding answers to the questions arising in the creative process and taking
interpretive decisions of one or another kind. The research of that character is
especially relevant to the interpretation of compositions whose poetic basis is
represented by a distinct literary form (e.g., sonnet).

In the area of literature, sonnet* is one of the most sophisticated and com-
plex poetic forms. As stated by Michael Spiller, hundreds of thousands sonnets
in all languages of Western Europe witness that the said genre of poetry of a
particularly strict form, frequently associated with the images and symbols of
the Renaissance culture, has always been and up to the present time remains
a challenge providing satisfaction to poetic imagination (Spiller, 1992, p. 2).
Meanwhile, in music, sonnet has not been specifically identified as a genre or
a form and is a rather rare phenomenon, which in the field of vocal chamber
music can be named a variety of the art song genre. In terms of its dissemina-
tion in music, a more active use of sonnet as a poetical basis for vocal chamber
music was noted as late as in the 20th century. In vocal sonnets, written in a
strict structural form by poet and composer of different epochs and cultures,
the relationship of poetry and music presuppose several problematic questions:
what is the genre-structural transformation of the specificity of a literary son-
net in musical creation and how are the musical interpretations (composition
and performance) of sonnet affected by cultural inspirations and associations?
Therefore, the topicality of the present artistic research is related to the analy-
sis of vocal sonnet, representing a phenomenon of intellectual creation, by
revealing the genre-structural, cultural, and performance translation strategies

* Sonnet (from Italian Sonetto means a little song or sound) is a 14-line verse of a strict form

written in jambic pentameter originated in the Renaissance period. It is characterized by
sonority and musicality deriving from a large quantity of rules covering the structure of the
verse, rhyming, content development, meter, as well as recommendations for pauses and
words containing certain consonants and vowels (Cuddon, 1999, p. 844).
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employed by composers and performers. In terms of cultural interpretation,
a special place is occupied by musical sonnets of the 20th century English
composer Benjamin Britten, therefore, the present artistic research paper shall
focus on his two vocal cycles: Seven Sonnets of Michelangelo for tenor and piano,
Op. 22, lyrics by M. Buonarroti (1940) and The Holy Sonnets of John Donne for
high voice and piano, Op. 35, lyrics by J. Donne (1945).

In the field of poetry research, sonnet has been rather thoroughly investi-
gated from different viewpoints (particularly historical, form, and interpretive).
However, specific studies devoted to the vocal sonnet genre are extremely rare.
In musicological literature, the studies of vocal sonnet have been fragmentary,
and frequently carried out merely from the theoretical musicological (an
analysis of the form) or stylistic perspective. One can note the works on vo-
cal sonnet by Barbara Literska, Julia Sanders, Douglas Bolin, Bryan Gooch,
Gregory Slowik, William White, Arnold Whittall, Irina Ragozhina, Tatjana
Sokolovskaja, Neringa Navikauskaité, and Giedré Muralyté-Eriksoné. However,
the novelty of the topic has been predetermined not merely by the analysis of
sonnet as a genre, seldom specially analysed in musicological works, but also
by the theoretical model, which was created for this research, that integrates
theoretical approach of ekphrasis and intersemiotic translation. It provides an
opportunity to deepen the examination of the vocal chamber music by relating
musicological research and performance studies.

The object of research is the 20th century vocal chamber musical composi-
tions for voice and piano, written on the poetical basis of a literary sonnet, from
the compositional (creation / composer’s text) and interpretive (performance /
performative text) aspects.

The aim of research is to disclose the musical interpretations (composition
and performance) of the literary sonnet as the characteristics of translation
practice from the genre, historical, and cultural aspects. To achieve this objec-
tive, the following tasks are raised:

1. To overview the characteristics of the genesis, structural composition,
and historical development of the poetic form of the sonnet;

2. To analyse the trends of the literary sonnet dissemination in vocal cham-
ber music from the historical and cultural aspects;

3. To highlight the opportunities of the poetics and music interaction in
the composition of vocal sonnets;

4. To discuss the conception and methodology of the translation and ek-
phrasis theories;

5. To analyse Benjamin Britten’s vocal cycles Seven Sonnets of Michelangelo
for tenor and piano, Op. 22, and The Holy Sonnets of John Donne for high voice
and piano, Op. 35, in terms of genre-structural and cultural transformation of
one art into another.
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6. Upon analysis of the most representative performance interpretations of
different 20th century vocal sonnets, to reveal the macro- and microstructure
translation strategies in the interpretive link of the performance and to indicate
the changing and stable performance parameters.

The nature of the research led to the combination of several methods:
historical, descriptive, analytical, comparative, critical analysis of scientific
literature, and complex analysis of musical compositions as well as empirical
music recordings.

Literature and sources. The object of the research and a wish to consist-
ently unveil the links of the sonnet interpretation from the compositional and
performance aspects preconditioned a wide range of scientific literature. The
characteristics of the genesis, structure, and historical development of the liter-
ary sonnet were reviewed, based on one of the latest literary sonnet anthologies
(Cousins, Howarth 2011), monographs (Spiller 1992; Crosland 1917), other
scientific publications on literary sonnet (Geniusiené 2001; Levin 2001), and
comprehensive specialised explanatory dictionaries of terminology, genres,
and forms of literature (Abrams 1999; Cuddon 1999), as well as online sources.
The overview of the trends of literary sonnet dissemination in vocal chamber
music was based on scientific papers devoted to the Medieval and Renaissance
music genres by musicologists Grazina Daunoravi¢iené, Audroné Ziuraityte,
and Laima Vilimiené (Daunoravic¢iené 2003), moreover, on an inventory of vo-
cal sonnets compiled by the author of the present artistic research paper from
different sources (electronic archives of texts and translations of art songs and
choral compositions; Music Information Centre Lithuania online database).
The opportunities of the literature and music interaction were studied on the
basis of scientific articles devoted to the relation of those arts (Brazgiené 2004,
2006; Janulyté 2004; Scher 1970). The expression of the musicality of poetry
was discussed, based on the insights of scientific works devoted to the issues
of the science of literature, philosophy and cultural studies, poetry and music
analogies, and word and music interactions (Cesnulevi&iiité 2012; Daujotyté
2001, 2005; Eliot 2004; Girdzijauskas 1998; Gustaité 1986, 2003; Zaborskaité
1978). The studies devoted to translation theory and practice (Bassnett 2002;
Gorlee 2005; Minors 2013; Venuti 2000; Kaminskiené, Maskolitniené 2013;
Leonavi¢iené 2010; Munday 2009, 2012), individual scientific articles deal-
ing with types of translation theories and issues (Butkus 2012; Cliiver 1989;
Césniené 2014; Jeha 1997; Leonavi¢iené 2013; Murphy 2010; Siitiste 2012; Torop
2002, 2003), a study conveying the conception of translation from a philosophi-
cal viewpoint (Ricoeur 2010), scientific works in semiotics (Nastopka 2010;
Salupere 2012), as well as a monograph (Bruhn 2000) and a scientific article
(Butkus 2012) on musical ekphrasis contributed to the development of the
theoretical methodological approach and the tool to be used in the research.
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The study of performance interpretations were based on the works of musicolo-
gists analysing the conception and issues of the authenticity of interpretation
and performance (Butt 2001; Katkus 2013; Kivy 1995; Kramer 2011; Levinson
2011; Melnikas 2001; Navickaité 2005) and the literature devoted to the stud-
ies of performing arts (Fabian 2015; Hellaby 2009; Murphy 2010), presenting
and defining the recent John Rink and Julian Hellaby’s performance analysis
models relevant to the present research. The artistic research paper also made
use of fundamental musicological (Rupprecht 2001; Whittall 1990; Elliott 2006)
and biographical (Matthews 2013; Oliver 1996; Kildea 2013) works devoted to
Britten’s creative activity, the insights of musicologists and artist-researchers
(Bolin 1996; Muralyté-Eriksoné 2008; Slowik 2000; White 1988), performers
and music critics (Evans 1986; Gillchrist 2012; Kankare-Loikkanen 2014;
Phan 2011; Reed 1995; Shirley 1956; Wigmore 2013), as well as individual
articles (Ross 2006; Quattrocchi 2014; Muralyté-Eriksoné 2007). Moreover, the
publications of Michelangelo Buonarroti and John Donn’s sonnets (Symonds
1904; Thieme 2014) and the works devoted to composers Dmitry Shostako-
vich, Dmitry Kabalevsky, and their compositions (Fey 2001; Daragan 2001;
Jasinskas 2003; Trombley 1999; Hauunesuy 1980; Poroxxuna 1961; Criexrop
1978) were studied.

The research analysed Benjamin Britten’s vocal cycles Seven Sonnets of
Michelangelo for tenor and piano, Op. 22, lyrics by M. Buonarroti (1940), and The
Holy Sonnets of John Donne for high voice and piano, Op. 35, lyrics by J. Donne
(1945) from the compositional and interpretive performance aspects and the
romances Corern 66 (“Sonnet 66”) for voice and piano, Op. 62, by Dmitry Shos-
takovich, lyrics by W. Shakespeare, translation by B. Pasternak (1942), and Boe
Kynuoon opeman 6 muwiu necnoti (“The Little Love God Lying Once Asleep”)
by Dmitry Kabalevsky from the vocal cycle Jecamo conemos lexcnupa (“Ten
Shakespeare Sonnets”) for voice and piano, Op. 52, Iyrics by W. Shakespeare, trans-
lation by S. Marshak (1953-1955), from the interpretive performance aspect.

The analyses of the performance interpretations were based on the follow-
ing recordings:

« Benjamin Britten’s vocal cycles Seven Sonnets of Michelangelo — Pears
and Britten (NMC Recordings 1941; Membran Music 1942; Regis 1954;
YouTube 1956); Langridge and Bedford (Naxos 1995/1996); Padmore
and Burnside (Signum Classics 2006/2007); Meli and Pais (Opus Arte
2007); Guadagnini and Ceccarini (YouTube 2008); Clayton and Martineau
(Onyx 2009); Kaufmann and unknown pianist (YouTube 2009); Phan and
Huang (Avie Records 2010); Polenzani and Drake (Wigmore Hall Live
2011); Allen and Spencer (Capriccio 2011); Gilchrist and Tilbrook (Linn
Records 2012); Bostridge and Pappano (Warner Classics 2013); Tear and
Ledger (EMI, date unknown);
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o Britten’s The Holy Sonnets of John Donne — Pears and Britten (Regis 1947);
Kelly and Recchuiti (YouTube 1993); Bostridge and Johnson (Hype-
rion 1995); Langridge and Bedford (Naxos 1995-96); Bates and Levine
(YouTube 2002); Padmore and Vignoles (Harmonia Mundi 2009); John-
son and Martineau (Onyx 2010); Gilchrist and Tilbrook (Linn Records
2012);

« Dmitry Kabalevsky’s “The Little Love God Lying Once Asleep” - Lisician
and unknown pianist (YouTube 1968); Charitonov and Boldina (YouTube
1974); Smetannikov and unknown pianist (YouTube 2009); Basyrov and
Romenskaja (Rosneft 2010); Navrotsky and Novikov (YouTube 2013);
Girininkas and Servenikas (YouTube 2016);

 Dmitry Shostakovichs “Sonnet 66” — Crona and Sjilo (Nosag 1995); Sule-
jmanov and Cologne Symphony Orchestra (Capriccio 1998); Kuznetsov
and Serov (Northern Flowers 2003); Leiferkus and Gothenborg Symphony
Orchestra (Decca 2006); Abdrazakov and BBC Philharmonic Symphony
Orchestra (Chandos 2006); MacKinnon and Eccher (YouTube 2011);
Gluboky and Rassudova (Brilliant Classics 2012); Finley and Helsinki
Philharmonic Orchestra (Ondine 2014).

The structure of the present artistic research paper consists of an introduc-
tion, five chapters, conclusions, lists of literature, information sources, and
musical recordings, and appendices. Chapter 1 deals with the literary sonnet:
its genre-specific characteristics, genesis, and form are discussed, and its ma-
jor innovations are overviewed in terms of its form, themes, and the cultural
context. In Chapter 2, the trends of the literary sonnet dissemination in vocal
chamber music are analysed from the historical and cultural aspects, the inter-
action opportunities of poetics and music are highlighted, and the place of the
research object in the field of literature and music research issues is identified.
In Chapter 3, the conception and methodology of the translation and ekphra-
sis theories are unfolded that account for the theoretical tool of the research
and provide an opportunity to analyse vocal chamber music from the com-
positional and performance interpretative aspects. The sonnet compositional
(word-sound) translation link is revealed in Chapter 4. Britten’s vocal cycles
Seven Sonnets of Michelangelo, Op. 22, and The Holy Sonnets of John Donne,
Op. 35, are analysed in terms of the structural and cultural transfer from one
art to another, and the strategies of micro- and macrostructures translation
used by the composer in the cycles are highlighted. Chapter 5 discloses the son-
net performance interpretive (score-performance) translation link. Through
the analysis of the most representative performance interpretations of the
outstanding 20th century sonnets, the method of macrostructure translation
and its specificity in performing arts are highlighted, and the microstructure
translation strategies used by performers in performance interpretations with
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respect to the changing and stable microstructural elements of the primary text
are demonstrated. The appendices present a collection of the vocal sonnets and
the visualisation of the analytical research findings.

1. LITERARY SONNET:
ORIGINS, COMPOSITIONAL STRUCTURE,
AND HISTORICAL DEVELOPMENT

A small part of vocal chamber music is exemplified by compositions represent-
ing the phenomenon of intellectual creation and written on the sonnet poetic
basis. In the field of literature, the productively cultivated sonnet is one of the
most special and sophisticated poetic forms, exhaustively studied by literary
scholars (Abrams, Crossland, Cousins, Cuddon, Geniusiené, Levin, Spiller,
etc.) Based on their works, the genesis, compositional structure, and historical
development of the literary sonnet genre were overviewed in Chapter 1.

1.1. Genesis of the genre

In scientific literature, the definition of the genre of sonnet, based on a strict
collection of rules, has been clearly formulated, however, its origins have been
interpreted differently in different works: the milieu of its formation and the
origin of the form have been questioned. The stable structure of the sonnet,
shaped over more than 100 years, has been influenced by more than one poet.
Therefore, the subchapter identifies and discusses the factors responsible for
the sonnet formation: the cultural milieu, the poetic forms-predecessors, cir-
cumstances, and poets-innovators.

1.2. Specificity of the form

The uniqueness of the sonnet is predetermined by the genre-specific sophistica-
tion. Both the major and minor components of the form are preconditioned by
a number of mandatory rules of a very wide range. The subchapter is devoted
to the sonnet form-specific characteristics important for the analysis of the
vocal sonnet, including its structure, meter, rhythm, rhyme, and the content
development.

The strict form of the sonnet consists of fourteen lines, making up one
stanza and related by a complicated rhythmic scheme (Abrams, 1999, p. 290);
however, the homogeneous-looking form has much variance in its internal
traits. Two sonnet models have been recognised: the Italian (octave and sestet)
and the English (three quatrains and a couplet), as well as three main types
of rhyming: Italian (or Petrarchan), Shakespearian, and Spenserian. In the
sonnet structure, the least variable parameter seems to be the meter (iambic
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pentameter), while the number of syllables in a line, even though prescribed by
rules, varies depending on a specific language (10 to 11 syllables). An exclusive
and untypical for a poem trait of the sonnet is a dialectical development of the
topic which consists of the thesis, its development, antithesis, and synthesis. It
is due to the thesis and antithesis that one of the principal traits of the sonnet
composition - the thematic opposition between the quatrains and triplets in
the Italian type sonnet and between the quatrains and the couplet in the English
type sonnet is created (Cuddon, 1999, p. 844).

1.3. Trends of historical development

Over the sonnet lifetime of over 750 years which is still continuing, the his-
tory of the genre covered a number of different epochs, cultures, and poetic
generations and reflected their different aesthetic ideals. Paradoxically, the
sonnet, being a strict poetic form, nevertheless had the possibility to evolve
and adapt to the epoch and its culture-dictated conditions and characteristics.
In the present subchapter, in the discussion of the sonnet dissemination, the
key innovations in the genre in terms of its form, themes, and the cultural
context were identified.

2. SONNET DISSEMINATION
IN VOCAL CHAMBER MUSIC

To overview the dissemination of the literary sonnet in vocal chamber music,
vocal compositions written on the basis of poetic sonnets were collected from
different sources and their inventory was compiled. Based on scientific literature
and the analysis of the sonnet collection, the dissemination of the literary sonnet
in vocal chamber music was overviewed and the opportunities of poetics and
music interaction in the composition of vocal sonnets were discussed.

2.1. Sonnet musicalisation: historical and cultural contexts

Composers started using literary sonnets for their compositions as early as
in the Renaissance. Poetic sonnets could be found in the context of madrigal,
frottola, concert arias, and the art song (Lied / Mélodie / romance) composi-
tion. However, over the sonnet lifetime of 750 years, not only the music genres
transforming the literary sonnet kept changing, but also the activeness of its
use in music, as well as composers’ attention to the verses of certain poets.
Therefore, the subchapter focused on the trends of dissemination of literary
sonnet in vocal chamber music from the historical and cultural aspects. The
research revealed the meaning of the literary sonnet in the art of music.
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2.2. Interaction of word and sound in vocal sonnets

The interaction of poetry and music, also considered in the present artistic
research, must have most frequently been the object at the art interaction
studies. Therefore, the kinship of poetry and music was long ago proved by
scientific research both at the levels of the speech sound and the poetic text
composition. To deeper understand the opportunities of the literature and
music synthesis, the subchapter discussed the key similarities and differences
between the two arts that opened up the opportunities for the research in
their interaction and presented the principal classifications of the literature
and music relationships (those of Brown, Scher, Wolf). Given the poetic
qualities of the literary sonnet tackled in the present research paper, another
aspect relating poetry and music was analysed, i.e. musicality; in poetry it
manifested itself in two fields: euphonic (sound and intonational verse struc-
ture, characteristics of poetic instrumentation, and the relationship between
the word sound and meaning) and the structural analogies of poetics and
music. As noted, it was the poetry instrumentation, rhythm and the related
intonation, dynamics, melody, and meter that brought the poetic text closer
to the musical text expression.

3. INTERPRETATION OF MUSICAL COMPOSITION
IN THE TRANSLATION THEORY CONTEXT

For the present artistic research project, a theoretical research tool was devel-
oped, based on the translation and ekphrasis theories sharing a number of things
in common and investigating the transfer of one art to another. In Chapter 3,
the conceptions and the methodology of the theories were revealed that pro-
vided an opportunity to analyse vocal chamber music from the compositional
and performative interpretation perspectives.

3.1. The concept of translation theory

The science of translation theory that started forming in the 20th century
and has been developing ever since is presently regarded as interdisciplinary
studies. Due to the linguistic aspect most emphasised in the formulations of
the translation concept, translation is frequently understood in the narrow
sense (from one language to another); however, the concept is much broader
and is categorised into different types. In different research publications, Ro-
man Jakobson’s linguistic classification of translation types has been most
frequently referred to: it distinguishes between intralinguistic, interlinguistic,
and intersemiotic translations. In scientific literature, for the perception of
the concept of translation, the significance of understanding of the translation
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object (an artistic or non-artistic (subject) text), a unit (a microstructure
(a word, a phrase, or a sentence), and / or a macrostructure (the whole text))
is emphasised, as well as of the aim: “to understand the original text in a way
the author understood it and to convey it by a translated text in an equivalent
way” (Leonavic¢iené, 2010, p. 15).

3.2. Specificity of intersemiotic translation

Intersemiotic translation is a type of translation theory, described by Jakobson
as “interpretation of verbal signs by means of signs of non-verbal sign systems”
(Munday, 2009, p. 5). Julio Jeha presented Charles Sanders Peirce’s model of
intersemiotic translation, based on the concepts of signs in philosophical
semiotics and semiosis: “an individual experiences a sign (a text) that stands
for, or refers to, a phenomenon in the world and that creates some sense (the
interpretant) in his mind. That sense is a sign equivalent to that first sign and is
further developed into by another sign” (Jeha, 1997, p. 3). In translation from
one sign system to another, the original meaning and sense are transferred,
whose successful transfer and means depend on the translator.

3.3. Intersemiotic translation and the ekphrasis theory

The concept of ekphrasis, known from the times of Homer and Theocritus

and used to denote an image transferred from a visual or another art work to

a new artistic medium, is presently formulated in broader and more diverse

ways and found in scientific works on both literature and other arts. Based on

the theoretical conception developed by Siglind Bruhn, ekphrasis is a “textual”
representation of one medium or milieu in another milieu. Analogically to

the traditional ekphrasis, the musical one consists of three stages: 1) a real or
fictional scene or story; 2) its representation in a visual or verbal art; 3) the

rendering of the representation in the music language (Bruhn, 2000, p. 7-8).
In the transfer of a work from the poetical or visual art media to the musical

ones, a systemic approach is important, named by Hans Lunda in the literary

ekphrasis methodology as transformation - indirect demonstration of one

element or a combination of elements when conveying information to reader
about a picture in a verbal mode. The same definition applies to cases when a

poem or a picture are transformed into music (Bruhn, 2000, p. 45). Transme-
dialisation (the process of a musical ekphrasis) essentially means intersemiotic

translation, when the transfer of one art to another takes place with a translator

(composer), who well knows and understands the primary (original) work of
art, expressing signs through different musical means (rhythm, pitch, intervals,
contour, timbre, structure, texture, allusions, and quotations), varying from

mimetic (specific) to referential (implying a reference).
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4. BENJAMIN BRITTEN’S SONNETS:
POETICS - STYLISTICS - INTERPRETATION

Benjamin Britten (1913-1976), one of the best known and productive 20th
century English composers, considered voice to be the peak of perfection in
the art of music. Therefore, it was not accidentally that the major part of his
creative heritage of a wide spectrum was vocal music, including four musical
transformations of literary sonnets. The chapter focused on Britten’s two vo-
cal cycles: Seven Sonnets of Michelangelo, Op. 22, and The Holy Sonnets of John
Donne, Op. 35. Based on the theories of intersemiotic translation and ekphrasis
with their multiple contact points, the composer’s macro- and microstructural
translation strategies used in the cycles were highlighted from the structural
and cultural aspects of the transfer of one art to another.

4.1. Vocal cycle Seven Sonnets of Michelangelo for tenor and piano, Op. 22,
lyrics by M. Buonarroti

4.1.1. The structural relationship of poetic text and music

The analysis of vocal music from the aspect of the relationship of music and a

poetic text inevitably raises the issue of the structural transfer of a poetic text to

music: some composers tend to reconstruct the structure of the poetic text in

music, while others treat it freely or even completely destroy it. Britten’s Seven

Sonnets of Michelangelo is one of the examples where the composer largely
sought to maintain the sophisticated form of the literary sonnet in music; how-
ever, in some places he treated it rather freely. The macrostructure of the poetic

text sought to be maintained in the cycle was a large two-part form required by
the Italian- model poetic sonnets. From that viewpoint, five out of the seven

sonnets (No. 3, No. 4, No. 5, No. 6, and No. 7) in the cycle were composed in

a binary form, and only two sonnets (No. 1 and No. 2), in a ternary form. As

noted, free treatment of the literary sonnet in music manifested itself in the

smaller structure of the sonnet - in terms of the relationship of poetic lines

and music sentences as well as the repetition of words, word combinations, or
phrases. The cycle demonstrated quite a few cases of mismatch between the

musical and the verbal speech-predetermined poetic text supports.

4.1.2. The strategies of cultural translation

In the cycle, Britten did not limit himself to the technical transfer from one
medium to another and sought to maximally express the content of the po-
etic sonnets and the differences between musical cultures. By viewing the
text through the prism of translations and the ekphrasis theory, one can note
both the micro- and macrostructure translation of the poetic sonnets in it
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as interpreted by the composer. Both structures were expressed at different
levels and by different means. The macrostructure (a platonic thought / idea
encoded in the poetic text — the union of two souls) was translated referentially
all throughout the cycle. Through interpreting in the cycle the vocal part as
one “soul’”, and the piano part as the other, the implementation of the idea was
exposed through the horizontal and vertical relations between the voice and
piano parts, which, depending on the meaning of the poetic text, changed in
different songs. The microstructure of the poetic text (a word or a phrase in the
poetic text, important for the composer) was largely translated mimetically at
the level of one song. The expression in the cycle was focused on the vocal line,
while the piano part mainly created the mood, the feeling, and the colours.

4.2. Vocal cycle The Holy Sonnets of John Donne for high voice and piano,
Op. 35, lyrics by J. Donne

4.2.1. Structural transformation of a poetic text in music

The ekphrasis theory in a process of transmedialisation actualises not only
the content of the transferred (primary) text, but also its form. As emphasised
in the present artistic research, in ekphrastic compositions, composers may
represent not merely the storyline of the primary work, but also the artistic
language (the form, stylistics, and details) expressing the content of the origi-
nal work. Through different musical means, composers may attempt either to
reconstruct or to destroy the primary text structure in the secondary (musical)
work. As established, in that respect, Britten sometimes maintained the sophis-
ticated poetic structure of the sonnet in the cycle, and sometimes destroyed
it. There were no repeats of individual words or phrases in the cycle but the
macrostructure (a large form, poetic lines) of sonnet form was treated rather
freely. The poetic sonnets written in the English model required a four-part
form, however, only two out of the nine sonnets in the cycle (No. 3 and No. 6)
were composed in that form, while the remaining seven boasted three-part,
or free development, forms. One musical sentence did not always correspond
to one poetic line: frequently the composer joined the poetic lines by musical
means, and sometimes destroyed them, thus completely changing the structure
of the poetic text prescribed by strict rules. The precise reconstruction of the
poetic text structure in music manifested itself with respect to the poetic sonnet
microstructure (rthythm and meter). lambic foot, typical of the sonnet form
and sometimes destroyed in the poetic text, was recreated by musical means.
As noted in the present research, Britten, when translating from one artistic
medium into another, was especially sensitive to verbal accents, however, he
was not merely a mechanical worker formally constructing the literary sonnet
form in music.
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4.2.2. The strategies of macro- and microstructure translation

Based on Siglind Bruhn’s theory, both the literary and musical ekphrasis can
relate different components to the historical dates never used in the primary
text and its multilayeredness. An example of the phenomenon, termed as trans-
formation, is Britten’s cycle in question: when using John Donne’s existential
sonnets of the 17th century, the composer related the poetic text to the 20th
century events: the Second World War and his own experiences. Therefore,
the translation of both the micro- and macrostructures of the poetic text was
complex and multi-layered. The translation of the macrostructure (the rela-
tionship with God and the emotional state of the soul, preconditioned by the
semantics of the poetic text; the fight between two elements - the sin, as the
darkness, and God’s salvation, as the light) was manifested throughout the cycle,
and of the microstructure (an individual, significant word, phrase, or sentence),
at the level of one song both mimetically and referentially. As disclosed by
the analysis, for the microstructure translation, the composer used rhetorical
figures and rhythm, and for the macrostructure, the texture, the interweaving
rhythm, harmony, and melody, and the tonality plan.

5. THE VOCAL SONNET PERFORMANCE ART:
INTERPRETIVE STRATEGIES

The performance of music is a certain event, which in the conception of
contemporary culture is closely related to the score, performer and audience,
and which possesses a structure and meaning. Interpretation (in the music
performing practice) is a personal and creative rendition of a work of music
(Navickaité, 2005, p. 179). Each performer, based on their artistic erudition,
taste, and the contextual information of the performed composition, individu-
ally encode the musical text (the score) and, by taking interpretive decisions on
their performance, create the equivalent of a musical composition in a unique
performing manner. Analogical processes take place when we view the music
performance interpretation from the perspective of the theoretical approach
used in the present artistic research: performer, named as translator, by certain
means of music performance (e.g., tempo, agogics, dynamics, articulation,
stroke, etc.) transfers a primary (musical) work to the second (music inter-
pretation) one, from the compositional to the performing art. The transfer is
rather strongly restricted by the score and the epoch. Due to the coincidence
of the 20th century vocal sonnet performance interpretations, dealt with in
the present chapter, with the movement of authentic music performance, the
analysis of the object was related not only to the intersemiotic translation and
ekphrasis theories, but also to the authentic performance issues. Therefore, the
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present chapter reveals how and by what means of performance the macro- and
microstructure translation strategies manifest themselves in the second link of
translation (score—performance).

5.1. Characteristics of translation at the macrostructural level

When the text is viewed from the translation perspective, the whole text is
referred to as the macrostructure of the text. In the interpretive link of per-
formance, it can be not only the holistic performance of a musical composition,
but also the cultural context of the poetic text, not recorded in the score but
included in the musical composition. Based on the ekphrasis theory, a performer
may enrich the interpretation of the composition performance by things not
recorded in the score, e.g., create a referential link to the Renaissance culture
by certain means of performance. In the present artistic research paper, such
a phenomenon was named the translation of the non-musical context of a
musical composition (the time distance between the 20th century composer
and the Renaissance poet meeting in the composition) in the performance
interpretation. As an example, two interpretations of Dmitry Shostakovich
romance “Sonnet 66” standing out due to that kind of translation were analysed
in the present subchapter.

5.2. Characteristics of translation at the microstructural level

The score-forming musical elements (e.g., pitch, meter, rhythm, tempo, dynamics,
stroke, agogics, pedaling, different indications to the character of performance,
etc.) are called the microstructure of the interpretive translation link of the per-
formance. Focusing on the composition, performers translate the details from

the score into the performance by different interpretive solutions, sound forma-
tion, and time management. As noted, depending on the translator (performer),
some of the primary text elements during the translation remain unchanged, and

some other change. From that viewpoint, the analytical performance criteria are

defined by the theoretical music performance analysis models by musicologists

John Rink and Julian Hellaby, sharing multiple points of contact and discussed

in the subchapter. Given the Hellaby-identified music performance recordings

analysis criteria supplementing the theoretical tool of the present paper, the

subchapter reveals the microstructure translation strategies of the most outstand-
ing 20th century vocal sonnets (such as maintaining / modifying / exclusion of
one or another detail) presupposing the different sound of the same composi-
tions in their performative interpretations. The microstructural elements of the

primary texts, the most changing or stable in the performances, were identified

in Benjamin Britten’s vocal cycles Seven Sonnets of Michelangelo, Op. 22, The

Holy Sonnets of John Donne, Op. 35, and Dmitry Kabalevsky’s romance “The

Little Love God Lying Once Asleep’, Op. 52, No. 5.
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5.3. Interpretative strategies of performance of the vocal cycle The Holy
Sonnets of John Donne for high voice and piano, Op. 35 (lyrics by J. Donne)
by B. Britten

Benjamin Britten’s vocal cycle The Holy Sonnets of John Donne for high voice
and piano, Op. 35, often called feverish and obsessive by music critics, is
characterised by an intellectual and deep poetic text, the voice and piano
parts composed in a complex music language and requiring from the singer
extreme accuracy in intonation, an excellent vocal technique, and a wide vo-
cal range, and from the pianist, a virtuoso piano playing technique, different
sound formation, the sense of rhythm, and the confidence in the partner. The
subchapter presents the outcomes of the analysis of the above-mentioned
cycle, posing a challenge to both performers and obtained after the examina-
tion of the most representative interpretive performances from the aspects of
dynamics, tempo, pronunciation / stroke articulation, agogics, and pedaling.
Interpretive strategies of specific episodes of the cycle, discussed in the com-
positional analysis of the work, were disclosed with the performers following
the musical or poetic text / the rules of the verbal speech. The interpretations
outstanding for their chamber / opera performing tradition and an aspiration
for authenticity were identified.

CONCLUSIONS

In-depth studies of the literary sonnet genre revealed that the said poetic form,
one of the most sophisticated and complicated, which had existed for over
750 years and was still alive, still occupied an important place in the field of
literature from the creative and scientific viewpoints. The interaction of the
literary sonnet and music in vocal chamber music was based on the research
author’s efforts to actualise vocal sonnets from the structural, semantic, cul-
tural, and performative interpretation aspects. The theoretical research tool,
based on the methodologies of the translation and ekphrasis theories and
supplemented by some of the latest performance analysis models, enabled the
studies of vocal sonnets not only from the usual musicological, but also from
the performance study perspective. Through the analysis of the 20th century
vocal sonnets representative from the viewpoint of cultural interpretation,
the interpretive link of the sonnet in the theoretical context of translation was
consistently revealed.

1. As proved by the overview of the genesis, structural composition, and
historical development of the literary genre of sonnet, the origins of the genre
dating back to the 13th century were questionable, and the form of the sonnet,
looking homogeneous at first glance, had a lot of variance in its internal traits.
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The research revealed that the range of the countries where sonnets were cre-
ated was very wide, covering not only the states of Western Europe, but also
the continents of America, Africa, Eastern Asia, and Australia. Even though
sonnets continue to be written, the genre was popular among poets not at all
times, and its themes and the small structure kept changing. The genre of son-
net was especially popular in the 13th through the 14th, the 16th, 19th, and
the 20th to 21st centuries.

2. Upon examination of the literary sonnet dissemination in vocal chamber
music, a shortage of scientific literature on musical sonnets and the indefinite-
ness of the sonnet as a music genre were established. Therefore, vocal sonnets
were collected from various sources, and their inventory was compiled. Its
analysis from the historical and cultural viewpoints revealed the following
trends:

« from the historical perspective, the popularity of the sonnet among poets
and composers was identical. In the Renaissance, poetic sonnets were first
used in music, and in the period from the 16th to the 1st half of the 17th
centuries, they were abundantly used by composers writing madrigals and
frottolas. In the Classicist period, both in poetry and music (in the form
of concert arias and songs), just single examples of sonnets were found.
In both areas, the 19th century marked the rebirth of sonnet, however,
vocal sonnets composed in the framework of the art song genre were not
abundant. The literary sonnet was very popular both among poets and
composers in the 20th century;

« from the 16th to the Ist half of the 17th century, vocal sonnets were created
in Italy, and between Romanticism and the 19th to 20th centuries, mainly
in Germany and Austria. The period of the 20th and the 21st centuries
was characterised by the geographical expansion of vocal sonnets;

« as epochs were changing, composers’ interest in works of specific poets
kept changing, too. In the 19th century, literary sonnets by Franc-
esco Petrarca predominated, and in the 20th century, those by William
Shakespeare.

3. Upon examination of the arts of literature and music and the scientific
works within the fields of literature, philosophy, cultural studies and musicology
that study their interrelationships, the conclusion was drawn that the research
into the interrelationships of literature and music, assigned to the aesthetic
and time arts, was enabled by similarities and differences of those arts, as well
as the intersections and divides of the language and music accounting for the
literary expression material:

« for poetry and music, the parameters of sound and time were equally

important;
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« the differences between poetry and music: due to the lack of sound deto-
nation, music could not produce an unambiguous expression or create a
specific image and, on the contrary, poetry was characterised by the power
of a meaning-containing word to create semantically defined images.

As highlighted by the present research, a trait of the poetic sonnet important
for the studies of the vocal sonnet was musicality which manifested itself in two
directions: euphonic (instrumentation, intonation, rhythm, meter, melodics)
and the structural analogies of poetics and music.

4. Upon analysing the concepts and methodologies of the theories of transla-
tion, intersemiotic translation, and ekphrasis used for the development of the
theoretical approach and the theoretical tool for the present artistic research
paper, it became clear that, due to a large coverage of translation theories, the
increasingly intensive new research on it, and the expansion of its fields, the
translation theory was no longer homogeneous or characterised by universal
translation strategies suitable for all objects. Therefore, it was important not to
confuse the methodologies of the theoretical translation fields, as each of them
was related to a different object of translation and some specific scientific field:
psychology, communication, culture, literature, informatics, or linguistics. As
revealed, for the perception of both translation in a broad sense and intersemi-
otic translation, the chosen object, the unit (microstructure or macrostructure),
and the aim were of special importance.

In the discussion of translation types, intersemiotic translation explaining
the change of signs was marked out, and its relationships with the science of
semiotics were revealed. The conclusion was drawn that the methodology
of intersemiotic translation was essentially based on the method of semiotic
analysis (Charles Sanders Peirce’s conception of signs in philosophical semiot-
ics and that of semiosis), only in semiotic translation two different (verbal and
non-verbal) semiotic systems interacted. When translating from one system
of signs into another, the meaning and sense of the original were transferred,
and the successful transfer and its means depended on the translator.

Upon overview of the concept and methodology of the ekphrasis theory,
dealing with the transfer from one art to another and rather extensively
described by musicologist Siglind Bruhn, a conclusion was drawn that the
theories of musical ekphrasis and intersemiotic translation were similar from
the viewpoint of the use of the object and fundamental methodology - Peirce’s
philosophical theory of signs. In the ekphrasis theory, Bruhn presented a more
exhaustive model of translation from one art into another, however, contrary to
the translation theory, it failed to cover the cultural transfer, therefore, for the
two-part analysis (composition (word-sound) and performative interpretation
(score-performance)), the best theoretical approach was the translation theory,
supplemented by the ekphrasis theory.
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5. 20th century English composer Benjamin Britten was one of a few com-
posers who relatively frequently used the literary sonnet for his compositions.
The analysis of his vocal cycles Seven Sonnets of Michelangelo and The Holy
Sonnets of John Donne from the genre-structural aspect revealed that Britten,
when translating one art into another, largely sought in his music to maintain
and even by musical means reconstruct a complex and sophisticated form of
literary sonnet, although he treated it rather freely in some other places. From
the semantic viewpoint, in both cycles, the translation of both micro- and mac-
rostructures was noted which was manifested by different means at different
levels. In the cycle Seven Sonnets of Michelangelo, the composer focused on the
translation of the macrostructure to express the principal platonic thought /
idea encoded in the poetic text — the union of two souls at the level of all the
cycle. Meanwhile, in the cycle The Holy Sonnets of John Donne, the composer
paid special attention to the microstructure (details), which combined into a
complete work. In terms of cultural transfer, both cycles were characterised
by developed associations and the expressive rhetoric of the musical text. In
the Seven Sonnets of Michelangelo, the bel canto tradition was creatively trans-
formed, while The Holy Sonnets of John Donne were of an expressive declam-
matory character.

6. In the interpretive link of performance, macrostructure implied not
only the holistic performance of the composition, but also the cultural context
not recorded in the score, which could be noted and translated merely by the
performer who had studied in-depth the context of the musical composi-
tion, and in it, the poetic work already transformed by the composer, while
the microstructure meant the elements of music combining into a score (e.g.,
pitch, meter, rhythm, tempo, dynamics, strokes, agogics, pedaling, different
indications for the performer, etc.). The analysis of the most representative
performances of the 20th century vocal sonnets revealed that the translation
of the sonnet macrostructure in the interpretive link was related to the sound
aesthetics through the specially created feeling of the time distance and space
by such means as tempo and agogics, thus referentially expressing the sonnet
macrostructure not recorded in the score: the allusion to the time distance
and the Renaissance culture to which the author of the vocal sonnet lyrics
belonged. The microstructure in the link was translated by the performers
who had studied the musical composition in depth, had taken interpretive
decisions (to mimetically observe or change the indications for performance
left by the composer in the score), and respectively shaped the sound and time.
As noted, in the sonnet performance interpretations such parameters of the
score as the pitch and dynamics never changed, while the rhythm partially
changed. The most changing microstructures of the primary text were the
stroke, articulation, and tempo, however, those parameters were interrelated.
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With one of them changing, another was changing, too, and consequently in
the performers’ sonnet interpretations the desired conveyance of the character,
and simultaneously of the meaning of the composition, was changing.

7. The analysis of the 20th century musical sonnet in the context of the
translation theory revealed that the chosen theoretical approach and the
methodological tool were productive both in the pursuit to merge the fields of
musicology and performance studies and to deepen the analytical reflection on
the performance tradition, important for the improvement of interpretation
of the above-analysed compositions.
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