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IVADAS

Muzikos kariniy redagavimas - vienas pagrindiniy muzikos teksto rengimo
leidybai procesy, kurio eigg ir rezultatg lemia individualas redaktoriaus
sprendimai. Remiantis Wolfgango Amadeaus Mozarto (1756-1791), Ludwigo
van Beethoveno (1770-1827), Fryderyko Chopino (1810-1849), Edvardo
Griego (1843-1907), Gustavo Mahlerio (1860-1911), Charleso Iveso (1874-
1954) kariniy redagavimo procesus tyrinéjusiy muzikology (Ernsto-Giinterio
Heinemanno 2007; Christinos A. Georgiou 2011; Johno Roberto Browno
2007; H. Wiley Hitchcocko & Noelio Zahlerio 1988; Franso Bouwmano
2001 ir kt.) jzvalgomis, pastebéta, kad ty paciy kariniy teksto pateikimas
skirtinguose leidiniuose varijuoja (pvz., Charleso Iveso kiirinio ,,Neatsakytas
klausimas® teksto pateikimo skirtumai 1941, 1953, 1986 mety publikacijose).
Net ir tais atvejais, kai autoriui esant gyvam pirmoji karinio publikacija buvo
vélesnése tos pacios kompozicijos redakcijose (pvz., Edvardo Griego Sonatos
violoncelei ir fortepijonui op. 36 publikacijos). Taigi autentiskai kompo-
zitoriaus uzradytas karinio tekstas paprastai yra prieinamas tik autoriniy
rankra$¢iy arba faksimiliy (jei jos yra publikuotos) pavidalu.

Tiriamojo darbo problema yra Mikalojaus Konstantino Ciurlionio
(1875-1911) vélyvojo karybos laikotarpio (1904-1909) kariniy fortepijonui
urteksto publikacijy parengimas. PrieSingai nei ankstyvajame laikotarpyje
(1896-1903), kuriame i$ryskéja kompozicijy perraSymo j Svarrascius ten-
dencija, 1904-1905 m. M. K. Ciurlionio sukurtos variacijos Sefaa Esec ir
Besacas ne tik zymi vélyvojo, modernia muzikos kalba grindziamo karybos
laikotarpio pradzig, bet ir itin ryskiai atspindi M. K. Ciurlionio rankraiciy
desifravimo problemiskumg - kariniai uzra§omi paskubomis (eskiziskai) ir
beveik visada tik juodrastyje. Sefaa Esec ir Besacas variacijy ciklai, tape $io
tiriamojo darbo objektu, kompozitoriaus buvo uzrasyti nenuosekliai (nesi-
laikant puslapiy eiliSkumo, tarp daliy jterpiant kity kariniy eskizus), ne visos
variacijos pabaigtos, pieStuku uZrasytos natos ne visur aiskiai jskaitomos. Dél
$iy M. K. Ciurlionio kiriniy rankrai¢iy neisbaigtumo Sefaa Esec ir Besacas
variacijy autografai kartais yra apibudinami kaip eskizai (Kuc¢inskas 2004:
59). Batent M. K. Ciurlionio Sefaa Esec ir Besacas variacijy autografo eski-
ziSkumas nulémé sudétingg $iy kariniy redagavima. Iki $iol ciklus publikave
redaktoriai (Stasys Simkus 1925; Jadvyga Ciurlionyté 1957, 1975; Vytautas
Landsbergis 1979, 1990, 1997, 2004; Dorothea Eberlein 1985; Darius Ku¢ins-
kas 2011; Rokas Zubovas 2012) variacijy teksta interpretavo labai jvairiai,
todél atsirado net keletas skirtingy M. K. Ciurlionio Sefaa Esec ir Besacas
varianty. Autoriaus eskizus nuodugniai palyginus su visomis publikuotomis
redakcijomis, pastebéta, kad maziausiai pakeistas $iy kairiniy autorinis tekstas



pateikiamas 2011 m. publikuotoje ir iki $iol vieninteléje urteksto redakcijoje,
kurig parengé muzikologas D. Kucinskas.

Muzikologijoje yra nusistovéjusi nuostata, kad urtekstas - tai tikslus auto-
rinio teksto perrasymas Siuolaikiniais raSmenimis. Ta¢iau, remiantis muzikos
kariniy redagavimo problemas tyrusiy muzikology (Georgo Federio 1987,
2011; Jameso Griero 1996; Susanos Lewis Hammond 2007 ir kt.) jZvalgomis
bei kity kompozitoriy kiriniy (pvz., Giacomo Puccini (1858-1924), Hectoro
Berliozo (1803-1869) ir kt.) redagavimo pavyzdziais, prieinama i§vada, kad dél
kariniy uzra$ymo eskiziskumo ar neuzbaigtumo, taip pat dél individualiy re-
daktoriaus sprendimy urteksto redakcija negali bati traktuojama kaip vienintele,
negincijama originalaus teksto israiska. Turint omenyje, kad M. K. Ciurlionio
variacijy Sefaa Esec ir Besacas rankra$¢iy vertinimas dél jy neisbaigtumo yra
itin subjektyvus, bet koks publikuotas $iy kariniy urtekstas gali bati praturtintas
kito sudarytojo nauja redakcija.

Darbo aktualumas. Siame darbe pirma karta atliekamas issamus M. K. Ciur-
lionio variacijy Sefaa Esec ir Besacas rankra$¢iy bei visy jau publikuoty redakeijy
palyginimas, atskleidziantis esmines M. K. Ciurlionio kiriniy fortepijonui
redagavimo tendencijas ir galimas perspektyvas. Tiriamojo darbo tikslas —
remiantis pastaraisiais deS§imtmeciais pasaulinéje redagavimo praktikoje
jsitvirtinanc¢iomis teorinémis kariniy redagavimo tendencijomis bei Lietuvoje
publikuoty M. K. Ciurlionio variacijy Sefaa Esec ir Besacas redakcijy pavyz-
dziy analize, parengti naujas, kuo artimesnes autentiskam kompozitoriaus
rankra$ciui variacijy Sefaa Esec ir Besacas urteksto versijas ir jas atlikti (garso
jrasa pateikiant darbo prieduose).

Siekiant uzsibrézto tikslo, suformuluoti $ie uzdaviniai:

1) i8tyrinéti kariniy redagavimo istakas ir pateikti konkre¢iy muzikos ka-
riniy redagavimo pavyzdzius, i§skirti esminius problemiskumo aspektus,
aktualius M. K. Ciurlionio kiriniy fortepijonui redagavimui;

2) iskirti pagrindinius muzikos leidiniy tipus, kuriy klasifikavimas supo-
nuoja muzikos teksto redagavimo tendencijas;

3) i8skleisti urteksto redakcijos rengimo proceso etapus;

4) idtirti M. K. Ciurlionio variacijy Sefaa Esec ir Besacas autografus ir paly-
ginti juos su publikuotomis S. Simkaus, J. Ciurlionytés, V. Landsbergio,
D. Eberlein, D. Kuc¢insko, R. Zubovo redakcijomis;

5) parengti naujas M. K. Ciurlionio variacijy Sefaa Esec ir Besacas urteksto
redakcijas, kuriose pirma kartg $iy kariniy redagavimo praktikoje buty
pateikiamas i$skirtinai tik autorinis naty tekstas (t. y. be papildomai
prirasyty naty nebaigtoms ciklo dalims);

6) parengti M. K. Ciurlionio variacijy Sefaa Esec ir Besacas garso jrasus
remiantis nauja $iy kariniy urteksto redakcija.

Literatiiros ir $altiniy apzvalga. Rengiant tiriamojo darbo teorine dalj, ku-
rioje siekiama apibrézti muzikos kiiriniy redagavimo ir publikavimo metodika,
buvo remiamasi literatrology ir muzikology-redaktoriy monografijomis bei
straipsniais (P. Subacius 2011; W. Bonkowski 2016; G. Feder 2011; J. Grier 1995,
1996; S. L. Hammond 2007; S. Cuisick 1981; J. Kallberg 1998; H. Leichentrit
1938; M. Kennedy 2005; W. Emery 1950; E Bouwman 2001; S. Sherr 1990;
Ch. Georgiou 2011, 2012; J. R. Brown 2007; E. G. Heinemann 2007; A. Schnabel
1988; H. Wiley Hitchcock, N. Zahler 1988; D. Kucinskas 2004). Siekiant pagristi
skirtingy tipy redakcijy ypatumus ir jy problemiskuma, buvo analizuojami
atskiri jvairiy kompozitoriy (J. S. Bacho, W. A. Mozarto, L. van Beethoveno,
H. Berliozo, E. Chopino, E. Griego, G. Mahlerio, Ch. Iveso, A. Schonbergo)
kariniy publikacijy pavyzdziai ir jy redagavimo gairés skirtingose muzikos
kitriniy leidyklose i$leisty publikacijy komentaruose. Siame tyrimo etape buvo
naudojamasi zZymiausiy Europoje muzikos kariniy leidykly internetinémis
prieigomis: G. Henle Verlag, Birenreiter, Breitkopf & Hirtel, Edition Peters,
Schott. Nagrinéjant M. K. Ciurlionio kiirinius fortepijonui, jy uzragymo ir pu-
blikavimo aspektus redakcijose, buvo remiamasi zymiausiy ciurlionistikos tyréjy
literatara (S. Simkus 1925; M. K. Ciurlionis, V. Ciurlionyté-Karuiiené 1960;
]. Ciurlionyté 1957, 1970, 1975; V. Landsbergis 1965, 1978, 1980, 1986, 1990,
1997,2004, 2008; D. Kucinskas 1999, 2004, 2007, 2011, 2015; D. Eberlein 1985;
R. Zubovas 2011, 2012; J. Paliukénaité 2013; R. Janeliauskas 2010; G. Dau-
noraviciené 2016). Atliekant M. K. Ciurlionio variacijy Sefaa Esec ir Besacas
rankra$¢iy tyrimus, buvo naudojamasi autoriniy rankras¢iy fotografijomis,
kurios saugomos Nacionaliniame M. K. Ciurlionio dailés muziejuje, muzikos
fonde (CDM, Cm 6) Kaune.

Tyrimui atlikti buvo taikomi analitinis, istorinis, lyginamasis ir genetinés
analizés metodai.

Darbo struktiira sudaro jvadas, trys skyriai, i$vados, literatara, informa-
ciniy $altiniy ir naty sgrasai, priedai.

I skyriuje Muzikos kiriniy redagavimo teorija ir praktika aptariami
bendriniai muzikos kariniy redagavimo aspektai, geriausiai atsispindintys
konkrec¢iy kariniy publikavimo atvejuose. 1.1. poskyryje pateikiama glausta
istoriné muzikos kariniy publikavimo apzvalga, i$skiriant J. S. Bacho, W. A. Mo-
zarto, L. van Beethoveno, G. Puccini, H. Berliozo, G. Mahlerio kompozicijy
pavyzdzius, aktualius M. K. Ciurlionio kiiriniy fortepijonui redagavimo proble-
matikai. 1.2. poskyryje, remiantis muzikos ir literataros publikavimo aspektus
nagrinéjanc¢iomis monografijomis (P. Subacius 2001; J. Grier 1996; G. Feder
2011), susisteminti muzikos kariniy redakcijy tipai, kuriy klasifikavimas turi
jtakos muzikos teksto redagavimo tendencijoms. 1.3. poskyryje, atsizvelgiant
i $iame darbe iskeltus tikslus ir uzdavinius, buvo isskleistas urteksto rengimo
procesas, suskirstytas j $esis etapus.



I1 skyriuje Redagavimo praktika M. K. Ciurlionio variacijose Sefaa Esac
pateikiama i§sami M. K. Ciurlionio variacijy Sefaa Esec rankrai¢iy ir visy iki
siol publikuoty redakcijy (S. Simkus 1925; J. Ciurlionyté 1957, 1975; V. Lands-
bergis 1979, 1990, 1997, 2004; D. Kucinskas 2011; R. Zubovas 2012) analizé.
2.1. poskyryje atskirai i§skleista autorinio rankrascio desifravimo problema-
tika: ciklo daliy eiliskumo aspektai (2.1.1.), nebaigty variacijy eskizai (2.1.2.),
autoriniy ir neautoriniy Zenkly autografe atsiradimo pagrindimas (2.1.3.).
2.2. poskyryje démesys sutelkiamas | M. K. Ciurlionio variacijy Sefaa Esec
leidybos praktika, analizuojamos visos iki $iol publikuotos $io karinio re-
dakcijos, kuriy tarpusavio skirtumai daugiausia kyla dél pries tai i§vardytos
rankraséio de$ifravimo problematikos. 2.3. poskyryje pateikiami naujos
M. K. Ciurlionio variacijy Sefaa Esec urteksto versijos komentarai ir redak-
ciniai sitilymai.

I1I skyriuje Redagavimo praktika M. K. Ciurlionio variacijose Besacas
i$skleidziama issami lyginamoji M. K. Ciurlionio variacijy Besacas ir visy pub-
likuoty redakcijy (J. Ciurlionyté 1957, 1975; V. Landsbergis 1979, 1990, 1997,
2004; D. Eberlein 1985; D. Kucinskas 2011; R. Zubovas 2012) analizé. Skirtingai
nei antrame skyriuje, ¢ia tyrimas pateikiamas kompleksiskai viename posky-
ryje (3.1.) - probleminius rankrascio desifravimo aspektus i$ karto siejant su
ju sprendimo budais publikuotose redakcijose. Toks analizés déstymas buvo
pasirinktas todél, kad M. K. Ciurlionio variacijos Besacas autografe uzragytos
nuosekliau nei Sefaa Esec, dél to apsiribota kiek glaustesniu autorinio rank-
raj¢io aprasymu. 3.1. poskyryje aptariama M. K. Ciurlionio variacijy Besacas
redagavimo problematika atskleidziama $iais aspektais: ciklo daliy eiliskumas
(3.1.1.), autoriaus nebaigty eskizy traktavimas (3.1.2.), autoriniy ir neautoriniy
zenkly autografe atsiradimo pagrindimas (3.1.3.). 3.2. poskyryje pateikiami
naujos M. K. Ciurlionio variacijy Besacas urteksto versijos komentarai ir
redakciniai sialymai.

Darbas papildytas dviem priedais, tiesiogiai susijusiais su $iame darbe
i8keltais tikslais.

Pirmajame priede pateikiamos naujos M. K. Ciurlionio variacijy Sefaa
Esec ir Besacas urteksto versijos. Antrasis priedas — M. K. Ciurlionio variacijy
Sefaa Esec ir Besacas garso jrasai, iliustruojantys naujai parengtas urteksto
redakcijas.

I. MUZIKOS KURINIU REDAGAVIMO TEORIJA IR PRAKTIKA

1.1. Muzikos kiariniy redagavimo istakos ir redaktoriaus vaidmuo
Apzvelgus muzikos kariniy redagavimo istorinius aspektus — nuo pirmuyjy
Renesanso publikacijy O. Petrucci leidykloje iki $iy dieny - pastebéta, kad
ilga laikg muzikos rengimo sklaidai kriterijai neegzistavo. Tik XVIII a. pab. -
XIX a. pr., kai Europoje vyko pirmoji industriné revoliucija, augo miesty kultara
ir iSryskéjo viduriné socialiné klasé, muzikos publikavimo procesai Zengé i
profesionalesnj etapa, davusj atspirtj ir kai kurioms $iuolaikinéms muzikos
redagavimo tendencijoms. Ir nors teoriniuose darbuose néra islikusiy aiskiai
apibrézty XIX a. metodiniy principy, analizuojant publikacijy pavyzdzius paste-
bima, kad $iuo metu formavosi esminés redakcijy tipy uzuomazgos. Remiantis
muzikologo Wojciecho Bonkowskio jzvalgomis (2016), tipologinius redakcijy
bruozus ry$kiausiai atspindi didéjancios propersos apraiskos tarp rimtosios ir
pramoginés muzikos, kuriy zenklais XIX a. antrojoje puséje buvo:

« didelé gausa transkripcijy ir populiariyjy redakcijy leidyboje (saloninio
muzikavimo, muziky mégéjy kultaros jtaka);

« pirmosios mokslinés, monumentalios, autoriniais $altiniais grindziamos
redakcijos, tiesiogiai susijusios su senosios muzikos atgaivinimo siekiais
(steigiamy pirmuyjy konservatorijy, muziky profesionaly jtaka) (Bon-
kowski 2016: 20).

Siy muzikos publikavimo kryp¢iy idskleidimas leidzia geriau suvokti, dél
kokiy priezas¢iy ty paciy kariniy tekstas skirtingy redaktoriy leidiniuose
varijuoja. Tyrinéjant J. S. Bacho, W. A. Mozarto, H. Berliozo, G. Mahlerio,
L. van Beethoveno, E. Griego ir M. K. Ciurlionio kiiriniy publikacijas pastebima,
kad, atsizvelgiant j pla¢iosios klausytojy ir atlikéjy mégéjy auditorijos poreikius,
atsirado gausiy atlikimo nuorody ir teksto korektiry pripildytos redakcijos,
daznai geriau atspindincios redaktoriy individualig interpretacijg nei autorinj
teksta. Originalaus teksto i$kraipymo tikimybé buvo suvokta XIX a. pab., kai
dalis muzikos leidéjy susidoméjo senosios muzikos atgimimu. 1895 m. Berlyne
buvo publikuotas pirmasis leidinys su nurodytu originalaus teksto apibrézimu -
urtekstas (Urtext-Ausgaben Classischer Musikwerke).

Nors urteksto termino atsiradimas yra siejamas su pirmaja publikacija
XIX a. pab., konkretiis muzikos redakcijy tipai atsirado tik XX a. antrojoje
puséje. Iki Antrojo pasaulinio karo leidybos praktikoje iry$kéjusios dvi reda-
gavimo kryptys suponavo atlikéjiskos ir urteksto formuluociy radimasi, kurios
XX a. pab. buvo papildytos dar konkretesniais redakcijy tipais. Analizuojant
muzikos redakcijas tipologiniais rakursais, pastebéta, kad redakcijy klasifika-
vimas leidZia aiskiau apibrézti muzikos publikacijas pagal jy paskirt], taciau
galutinis karinio pateikimo leidinyje rezultatas yra suponuojamas individualios
teksta rengiancio redaktoriaus interpretacijos.



1.2. Muzikos kiariniy redakcijy tipai

Muzikos kairiniy redagavimas gali bati jvardijamas kaip karybinis teksto pertei-
kimas per individualaus redaktoriaus interpretacing prizme. Ir nors konkre¢iam
kariniui formuluojamos individualios redakcinés metodikos, leidybos praktika
yra neatsiejama nuo tam tikry teoriniy rakursy, kuriy apibréztuma geriausiai
atspindi muzikos kariniy redakcijy tipy klasifikacija.

Nagrinéjant muzikos redagavima tyrinéjanciy muzikology (G. Federio,
J. Griero, S. L. Hammond, E. G. Heinemanno, W. Emery ir kt.) monografijas ir
straipsnius, pastebima, kad redagavimo metodologiniai aspektai yra siejami su
literattiros teksty sklaidos principais. Remiantis literattrologo Pauliaus Suba-
¢iaus monografijoje (2001) aptartais rasytiniy teksty rengimo sklaidai procesais,
buvo i$skirtos esminés publikacijy rasys, kuriy klasifikacija praturtina muzikos
redakcijy sisteminimo lauka.

Atsizvelgiant i J. Griero ir G. Federio monografijose pateiktg redakcijy tipy
skirstyma, galima i$skirti $iuos M. K. Ciurlionio kiiriniy redagavimui aktualius
redakcijy tipus:

o faksimilé;

o dokumentinis perrinkimas;

o kritiné redakcija;

o urtekstas;

« atlik¢jiska redakcija.

Siekiant papildyti $ias formuluotes ir pateikti konkretesnius jy paskirties
apibrézimus, muzikos kariniy redakcijy tipai buvo priskirti P. Subaciaus lite-
rataros tekstologijoje i$skleistoms leidiniy rasims.

Dokumentinis leidimas. Tikslas — perteikti originalo vaizda platesniam
skaitytojy (atlikéjy) ratui (Subacius 2001: 27). Priskiriami redakcijy tipai:

o faksimilé - pagrindiné dokumentinio leidimo forma, kuria grafiskai
perteikiamas tiesioginis originalo pavidalas;

o dokumentinis perrinkimas - faksimilinio teksto perrinkimas moderniais
raSmenimis.

Kritinis leidimas. Tikslas — aprépti veikalo tekstualumg ir pateikti argumen-
tuota teksto versija kaip jtikimiausig originaly perskaitymo ir jy rekonstravimo
galimybe (Subacius 2001: 41). Priskiriami redakcijos tipai:

« kritiné redakcija - $altinio teksto perrinkimas moderniais ra§menimis
eksponuojant patj geriausia $io teksto varianta; ypatinga svarba $io tipo
redakcijoje uzima komentarai;

« urtekstas [originalus tekstas] — karinio teksto pateikimas Siuolaikiniais
ra$menimis siekiant islaikyti kiek jmanoma originalesnj jo pavidala;
nuo dokumentinés redakcijos urtekstas skiriasi praktinio pritaikymo
siekiamybe (atlikimui).

10

Populiarusis leidimas. Tikslas - karinio teksta pateikti placiajam skaitytojy
(atlikéjy) ratui. Siam leidimui reikalinga minimali tekstologo globa, taciau tai
galioja tik tada, kai tai yra paciy autoriy spaudai jteiktas tekstas. Kitu atveju $i
leidiniy rasis yra artima kritiniam leidimui, tik joje maziau démesio skiriama
i$samiems komentarams (Subacius 2001: 53). Priskiriamas redakcijos tipas:

« atlikéjiska redakcija — atlikéjy praktinius poreikius atitinkanti redakcija,

neretai orientuota ir j pedagogine praktika; ¢ia pagal individualia redak-
toriaus interpretacija nevengiama neautoriniy atlikimo nuorody.

1.3. Urtekstas: rengimo etapai

Analizuojant urteksto redakcinj procesa ir konkreciy autoriy publikacijy
pavyzdzius, pastebéta, kad teiginys originalus tekstas néra tikslus. Tai pa-
grindZia faktas, kad urtekstas néra tas pats, kas kompozitoriaus rankrastis, o
$iuolaikiniais ra$menimis perrinktas tekstas neatsiribojant nuo individualiy
redaktoriaus sprendimy. Dél to galima teigti, kad vienintelé negin¢ijama ur-
teksto versija neegzistuoja. Vis délto salyginai originalaus teksto perteikimas
urtekste tampa prasmingas dél $io redakcijos tipo pritaikymo praktiniams
atlikéjy poreikiams.

Siekiant sistemiskai apibrézto redakcinio proceso produktyvumo ir moks-
linio pagrindimo, $iame darbe urteksto rengimo procesas buvo isskirstytas
dalimis. Praktiskai rengiant M. K. Ciurlionio variacijy Sefaa Esec ir Besacas
urtekstus pastebéta, kad $is procesas gali buti apibréZiamas Sesiais etapais:

1) visy su karinio atsiradimu siejamy $altiniy suradimas;

2) patikimiausio $altinio atrinkimas;

3) pirmasis teksto perrasymas, aiskiy klaidy jvardijimas;

4) antrasis teksto perrasymas, ai$kiy klaidy taisymas;

5) treciasis teksto perragymas, Svaraus teksto pateikimas;

6) atlikty teksto korekcijy komentary rengimas.

2. REDAGAVIMO PRAKTIKA
M. K. CTURLIONIO VARIACIJOSE SEFAA ESEC

M. K. Ciurlionio variacijos Sefaa Esec zymi naujo, modernéjan¢io muzikos
stiliaus ieskojimy pradzig. Kompozitoriaus rankrastyje pazymeétas uzrasas
Sefaa Esec - tai ne tik 1904 m. kompozitoriaus sutiktos merginos Stefania’ios
Leskiewicz vardo kriptograma, bet ir naujos struktarinés idéjos, atskleidzia-
mos novatori$ka variacijy Zanro atmaina, israi$ka: variacijos pagristos ne
aigkiai suformuluota, iSbaigta melodine tema, o pasikartojancia devyniy garsy
serija — es-e-f-a-a-e-es-e-c.
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2.1. M. K. Ciurlionio variacijos Sefaa Esec: rankras¢io analizé
M. K. Ciurlionio Sefaa Esec pagrindiniu Saltiniu yra laikomas vienintelis
islikes autorinis rankrastis. Tai M. K. Ciurlionio kompozicijy knygos CDM,
Cm 6, p- 42-108 (CDM, Cm 00322-00388) juodrastis, saugomas Naciona-
linio M. K. Ciurlionio dailes muziejaus muzikos fonde. Karinio autografas,
apibudinamas kaip eskizinis juodrastis, yra beveik visai neredaguotas paties
autoriaus. Ianalizavus M. K. Ciurlionio autografa, buvo isskirti $esi aspek-
tai, léme skirtingus ciklo pateikimo variantus karinj rengusiy redaktoriy
leidiniuose:

1) ciklo daliy eiliskumas;

2) nebaigtos variacijy rankrascio dalys;

3) trumpi kompoziciniai fragmentai, kuriuose panaudotas garsaeilis

es-e-f-a-a-e-es-e-c;

4) perbrauktas ciklo dalies eskizas;

5) autorinés nuorodos tekste;

6) neautorinés nuorodos tekste.

2.1.1. M. K. Ciurlionio variacijy ciklo Sefaa Esec daliy eiliskumas

Tyrinéjant M. K. Ciurlionio variacijy Sefaa Esec autografa, akivaizdu, kad
karinys nebuvo kuriamas nuosekliai, tarp variacijy daliy yra jterpti kity
kariniy eskizai - Kanonas c-moll (p. 47), Preliudai B-dur, d-moll, h-moll
(p. 44, 45, 63, 88) ir kt. Dél $ios priezasties Sefaa Esec daliy eili$kumas tampa
vienu problemiskiausiy aspekty rengiant kirinio redakcijas. M. K. Ciurlionio
kompozicijy knygoje yra uzrasyti devyni serijos es-e-f-a-a-e-es-e-c varijavimo
eskizai, i§ kuriy kompozitorius sunumeravo keturis: N1 (p. 86-87), N3 (p. 87),
N4 (p. 106), N5 (p. 107). Salia dviejy nenumeruoty daliy pazyméjo sukirimo
datas ir vieta: p. 42-43 — Druskieniki I Sierpnia 1904 (Druskininkai, 1904 m.
rugpjucio 1 d.); p. 108 - 2 Listop 1904 War. (1904 m. lapkri¢io 2 d., VarSuva).
Remiantis $iomis nuorodomis, galima spéti, kad p. 42-43 uzrasyta variacija
buvo sukurta pirmoji, o p. 108 — paskutiné. Analizuojant M. K. Ciurlionio
variacijy Sefaa Esec eiliSkuma muzikos kalbos aspektais, pastebéta, kad ciklas
yra formuojamas kontrasto principu grindziamu faktariniy, meliniy, registriniy
ir ritminiy elementy prie$prie$inimu.

2.1.2. Nebaigtos rankrascio Sefaa Esec dalys

I§ devyniy garsaeilio es-e-f-a-a-e-es-e-c varijavimo eskizy M. K. Ciurlionis
visi$kai pabaigé tris — p. 42, 43, 106, 108. Prie vieno i$ jy autorius nurodé
numeracija - N4 (p. 106). Nebaigtos, ta¢iau ganétinai i$plétotos ciklo dalys
M. K. Ciurlionio numeruojamos N1, N3, N5 (p. 86, 87, 107). Prie M. K. Ciurlio-
nio nebaigty Sefaa Esec daliy priskiriami du trumpi fragmentai (Kucinskas 2008:
277-279): trijy takty — p. 99 ir penkiy takty - p. 108. Fragmenty priskyrimas
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Sefaa Esec ciklui grindziamas juose eksponuojamo es-e-f-a-a-e-es-e-c garsaeilio
panaudojimu.

Dar vienas nebaigtas variacijos eskizas (15 takty), uzrasytas rankrascio
p. 105, kompozitoriaus buvo perbrauktas. Sig variacija autorius numeravo kaip
ketvirtaja ciklo dalj, taip pat kaip ir kitame puslapyje (p. 106) pabaigta eskiza.
Tai, kad numeracija pasikartoja du kartus, o vienas i§ eskizy yra perbrauktas,
leidZia kelti hipoteze, kad p. 105 pradéta komponuoti ketvirtoji dalis véliau
neatitiko autoriaus lukes¢iy, todél kompozitorius variacija perbraukeé ir kitame
puslapyje (p. 106) antrg kartg uzrasé visiSkai pabaigta variacija.

2.1.3. Autoriniai ir neautoriniai Zymenys M. K. Ciurlionio variacijy Sefaa Esec
rankrastyje

Analizuojant M. K. Ciurlionio variacijy Sefaa Esec autografa, matyti, kad $alia
naty teksto yra islike ir kiti Zymenys. Nagrinéjant jy atsiradimo galimybes, pa-
stebéta, kad ne visy uzrasy autorysté priskiriama M. K. Ciurlioniui. Autoriniy
ir neautoriniy Zymeny i$skyrimas leidzia nustatyti tam tikrus ciklo formavimo
bruozus publikavimo praktikoje, kai kuriy variacijy atlikimo ypatumus, kairinio
pavadinimo ir kompozicinés idéjos pagrindimo aspektus.

« Autoriniai Zymenys: atlikimo nuorodos p. 43 (akcentai) ir p. 107 (tem-
pas Largo); Sefaa Esec uzrasai p. 87, p. 105; garsaeilio es-e-f-a-a-e-es-e-c
iSra§ymas p. 86, p. 105; sukarimo daty ir vietos uzrasai p. 42, p. 108.

« Neautoriniai Zymenys: skaitmenys ir kryzZeliai raudonu piestuku p. 42,
43, 86, 87, 106, 107, 108. Siq uzrasy atsiradimas autografe yra siejamas
su pirmosiomis Sefaa Esec publikacijomis. Raudonais kryzeliais Zymimi
eskizai yra spausdinami J. Ciurlionytés rengtuose leidiniuose, o skaitmeny
Zyméjimas sutampa su S. Simkaus leidinyje pateiktu daliy eiliskumu.

2.2. M. K. Ciurlionio variacijy Sefaa Esec redagavimas

M. K. Ciurlionio variacijos Sefaa Esec yra publikuotos devyniuose leidiniuose,
kuriuos parengé S. Simkus (1925), J. Ciurlionyté (1957, 1975), V. Landsbergis

(1978, 1990, 1997, 2004), D. Kucinskas (2011), R. Zubovas (2012). Lyginant $ias

redakcijas tarpusavyje, pastebéta, kad pries tai aptarta M. K. Ciurlionio rankras-
¢iy problematika suponavo skirtingy redaktoriy sprendimy variantiskuma.

2.2.1. Ciklo daliy eiliskumas publikuotose redakcijose

Kadangi M. K. Ciurlionio autografe variacijy eskizai nebuvo uzrasyti i§ eilés
ir tik keletas jy pazyméti autorine numeracija, skirtingi redaktoriai ciklo daliy
eiliskuma traktavo labai jvairiai. S. Simkaus parengtame pirmajame M. K. Ciur-
lionio variacijy Sefaa Esec leidinyje (1925) keturios ciklo dalys (p. 42, 43, 86,
87, 106) kartu su kitais toje pacioje kompozicijy knygoje uzrasytais kari-
niais buvo sujungtos j astuoniy pjesiy rinkinj pavadinimu Muzikos bruoZai.
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J. Ciurlionytés publikacijose (1957, 1975) Sefaa Esec pirma karta priskirtas
variacijy zanrui ir pavadintas Tema ir Sesios variacijos. Tac¢iau, kaip ir S. Sim-
kaus redakcijoje, ¢ia nesilaikoma autorinés daliy numeracijos bei jterpiama
ciklui nepriskiriama kompozicija (p. 44). M. K. Ciurlionio Sefaa Esec daliy
eiliSkumo skirtumy galima jzvelgti ir véliau karinj publikavusiy redaktoriy -
V. Landsbergio, D. Ku¢insko, R. Zubovo - leidiniuose. Visuose jy laikomasi
M. K. Ciurlionio suzymétos variacijy eilés, ta¢iau pozitriy skirtumai idryskéja
zvelgiant j dvi autoriaus nesunumeruotas variacijas. V. Landsbergio ir R. Zubovo
leidiniuose antraja pozicijg cikle uzima variacija, i$likusi rankraséio p. 108, o
paskutine — p. 42-43. D. Ku¢insko sudarytame urtekste, atvirks¢iai, remiantis
daty nuorodomis, antroji spausdinama anksciausiai (p. 42-43), o paskutiné —
véliausiai (p. 108) sukurta ciklo dalis.

2.2.2. M. K. Ciurlionio nebaigty ciklo daliy traktavimas publikuotose redakcijose
M. K. Ciurlionio nebaigty Sefaa Esec daliy (N1, N3, N5) tekstas visose publi-
kacijose buvo rekonstruotas redaktoriy. Analizuojant leidiniuose pateikiama
$iy eskizy teksta, pastebéta, kad pabaigos rekonstruojamos dvejopai: repriziniu
principu (V. Landsbergis, D. Kucinskas, R. Zubovas) arba kupitruojant pasku-
tinius taktus (S. Simkus, J. Ciurlionyté). S. Simkaus leidinyje nebaigta variacija
N1 buvo i$spausdinta pabaigoje pridedant tris papildomus taktus, o N3 - ku-
pitiruojant tris autorinius taktus ir sukuriant du papildomus kadencijos taktus.
J. Ciurlionyté savo leidiniuose rekonstravo autografo eskizy N3 ir N5 pabaigas.
Variacijoje N3 kupitiravo paskutinj autorinj takta, o N5 pateiké reprizine forma.
V. Landsbergio redakcijose taip pat pateikiamos nebaigty daliy (N1, N3, N5)
rekonstrukcijos, tadiau, skirtingai nei S. Simkaus ir J. Ciurlionytés redakcijose,
¢ia neautorinis tekstas spausdinamas petitu. Tokj neautorinio teksto isskyrima
naudojo ir D. Kucinkas bei R. Zubovas. Abu redaktoriai repriziniu principu
rekonstravo variacijos N3 pabaiga, taciau skirtingai pateiké N5 dalies teks-
ta — D. Kudinskas rekonstravo repriziniu principu, o R. Zubovas pirmg kartg
publikavo originalig dalies versija.

Kalbant apie rankrastyje nebaigty eskizy rekonstravimo aspektus svarbu
paminéti, kad p. 105 autoriaus perbrauktas variacijos N4 eskizas V. Landsber-
gio redakcijoje buvo desifruotas, papildytas neautorine pabaiga ir jtrauktas j
ciklg pazymint IITa. Véliau tokj redakcinj sprendimg pakartojo D. Kucinskas
(zr. IVa) ir R. Zubovas (Zr. IIIa).

2.3. M. K. Ciurlionio variacijos Sefaa Esec: urtekstas. Komentarai
Remiantis pirmuose skyriaus poskyriuose atlikty tyrimy rezultatais buvo
parengtas naujas M. K. Ciurlionio variacijy Sefaa Esec urtekstas. Atliktos
redakcinés teksto korekcijos aptariamos $iame poskyryje pateiktuose komen-
taruose.
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3. REDAGAVIMO PRAKTIKA
M. K. CTURLIONIO VARIACIJOSE BESACAS

3.1. M. K. Ciurlionio variacijos Besacas: rankrascio ir publikuoty redakcijy
analizé

M. K. Ciurlionio juodrastyje pazymétas uzradas Besacas, reiSkiantis nuolat
pasikartojancia septyniy garsy b-e-es-a-c-a-es eile, kartu yra ir kompozitoriaus
bi¢iulio dailininko Bolestawo Czarkowskio vardo ir pavardés kriptograma.
Lyginant $j cikla su Sefaa Esec variacijomis, i§ry$kéja kompozicijy desifravimo
ir redagavimo panasumas. Siame skyriuje pateikiami Besacas variacijy anali-
zés rezultatai ir redagavimo apibudinimas yra glaudziai susij¢ su Sefaa Esec
variacijy tyrimais.

M. K. Ciurlionio Besacas pagrindinis $altinis - vienintelis iSlikes autorinis
juodrastis, uzradytas toje pacioje kompozicijy knygoje kaip ir variacijos Sefaa
Esec (CDM, Cm 6). Kadangi variacijos Besacas néra iki galo autoriaus pabaigtos,
karinio rankrastis gali bati traktuojamas kaip eskizas. Iki Siol variacijos Besacas
publikuotos desimtyje leidiniy: J. Ciurlionytés (1957, 1975), V. Landsbergio
(1975, 1980, 1990, 1997, 2004), D. Eberlein (1985), D. Ku¢insko (2011), R. Zu-
bovo (2012). Atlikus issamig M. K. Ciurlionio Besacas autografo ir publikacijy
analize, buvo i$skirti penki probleminiai aspektai:

1) ciklo daliy eiliskumas;

2) nebaigtos variacijy rankrasc¢io dalys;

3) variacijos N5 eskizas;

4) autorinés nuorodos tekste;

5) neautorinés nuorodos tekste.

3.1.1. M. K. Ciurlionio variacijy Besacas daliy eiliskumas
M. K. Ciurlionio Besacas autografo p. 120-128 (Cm 6, p. 00400-00408) uzrasyti
$esdi serijos b-e-es-a-c-a-es varijavimo eskizai. Kompozitorius penkias ciklo
dalis sunumeravo nepaisydamas kompozicijy knygos puslapiy eiliskumo -
N1 (p. 120-121), N2 (p. 124-125), N3 (p. 122), N4 (p. 126-127), N5 (p. 128).
Autografo p. 123 uZzradytas autoriaus eskizas pateiktas be numeracijos, todél jo
vieta cikle néra apibrézta. Svarstytina iglieka ir variacijos N5 pozicija kiriny-
je - septyniy takty fragmentas kairiajai rankai dél neisbaigtumo iki $iol kairinj
publikavusiy redaktoriy nebuvo jtrauktas i cikl. Analizuojant M. K. Ciurlionio
variacijy Besacas eiliSkuma muzikos kalbos rakursais, pastebéta, kad, kaip ir
Sefaa Esec, remiantis autorine daliy numeracija, daliy eili$kumas grindziamas
kontrastu, pasireiskianc¢iu fakttriniy, meliniy, registriniy ir ritminiy elementy
prieSprie§inimu.

Nagrinéjant M. K. Ciurlionio Besacas publikacijas daliy eiliskumo aspek-
tu, matyti, kad ciklas buvo formuojamas jvairiai. J. Ciurlionytés leidiniuose
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(Tema ,,BEEsSACAEs*ir trys variacijos) jis formuojamas nesilaikant autorineés
numeracijos. Rankrastyje N1 pazyméta dalis ¢ia pavadinta Tema, o toliau
paeiliui spausdinamos variacijos: N3; nenumeruotas eskizas; N4. J. Ciurlio-
nytés redakcijoje dél neaiSkios priezasties nebuvo publikuota M. K. Ciur-
lionio N2 pazyméta dalis. Véliau ciklg publikaves V. Landsbergis desifravo
N2 eskizg ir jtrauké jj j cikla. Taciau $io redaktoriaus leidiniuose variacijy
numeracija nevisiSkai atitinka autorine seka dél ketvirtojoje pozicijoje i$-
spausdinto nenumeruoto eskizo (p. 123) (taip autoriaus N4 zZymima dalis
tapo penktaja). Tokj sprendimg leidinio komentaruose redaktorius grindzia
nuomone, kad nenumeruota dalis neatitinka pabaigos jspudzio, dél to spaus-
dinama priegpaskutiné (Landsbergis 1986: 114). Tyrinéjant M. K. Ciurlionio
Besacas variacijy eilikuma pastebima, kad ciklo formavimas V. Landsber-
gio redakcijose tapo savotiska tradicija, turéjusia jtakos visy véliau karinj
publikavusiy redaktoriy sprendimams. Tai patvirtina analogiskas variacijos
N2 ir nenumeruotos dalies jtraukimas j cikla D. Eberlein, D. Ku¢insko ir
R. Zubovo leidiniuose.

3.1.2. Nebaigtos rankrascio Besacas dalys

I§ Sesiy serijos b-e-es-a-c-a-es varijavimo eskizy M. K. Ciurlionis uzbaigé vieng -
N3 (p. 122). Nebaigti M. K. Ciurlionio eskizai, numeruojami N1, N2, N4, N5,
uzradyti kompozicijy knygos p. 120-128. Analizuojant nebaigty daliy auto-
grafus pastebima, kad variacijos N1 ir autoriaus nenumeruoto eskizo (p. 123)
muzikiniai tekstai nutraiksta tarytum visai prie pabaigos, o komponuodamas
variacija N2 M. K. Ciurlionis galbit jsivaizdavo trijy daliy reprizine forma -
tekstas baigiasi pakartojus pirmaji pradzios takta.

M. K. Ciurlionio rankrastyje nebaigti Besacas eskizai yra bene problemis-
kiausias aspektas rengiant $io kiirinio redakcija. J. Ciurlionytés leidiniuose
N1, N3 ir nenumeruotos dalies pabaigos rekonstruotos prirasant papildo-
mus taktus kadencijai jtvirtinti. Panasiu principu atliktos rekonstrukcijos
ir V. Landsbergio leidiniuose, tik ¢ia pirmg karta spausdinama N2 variacija
pateikiama repriziniu principu prirasant 22 taktus. Kaip ir variacijose Sefaa
Esec, neautorinj naty teksta V. Landsbergis pateikia petitu. D. Eberlein leidi-
nyje nebaigtos dalys pateikiamos kaip ir V. Landsbergio redakcijoje. Panasiu
principu - pridedant papildomus kadencijos taktus bei repriziskai papildant
variacijos N2 teksta - M. K. Ciurlionio Besacas yra spausdinamas D. Ku¢insko
ir R. Zubovo leidiniuose.

3.1.3. Autoriniai ir neautoriniai Zymenys M. K. Ciurlionio variacijy Besacas
rankrastyje

M. K. Ciurlionio Besacas variacijy rankrastyje, kaip ir Sefaa Esec variacijy
eskizuose, $alia naty teksto matomi ir kiti Zymenys. Kai kurios autorinés ir
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neautorinés nuorodos tampa itin svarbios siekiant nustatyti ciklo formavimo
bruozus ir kai kuriuos karinio interpretacijos ypatumus.

« Autoriniai Zymenys: ciklo daliy numeracija (p. 120, 122, 124, 126, 128);
uzrasas $alia variacijos N1 - besacas (leidZia pagristi kirinio pavadinima);
vienintelé atlikimo nuoroda pp, pazyméta variacijos N3 septintame takte.

» Neautoriniai Zymenys: Salia eskizy, numeruojamy N1, N3, N4, N5, pa-
zymeéti kryzeliai raudonu piestuku ir skaitmenys. Kryzeliais pazymétos
variacijos yra atspausdintos J. Ciurlionytés redaguotuose leidiniuose, o
skaitmeny Zyméjimo autorysté lieka iki galo neaiski. Jy atsiradimo rank-
radtyje sasajos su S. Simkaus redakcijomis ¢ia néra tikslios, nes S. Simkus
variacijy Besacas nepublikavo.

3.2. M. K. Ciurlionio variacijos Besacas: urtekstas. Komentarai

M. K. Ciurlionio variacijy Besacas rankratis yra nebaigtas juodrastis. Rengiant
$io karinio urteksta kompozicijos tekstas buvo minimaliai koreguojamas
pagal bendrines muzikos kalbos normas (alteracijy atkairimas, aiskiy klaidy
i$taisymas ir pan.). Visi redakciniai teksto pakeitimo atvejai aptariami $iame
poskyryje pateiktuose komentaruose.

ISVADOS

1. Tyrinéjant muzikos kiriniy redagavimo istakas ir kontekstg pastebéta, kad
nuo pat Renesanso laiky, kai O. Petrucci leidykloje buvo i$spausdinti pirmie-
ji muzikos tekstai (1501), poziaris j kompozicijos pateikima publikacijoje
nuolat kito. Tai suponavo jvairts socialiniai, ekonominiai, istoriniai veiksniai
bei aikiai apibréztos metodologijos stoka. Atlikus kai kuriy kompozitoriy
(J. S. Bacho, W. A. Mozarto, H. Berliozo, G. Mahlerio, E. Griego, G. Puccini,
A. Schonbergo, Ch. Iveso) kariniy redakcijy apzvalga buvo prieita iSvada, kad
kiekvienos publikacijos atsiradimas yra unikalus, o joje perteikiamo muzikos
teksto pobudis priklauso nuo individualios redaktoriaus interpretacijos. Sub-
jektyvumo aspektas muzikos kariniy redagavimo procese lémé daugelio ty
paciy kariniy teksto variantiskuma skirtingose redakcijose.

2. Zvelgiant j muzikos rengimo sklaidai procesus, pastebéta, kad XIX-XX a.
pradzioje i§ryskéjo dvi redagavimo kryptys - atlikéjiska ir autentiskoji, turéju-
sios jtakos $iy dieny muzikologinéje literatiiroje nurodomy redakcijy tipy atsi-
radimui. Remiantis muzikos redagavimo klausimus nagrinéjanc¢iy muzikology
jzvalgomis (G. Feder 2011; J. Grier 1996; Ch. Georgiou 2011; W. Bonkowski
2016), galima teigti, kad muzikos kariniy publikavimo metodika yra artima
literataros teksty sklaidos principams. Tai paskatino muzikos redakcijy tipus
susieti su literataros tekstologijoje apraSomais bendriniais rasytiniy teksty
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leidybos aspektais, padedanciais muzikos kariniy redakcijas suklasifikuoti
pagal konkrecia jy paskirtj. Darbe buvo i§skirtos trys muzikos redagavimui
aktualios leidiniy rasys - dokumentiné, kritiné ir populiarioji, pagal kurias
suskirstyti muzikos redakcijy tipai — faksimilé, dokumentinis perrinkimas,
kritiné redakcija, urtekstas, atlikéjiska redakcija.

3. Siekiant darbe isikelto tikslo — parengti naujas M. K. Ciurlionio varia-
cijy Sefaa Esec ir Besacas urteksto versijas — buvo aptarti $io redakcijos tipo
problemiskumo aspektai. Urteksto iStaky ir leidyboje nusistovéjusios praktikos
apzvalga, kurioje neatsiribojama nuo subjektyvios sudarytojo (redaktoriaus)
intervencijos, leidzia daryti i§vada, kad originalaus teksto terminas néra iki galo
tikslus. Dél to sisteminant redakcijas pagal literattiros tekstologijoje apibréztas
leidiniy rasis, darbe urtekstas buvo priskirtas kritinés, o ne dokumentinés
publikacijos ra$iai. Praktiskai rengiant M. K. Ciurlionio variacijy Sefaa Esec ir
Besacas urtekstus buvo pastebéta, kad §j procesa galima i$skirstyti j Sesis darbo
etapus — nuo visy su karinio atsiradimu siejamy $altiniy suradimo (1 etapas)
iki spausdintos teksto versijos komentary rengimo (6 etapas). Kiekvieno etapo
i$skleidimas rodo, kad $altiniy atrankos bei jy medziagos vertinimo procesas
(2, 3, 4 etapai) gali bati vertinamas kaip esminis.

4. Iityrinéjus M. K. Ciurlionio variacijy Sefaa Esec ir Besacas autografus,
prieita i$vada, kad dél kompozicijy nei$baigtumo autografuose jie gali buti
traktuojami kaip eskizai. Tyrime iryskéjo esminiai rankrasciy desifravimo
problemiskumo aspektai, léme skirtingus cikly pateikimo variantus iki Siol
publikuotuose leidiniuose:

« ciklo daliy eiliskumas;

« nebaigty variacijy eskizai;

« perbrauktos dalies (Sefaa Esec) ir fragmentiskai uzrasyty (Besacas) daliy

traktavimas;

« autorinés nuorodos tekste;

« neautorinés nuorodos tekste.

5. Analizuojant M. K. Ciurlionio variacijy Sefaa Esec rankrastj, pastebéta,
kad kompozicijy knygoje i$ viso yra uzrasyti devyni es-e-f-a-a-e-es-e-c garsaeilio
varijavimo eskizai p. 42-108 (CDM, Cm 00322-00388), i$ jy kompozitorius
sunumeravo penkis — N1, N3, N4 (du kartus p. 105 ir p. 106), N5, o visigkai
uzbaige tik tris (p. 42, 43, 106, 108). I$samiai iStyrus Sefaa Esec autografa buvo
prieita i$vada, kad ciklg sudaro $esios autoriaus labiausiai i$baigtos dalys, uz-
rasytos p. 42, 43, 86, 87, 106, 107, 108. Atlikus $iy variacijy analize muzikos
kalbos aspektais, pastebéta, kad, remiantis autorinémis eiliskumo nuorodomis
(datomis, serijos i$rasymu, variacijy eiliskumo Zyméjimu), ciklas yra formuo-
jamas kontrasto principu, i$reikstu faktariniy, meliniy, registriniy ir ritminiy
elementy prie$priesinimu.
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6. Palyginus M. K. Ciurlionio variacijy Sefaa Esec autografus su visomis
kitomis iki $iol publikuotomis redakcijomis, pastebéta, kad jas renge redaktoriai
jvairiai vertino rankras$¢iy probleminius aspektus. Ryskiausiai tai atspindi leidi-
niuose pateikiamas skirtingas eskizy kiekis, ciklo daliy eiliSkumo formavimas
ir autoriaus nebaigty eskizy rekonstravimas.

7. M. K. Ciurlionio variacijy Besacas rankrastyje uzrasyti i$ viso $esi garsa-
eilio b-e-es-a-c-a-es varijavimo eskizai p. 120-128 (CDM, Cm 00400-00408).
I$ jy kompozitorius sunumeravo penkias ciklo dalis, nepaisydamas kompozi-
cijy knygos puslapiy eiliSkumo (N1, N2, N3, N4, N5), o visiskai uzbaigé tik
vieng (N3, p. 122). I§ autoriaus numeruojamy eskizy i$siskiria N5 pazyméta
dalis. Autografo p. 128 uzrasyta dalis téra septyniy takty fragmentas kairiajai
rankai; dél neiSbaigtumo né vienas iki $iol karinj publikavusiy redaktoriy jo
nejtraukeé j cikl.

Remiantis autorine numeracija pastebéta, kad Besacas ciklas, kaip ir Sefaa
Esec, yra formuojamas kontrasto principu, pasireiSkianciu beveik visuose
muzikinés kalbos sluoksniuose. Tai, kad abu kariniai sukurti beveik tuo paciu
metu (1904-1905), siekiant ty paciy karybiniy tiksly ir naudojant panasias
iSraiskos priemones, tikétina, kad kompozitorius ciklo formavimg jsivaizdavo
batent kontrasto principu.

Iki $iol M. K. Ciurlionio Besacas buvo publikuotas desimtyje leidiniy. Re-
daktoriy sprendimus palyginus su autografu, pastebéta, kad daliy eiliskumas
leidiniuose sutampa su autorine daliy numeracija Zymint pirmas tris variacijas.
M. K. Ciurlionio nenumeruotas eskizas (p. 123) jterpiamas kaip ketvirtoji ciklo
dalis, todél autoriaus N4 Zymima kompozicija pasislinko ir tapo penktaja.

8. I3 atliktos M. K. Ciurlionio variacijy Sefaa Esec ir Besacas iki $iol publi-
kuoty redakcijy analizés matyti, kad visas publikacijas, i§skyrus D. Ku¢insko (dél
aigkiai suformuluoto redakcijos tipo — urteksto), galima priskirti atlikéjiskam
redakcijos tipui. Tai suponuoja interpretatyvus daliy eilikumo formavimo as-
pektas (atsispindintis leidiniy komentaruose) ir spausdinamy atlikimo nuorody
gausa (neatsispindinti autografuose). Palyginus visas redakcijas tarpusavyje
matyti, kad autorinés atlikimo nuorodos akivaizdziausios D. Ku¢insko urtekste
(2011), o maziausiai neautorinio naty teksto papildymy (neskaitant atlikimo
nuorody) pateikta R. Zubovo parengtame leidinyje (2012).

M. K. Ciurlionio variacijy Sefaa Esec ir Besacas nebaigty eskizy pabaigos
publikuotose redakcijose rekonstruojamos dvejopai: repriziniu principu
(V. Landsbergis, D. Kucinskas, R. Zubovas) arba kupitruojant paskutinius
eskizy taktus (S. Simkus, J. Ciurlionyté).

9. Remiantis $io tiriamojo darbo rezultatais ir padarytomis iSvadomis buvo
parengtos naujos M. K. Ciurlionio variacijy Sefaa Esec ir Besacas urteksty ver-
sijos, i§ anks¢iau publikuoty redakcijy issiskiriancios $iais aspektais:
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abiejy cikly daliy eiliSkumas formuojamas i$laikant autorine eskizy
numeracija;

pirmg kartg spausdinamas Besacas ciklo eskizas N5, p. 128 (CDM,
Cm 00408) (su nuoroda ad libitum);

nenumeruota variacija p. 123 (CDM, Cm 00403) spausdinama paskuti-
néje pozicijoje be numeracijos (su nuoroda ad libitum);

visi Sefaa Esec ir Besacas rankrasc¢iuose nebaigti eskizai spausdinami
atvira forma (be pabaigy rekonstrukcijy);

isspausdintame naty tekste Zymimos i$nasos, kuriy komentaruose paais-
kinti naty desifravimo sprendimai.

Remiantis $io tiriamojo darbo eigoje parengtomis M. K. Ciurlionio
variacijy Sefaa Esec ir Besacas urteksty versijomis, viesy koncerty metu ir
garso jraso pavidalu (pridedama prieduose) buvo atliktos naujos $iy kariniy
interpretacijos.
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INTRODUCTION

Editing of musical compositions is one of the major processes of preparing a
musical text for publication, where the course and outcomes of this process are
based on individual decisions made by the editor. The analysis of insights by
musicologists (Ernst-Giinter Heinemann 2007; Christina A. Georgiou 2011;
John Robert Brown 2007; H. Wiley Hitchcock & Noel Zahler 1988; Frans
Bouwman 2001 et al.) who have researched into the editing processes of pieces
composed by Wolfgang Amadeus Mozart (1756-1791), Ludwig van Beethoven
(1770-1827), Fryderyk Chopin (1810-1849), Edvard Grieg (1843-1907),
Gustav Mahler (1860-1911), and Charles Ives (1874-1954) has revealed that
presentation of the musical text of the same piece varies from one edition to
another (e.g., differences in the text of The Unanswered Question by Ives in
the publications of 1941, 1953 and 1986). Even when the composers are still
alive and the first publication of the musical text was developed under their
supervision, the deviations of the text may occur in the later editions of the
same piece (e.g., the publication of Grieg’s Sonata for cello and piano, Op. 36).
Therefore, a musical text authentically recorded by a composer is usually avail-
able only as an original manuscript or its facsimiles (if such happen to have
been published).

The problem statement of this research paper is focused around the
preparation for publication of the urtext of the musical compositions for piano
created by Mikalojus Konstantinas Ciurlionis (1875-1911) at the later period
of his life (1904-1909). In Ciurlionis’ early creative period (1896-1903), there
is a clear tendency of rewriting drafts of his compositions to clean final copies;
in 1904-1905, however, Variations on Sefaa Esec and Besacas composed by
Ciurlionis not only manifest the beginning of his mature period based on the
language of modern music; they also largely reflect the problem of decrypting
Ciurlionis’ manuscripts: the compositions were written as hasty sketches and
mostly in a draft form. Variations on Sefaa Esec and Besacas, being the subject
of this research paper, were recorded by the composer in an inconsistent man-
ner (the composer ignored the page numbering sequence, inserted sketches
of other compositions in between the parts of Variations); not all the varia-
tions were completed, and in some fragments, the notes written in graphite
pencil are illegible. Due to such incomplete nature of these manuscripts of the
compositions by Ciurlionis, the autographs of Variations on Sefaa Esec and
Besacas are sometimes defined as sketches (Kucinskas 2004: 59). It is exactly
this sketch-like nature of the Ciurlionis’ autograph of Variations on Sefaa Esec
and Besacas that led to the problem of editing these pieces. Editors who have
published these cycles so far (Stasys Simkus 1925; Jadvyga Ciurlionyté 1957,
1975; Vytautas Landsbergis 1979, 1990, 1997, 2004; Dorothea Eberlein 1985;
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Darius Kudinskas 2011; Rokas Zubovas 2012) tend to interpret the texts of
Variations in a number of different ways, which has even led to several ver-
sions of Mikalojus Konstantinas Ciurlionis’ Sefaa Esec and Besacas. Having
compared the sketches by the composer with all the published editions, it has
been noticed that the least changed text of these musical works is presented in
the so far only edition of the urtext developed by musicologist Darius Ku¢inskas,
published in 2011.

In musicology, there is a common belief that urtext is an exact rewriting of
the autograph using modern characters. However, the findings by musicologists
who have studied problematic areas of editing a musical composition (Georg
Feder 1987, 2011; James Grier 1996; Susan Lewis Hammond 2007 etc.) as well
as examples of the edited works by other composers (e.g., Giacomo Puccini
(1858-1924), Hector Berlioz (1803-1869), a.0.) have taken us to the conclusion
that because of a sketch-like and incomplete nature of a manuscript as well as
individual decisions made by the editor, the urtext edition may not be held as
the only and undisputed presentation of the original notation. Keeping in mind
that the evaluation of the manuscripts of Ciurlionis’ Variations on Sefaa Esec
and Besacas becomes extremely subjective due to their incompleteness, any
published urtext of these compositions can be enriched with a new editorial
approach by a different editor.

Relevance of the research. In this artistic research, for the first time, a
detailed comparison of the manuscripts of Mikalojus Konstantinas Ciurlionis’
Variations on Sefaa Esec and Besacas, as well as all the previously published
editions, has been carried, revealing major trends and potential prospects of
editing Ciurlionis’ musical works for piano. The research aims at developing
new urtext versions of Ciurlionis’ Variations on Sefaa Esec and Besacas as
close as possible to the authentic manuscript on the basis of the analysis of the
theoretical trends of musical editing emerged in the global editing practice in
the few past decades as well as the analysis of the examples of the editions of
Ciurlionis’ Variations on Sefaa Esec and Besacas, published in Lithuania, and
performing them (submitting the audio recording in Annexes).

In order to achieve the aim, the following objectives have been defined:

1) analyse the origins of editions of musical works and provide examples
of editions of certain musical pieces; distinguish the main problematic
areas relevant for editing Ciurlionis’ musical works for piano;

2) distinguish the main types of music publications, the classification of
which influences the trends of musical text editing;

3) describe in detail the stages of the preparation process of the editorial
version of the urtext;

4) analyse the autographs of Ciurlionis’ Variations on Sefaa Esec and Be-
sacas and compare them with the published versions by Stasys Simkus,
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Jadvyga Ciurlionyté, Vytautas Landsbergis, Dorothea Eberlein, Darius
Kudinskas, and Rokas Zubovas;

5) develop new editions of the urtext of Ciurlionis’ Variations on Sefaa
Esec and Besacas which, for the first time in the editing practice of these
musical compositions, exclusively comprise only the authentic notation
by the composer (i.e. without extra notes added to the incomplete parts
of the cycle); and

6) develop recordings of Ciurlionis’ Variations on Sefaa Esec and Besacas
on the basis of the new version of the urtext of these musical works.

Literature review. The preparation of the theoretical component of this

artistic research paper, which aims at defining the methodology of music edit-
ing and publishing, was based on monographs and articles by the following
literature scholars, musicologists and editors (Subacius 2011; Bonkowski 2016;
Feder 2011; Grier 1995, 1996; Hammond 2007; Cuisick 1981; Kallberg 1998;
Leichentrit 1938; Kennedy 2005; Emery 1950; Bouwman 2001; Sherr 1990;
Georgiou 2011, 2012; Brown 2007; Heinemann 2007; Schnabel 1988; Wiley
Hitchcock, Zahler 1988; and Kucinskas, 2004). In order to justify the peculiari-
ties and problematic areas of different types of editions, an analysis of separate
examples of published editions of certain musical works by various composers
(Bach, Mozart, Beethoven, Berlioz, Chopin, Grieg, Mahler, Ives, and Schonberg)
as well as the editing guidelines provided in the comments to the publications
of these editions by different publishers was conducted. At this stage of the
research, online materials provided by Europe’s most famous music publishers,
such as G. Henle Verlag, Barenreiter, Breitkopf & Hartel, Edition Peters, and
Schott, were used. The analysis of Ciurlionis’ works for piano and the aspects
of writing and publishing them in the editions was conducted using literature
by the most prominent researchers in the field of Ciurlionis studies (such as
Simkus 1925; Ciurlionis, Ciurlionyté-Karuiiené 1960; Ciurlionyté 1957, 1970,
1975; Landsbergis 1965, 1978, 1980, 1986, 1990, 1997, 2004, 2008; Kucinskas
1999, 2004, 2007, 2011, 2015; Eberlein 1985; Zubovas 2011, 2012; Paliukénaité
2013; Janeliauskas 2010; Daunoravi¢iené 2016). The research into the manu-
scripts of Ciurlionis’ Variations on Sefaa Esec and Besacas was conducted using
the photographs of the manuscripts stored at the Music Fund of Ciurlionis
National Museum of Art in Kaunas (CDM, Cm?).

Analytical, historical, and comparative methods as well as a genetic analysis

were employed to carry out the research.

The structure of this research paper comprises the introduction, three

parts, findings, literature and musical notation references, and annexes.

1 CDM is an abbreviation for Ciurlionis National Museum of Art in Kaunas.

2 Cm is an abbreviation for M. K. Ciurlionis’ music.
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Part I Music editing theory and practice focuses on the generic aspects of
music editing that are best reflected in the publications of certain musical pieces.
Section 1.1. provides a brief historical overview of music publishing by high-
lighting the examples of the compositions by Johann Sebastian Bach, Wolfgang
Amadeus Mozart, Ludwig van Beethoven, Giacomo Puccini, Hector Berlioz, and
Gustav Mahler prepared for dissemination in print, all of each being relevant
for the problem areas of editing Mikalojus Konstantinas Ciurlionis’ works for
piano. Having used data from the monographs analysing the aspects of music
and literary publishing (Subacius 2001, Grier 1996, Feder 2011), Section 1.2.
offers a system of different types of editions of musical works, the classification
of which influences the trends of musical text editing. Following the aims and
objectives of the present artistic research, Section 1.3. explains the process of
urtext preparation, breaking it into six development stages.

Part I1 Editing practice in Variations on Sefaa Esec by M. K. Ciurlionis
provides a detailed analysis of both the manuscripts of Ciurlionis’ Variations
on Sefaa Esec and all its versions that have been published so far (Simkus
1925; Ciurlionyté 1957, 1975; Landsbergis 1979, 1990, 1997, 2004; Kucinskas
2011; Zubovas 2012). Section 2.1. is solely dedicated to the problem areas
of decrypting the composer’s manuscript: the aspects of the sequence of the
cycle parts (2.1.1.), the sketches of the incomplete variations (2.1.2.), and the
explanation of the appearance of the composer’s marks and those made not by
the composer in the autograph (2.1.3.). Section 2.2. focuses on the publishing
practice of Ciurlionis’ Variations on Sefaa Esec by analysing all the editions
of this work published so far, and thus reflecting the differences among the
published versions that emerged mainly because of the previously mentioned
decryption issues of the manuscript. In Section 2.3., comments and editing
recommendations to the new urtext version of Ciurlionis’ Variations on Sefaa
Esec are provided.

Part 111 Editing practice in Variations on Besacas by M. K. Ciurlionis
offers a detailed comparative analysis of the manuscripts of Ciurlionis’ Varia-
tions on Besacas and all its versions published so far (Ciurlionyté 1957, 1975;
Landsbergis 1979, 1990, 1997, 2004; Eberlein 1985; Kuc¢inskas 2011; Zubovas
2012). This analysis, different from Part II, is presented as a whole in a single
section (3.1.) by directly relating the issues of the manuscript decryption with
the solutions suggested in the published versions. Such analytical strategy was
chosen because in the autograph by Ciurlionis, Variations on Besacas were
written in a more consistent manner than those on Sefaa Esec, therefore, the
analysis has been confined to a more compact description of the composer’s
manuscript, further leading to the discussion of the publications of the cycle
within the same section. Section 3.1. highlights the editing issues of Ciurlionis’
Variations on Besacas through the following aspects: the sequence of the cycle

26

parts (3.1.1.), the interpretation of the unfinished sketches by the composer
(3.1.2.), the explanation of the appearance of the composer’s marks and non-
authentic marks in the autograph (3.1.3.). Section 3.2. provides comments and
editing recommendations to the new urtext version of Ciurlionis’ Variations
on Besacas.

The present artistic research paper has two annexes which are directly re-
lated to the aims of the research. Annex 1 provides the new urtext versions of
Ciurlionis’ Variations on Sefaa Esec and Besacas. Annex 2 comprises the audio
recordings of Variations on Sefaa Esec and Besacas by Ciurlionis in order to
illustrate the newly developed editions of the urtext.

1. THEORY AND PRACTICE OF EDITING
OF MUSICAL WORKS

1.1. The origins of the editing of musical works and the role of the editor
When reviewing the historical aspects of the editing of musical works - from
the first music publications by Ottaviano Petrucci in the Renaissance times to
modern times - it has been observed that for a long period of time there were
no certain criteria for music dissemination in print. Only in the end of the 18th
century and the beginning of the 19th century, during the period when the first
industrial revolution was spreading in Europe along with the development of
the urban culture and the appearance of the middle class, the processes of music
publishing entered a more professional stage which became a starting point
for certain modern trends in music editing. And, although the methodological
principles which had been clearly defined in the theoretical works of the 19th
century did not survive, the analysis of examples of the publications led to a
conclusion that it is exactly at those times that the main origins of editorial
approaches were starting to acquire a certain shape. Following the insights by
musicologist Wojciech Bonkowski (2016), the typological features of edited
texts are reflected in the growing rift between serious and popular music, which
in the second half of the 19th century was manifested through:

« multiple transcriptions and popular versions of editions for printing
(salon music, influence of the culture of amateur musicians);

o appearance of the first scientific, monumental editions as well as editions
based on the authentic sources, all of them directly related to aspirations
of reviving the old music (establishment of the first conservatories, influ-
ence of professional musicians) (Bonkowski 2016: 20).

The analysis of these music publishing trends leads us to a better under-

standing of the reasons why the text of the same musical work varies in the
publications by different editors. Upon studying editions of the works by Bach,
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Mozart, Berlioz, Mahler, Beethoven, Grieg, and Ciurlionis, we may observe that
in order to meet the needs of a wide audience of listeners and amateur artists, a
high number of editions full of numerous performance recommendations and
text editing comments emerged, often reflecting an individual interpretation of
the editor rather than the authentic text. In the end of the 19th century it was
recognised that an original text may be distorted, which led to an increasing
interest among certain music publishers in the revival of the old music. As a
consequence, in 1895 in Berlin, the first publication appeared bearing a defini-
tion of an original text, or urtext (Urtext-Ausgaben Classischer Musikwerke).

Despite the fact that the appearance of the term urtext is related to the
first publication printed in the end of the 19th century, specific definitions of
the types of musical text editions did not appear until the second half of the
20th century. Before World War II, publishing practice had two dominating
trends of editing which influenced the appearance of the terms performance
edition and urtext version, which in the end of the 20th century were further
supplemented by even more specific types of versions. The analysis of musical
editions in terms of their typology revealed that classification of the edited
versions enables to describe music publications according to their purpose
in a clearer way; however, the final result — a published version of a musical
piece - is influenced by an individual interpretation of the editor.

1.2. Types of edited versions of musical works

Editing of musical works can be defined as a creative representation of the
text through an interpretative prism of an individual editor. However, despite
the fact that the editing methodology is defined as an individual approach
towards each musical composition, publishing practice is inseparable from
certain theoretical aspects, the clear definition of which is best reflected in the
classification of the edited versions of musical works.

The analysis of monographs and articles by musicologists studying musical
editing (Feder, Grier, Hammond, Heinemann, Emery, a.o0.) showed that the
methodological aspects of editing are related to the principles of dissemination
of literary texts. On the basis of the processes of preparation of written texts
for dissemination in print presented in the monograph by a literary researcher
Paulius Subacius (2001), major types of publications were identified and their
classification contributed to the field of taxonomy of musical editions.

While analysing the classification of editions presented in the monographs
by Grier and Feder, it has been noted that the following types of editions, which
are relevant for editing the works by Ciurlionis, can be distinguished:

o facsimile;

« documentary edition;

o critical edition;
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e urtext;

o performance edition.

In order to supplement these concepts and provide more specific definitions
according to their purpose, the typology of literary publications as classified in
Subacdius’ literary text studies was applied to musical editions:

Documentary edition. The aim is to present the original image to a
wider audience of readers (performers) (Subacius 2001: 27). Types of editions
assigned:

« facsimile - the main form of a documentary edition, by which the direct

original form is conveyed by graphical means;

« documentary edition - rewriting of a text in a facsimile format using
modern characters.

Critical edition. The goal is to cover the textuality of a piece and provide

a reasoned version of the text using the most convincing possibility of read-
ing and reconstructing the original text (Subacius 2001: 41). Types of editions
assigned:

« critical edition - rewriting of the source text using modern characters and
presenting the best version of this text. In this type of edition, comments
are given special attention.

o urtext [lit. original text] — presentation of a text of a piece using modern
characters maintaining its original form as much as possible. The urtext
differs from the documentary edition in terms of its aiming at practical
applicability (performance).

Popular edition. The aim is to present the text of a work to a wider audi-
ence of readers (performers). This type of edition requires minimal care from
a literary text researcher; however, it is only valid where the text is submitted
for publication by the same author. Otherwise, this type of edition is similar to
critical edition; the only difference is that less attention is paid to the thorough-
ness of the comments (Subacius 2001: 53). Types of edition assigned:

« performance edition - a type of edition aimed to meet the practical
needs of the performers and often focuses on teaching practice. It is not
isolated from adding non-author performance recommendations based
on an individual interpretation by the editor.

1.3. Urtext: preparation stages

The analysis of the editorial process of urtext and specific examples of publica-
tion by certain authors has revealed that the term original text is not accurate.
This is supported by the fact that the urtext is not the same as the composer’s
manuscript, and that a text rewritten by modern characters is not isolated
from individual decisions made by the editor. Hence, it can be stated that a
single, undisputed urtext version does not exist. However, a relatively original
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presentation of the text in its urtext becomes meaningful because of the ap-
plicability of this edition for the practical needs of performers.

In order to achieve the efficiency of a systematically defined editorial process
and the scientific justification, the process of preparing an urtext was divided
into several parts. While conducting the preparation of the urtexts of Ciurlionis’
Variations on Sefaa Esec and Besacas it was observed that this process can be
described in six stages, namely:

1) finding all the sources related to the appearance of a musical work;

2) selecting the most reliable source;

3) the first rewriting of the text; identifying the prominent errors;

4) the second rewriting of the text; correcting the prominent errors;

5) the third rewriting of the text; providing a clean text; and

6) developing comments to the corrections made to the text.

2. EDITING PRACTICE IN VARIATIONS
ON SEFAA ESEC BY M. K. CTURLIONIS

Ciurlionis’ Variations on Sefaa Esec mark a beginning of a search for new, more
modernised, style in music. The composer’s manuscript bears an inscription
Sefaa Esec which is not just a cryptogram of the girl's name, Stefania Leskiewicz,
who the composer met in 1904. It is an expression of a new structural idea
revealed in an innovative change to the genre of Variations: the variations are
based not on a clearly formulated, complete melodic theme; they are built upon
a recurrent sequence of nine sounds es-e-f-a-a-e-es-e-c.

2.1. Variations on Sefaa Esec by M. K. Ciurlionis: analysis of the manuscript
The only survived manuscript by Ciurlionis is considered to be the main source
for Variations on Sefaa Esec. This is a draft of Ciurlionis’ notebook CDM, Cm 6,
pp. 42-108 (CDM, Cm 00322-00388) stored in the Music Funds of M. K. Ciur-
lionis National Museum of Art. The autograph of this musical work is defined
as a sketch and was left almost unedited by the composer himself. The analysis
of Ciurlionis’ autograph led to the identification of the six following aspects that
caused a variety of presenting the cycle in publications by different editors:

1) sequence of the parts of the cycle;

2) unfinished parts of the Variations manuscript;

3) short compositional fragments, where the sequence of sounds es-e-f-a-

a-e-es-e-c was used;

4) the crossed-out sketch of a part of the cycle;

5) marks in the text made by the composer; and

6) non-author marks in the text.
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2.1.1. Sequence of the parts in Variations on Sefaa Esec by M. K. Ciurlionis
Upon studying the autograph of Variations on Sefaa Esec by Ciurlionis, it
became obvious that this work was not created in a consistent manner, as
sketches of his other musical pieces such as Canon in C minor (p. 47), Prelude
in B-flat major, Prelude in D minor, Prelude in B minor (pp. 44, 45, 63, 88) and
others — were inserted in between the parts of Variations. Because of this, the
sequence of the parts of Sefaa Esec is one of the most prominent issues when
developing an edition of this musical piece. Ciurlionis’ notebook provides a
written record of nine variation sketches of the es-e-f-a-a-e-es-e-c sequence,
and four of them were assigned a number by the composer: N1 (pp. 86-87),
N3 (p. 87), N4 (p. 106), and N5 (p. 107). On two other parts, which were left
unnumbered, the composer marked the dates and places of their creation:
pp. 42-43 - Druskieniki I Sierpnia 1904 (Druskininkai, August 1, 1904); p. 108 -
2 Listop 1904 War. (November 2, 1904, Warsaw). These marks may lead to an
assumption that the variation written on pp. 42-43 was created first, and the
variation on p. 108 was the last one. The analysis of the sequence of Ciurlionis’
Variations on Sefaa Esec in terms of the musical language reveals that the cycle
is formed based on the contrasting principle of opposing texture, melodic,
register and rhythmic elements.

2.1.2. Unfinished parts of the Sefaa Esec manuscript

Ciurlionis fully completed only three variations sketches (pp. 42, 43, 106, 108)
of the es-e-f-a-a-e-es-e-c sound sequence out of the nine. On one of them, the
composer marked its number — N4 (p. 106). Ciurlionis quite developed other
three parts, which nevertheless were left unfinished, and numbered them as
N1, N3, and N5 (pp. 86, 87, 107). There are also two short fragments which
are attributed to the unfinished parts of Ciurlionis’ Sefaa Esec (Kucinskas 2008:
277-279): one of them comprising three bars (p. 99), the other - five (p. 108).
Such attribution of these fragments to the Sefaa Esec cycle is based on the fact
that they also comprise the es-e-f-a-a-e-es-e-c sequence of sounds.

Another incomplete sketch of the variations (15 bars), written on p. 105
of the manuscript, was crossed out by the composer. He numbered this varia-
tion as the fourth part of the cycle, which coincides with the number of the
finished sketch presented on the next page (p. 106). The fact that the number-
ing is repeated twice and that one of the sketches was crossed out may lead
to a hypothesis that Ciurlionis started composing the fourth part of the cycle,
written on p. 105; later, however, it failed to meet the composer’s expectations,
which is why he crossed this variation out and, for a second time, wrote the
fully completed version on the next page (p. 106).
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2.1.3. Marks made by the composer and non-author marks in the Sefaa Esec
manuscript by M. K. Ciurlionis
The analysis of Ciurlionis’ manuscript of Variations on Sefaa Esec shows that
there are other marks written next to the musical text. While conducting re-
search into the possibilities of the appearance of these marks, it was observed
that not all of them can be attributed to Ciurlionis. Recognition of the differ-
ences between the non-author marks and those made by the composer enables
to identify the following: certain features of the development of the cycle in
the publishing practice, peculiarities of the performance of some of the varia-
tions, aspects explaining the title of the musical work, and the concept of its
composition.
o Marks made by the composer: performance recommendations on p. 43
(accents) and p. 107 (Largo); the inscription Sefaa Esec on p. 87, p. 105;
the inscription of the es-e-f-a-a-e-es-e-c sound sequence on p. 86, p. 105;
written notes of the dates and places of composing p. 42, p. 108.
 Non-author marks: numbers and crosses marked in red pencil on pp. 42,
43, 86, 87,106, 107, 108. The appearance of these marks in the autograph
is related to the preparation of the first publications of Sefaa Esec. The
sketches bearing red-cross marks were printed in the publications pre-
pared by Jadvyga Ciurlionyté, while the number marks coincide with the
sequence of the parts as presented in the publication by Stasys Simkus.

2.2. Editing of Variations on Sefaa Esec by M. K. Ciurlionis

Variations on Sefaa Esec were published in nine publications prepared by the

editors Simkus (1925), Ciurlionyté (1957, 1975), Landsbergis (1978, 1990, 1997,
2004), Kucinskas (2011), and Zubovas (2012). The comparison of all these edi-
tions demonstrated that the earlier discussed problematic areas of Ciurlionis’
manuscripts led to a diversity of the editorial approaches by different editors.

2.2.1. Sequence of the parts of the cycle in the published editions

Due to the fact that the sketches of the variations in Ciurlionis’ autograph were

not written in a sequential order and that only some of the variations bear the

numbering marked by the composer, the sequence of the parts of the cycle is

treated in a different way by different editors. The first publication of Ciurlionis’
Variations on Sefaa Esec prepared by Stasys Simkus (1925) joins four parts of the

cycle (pp. 42, 43, 86, 87, 106) together with other musical works, written in the

same book of compositions, into a collection of eight pieces called The Features

of Music. In Jadvyga Ciurlionyté’s publications (1957, 1975), the cycle Sefaa Esec

is for the first time classified as the genre of variations and called A Theme and

Six Variations. However, similar to Simkus’ edition, this version does not fol-
low the numbering of the parts made by the composer; moreover, it includes
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a musical composition (p. 44) which is not attributed to the cycle. Such varia-
bility in the sequence of the parts by Ciurlionis’ Sefaa Esec can be observed in
the later publications of the piece by Landsbergis, Ku¢inskas, and Zubovas. In
all of them, the editors follow the sequence of the variations as suggested by
Ciurlionis; however, the editors differ in their approaches regarding the two
variations that were left unnumbered by the composer. In the publications
by Landsbergis and Zubovas, the variation on p. 108 is the second part of the
cycle, whereas the variation on pp. 42-43 is the last. On the contrary, the urtext
prepared by Kucinskas is based on the references to the dates, i.e. the earlier
created version (pp. 42-43) is published the second, whereas the later created
variation (p. 108) is considered as the last part of the cycle.

2.2.2. Interpretation of the incomplete parts of the cycle by M. K. Ciurlionis in
the published editions

The text of Ciurlionis’ incomplete parts of Sefaa Esec (N1, N3, and N5) in all the
publications has been reconstructed by the editors. The analysis of the text of the
sketches in these publications leads to an observation that the reconstruction
of the conclusions is conducted in two ways: by recapitulation (Landsbergis,
Kucinskas, Zubovas) or leaving the final bars out (Simkus, Ciurlionyté). In the
publication by Simkus, the incomplete Variation N1 bears three additional
bars at the end, while in the conclusion of Variation N3, the three final bars
created by the composer are omitted and two additional bars are added to
create a cadence. In her publications, Jadvyga Ciurlionyté reconstructs the
conclusions of the sketches N3 and N5 of the manuscript. In Variation N3, she
omits the last bar created by the composer while suggesting a recapitulation in
Variation N5. Vytautas Landsbergis, in his editions, also presents reconstructed
versions of the incomplete parts (N1, N3, N5); however, different from the edi-
tions by Simkus and Ciurlionyté, here the non-author text is printed in petit.
Such differentiation of the non-author text is also suggested by Kucinskas and
Zubovas. Both editors reconstructed the conclusion of Variation N3 using the
principle of recapitulation. However, they differ in their approach to the text
of Variation N5: Darius Kudinskas reconstructs it using the principle of reca-
pitulation, whereas Rokas Zubovas, for the first time, published the original
version of the part.

As far as the reconstruction of the incomplete sketches of the manuscript is
concerned, it is important to emphasise that in Landsbergis’ edition, the sketch
of Variation N4 written on p. 105 was decrypted, supplemented by non-author
conclusion and included in the cycle by marking as IITa. The same editing ap-
proach was later taken by Kucinskas see IVa) and Zubovas (see IIIa).
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2.3. Variations on Sefaa Esec by M. K. Ciurlionis: urtext. Comments
Using the findings of the research presented in the first sections of this Part, a
new urtext of Ciurlionis’ Variations on Sefaa Esec was developed. The editing
corrections made to the text are presented in the comments to this section.

3. EDITING PRACTICE IN VARIATIONS
ON BESACAS BY M. K. CTURLIONIS

3.1. Variations on Besacas by M. K. Ciurlionis: analysis of the manuscript

and its published editions

The inscription Besacas in the draft by Ciurlionis stands for a series of seven, con-
stantly repeating sounds b-e-es-a-c-a-es, which is also a cryptogram of the name

and last name of Bolestaw Czarkowski, a composer and a friend of Ciurlionis.
The comparison of this cycle with Variations on Sefaa Esec emphasises analogy
in the decryption and editing of the both compositions. The findings of the

analysis of Variations on Besacas and the definition of editing provided in this

part are closely related to the research into Variations on Sefaa Esec.

The main source of Ciurlionis’ Besacas is the only remaining draft by the
composer, written in the same book of compositions as Variations on Sefaa
Esec (CDM, Cm 6). The composer did not complete Variations on Besacas;
therefore, the manuscript of this musical piece may be considered a sketch.
So far, Besacas has been published in ten publications; namely, by Ciurlionyté
(1957, 1975), Landsbergis (1975, 1980, 1990, 1997, 2004), Eberlein (1985),
Kuc¢inskas (2011), and Zubovas (2012). Upon conducting a thorough analysis
of the autograph of Ciurlionis’ Besacas and its publication, the following five
key problematic areas were identified:

1) sequence of the parts of the cycle;

2) incomplete parts of the Variations manuscript;

3) the sketch of Variation N5;

4) marks in the text made by the composer;

5) non-author marks in the text.

3.1.1. Sequence of the parts in Variations on Besacas by M. K. Ciurlionis

The pages 120-128 of the autograph of Besacas by Ciurlionis (Cm 6, p. 00400~
00408) bear six variation sketches of the b-e-es-a-c-a-es sequence of sounds.
The composer numbered five parts of the cycle ignoring the sequential order
of the pages in the notebook as follows: N1 (pp. 120-121), N2 (pp. 124-125),
N3 (p. 122), N4 (pp. 126-127), N5 (p. 128). The sketch written on p. 123 of
the manuscript has no number, due to which its sequential order in the cycle
is not defined. The place of Variation N5 - a seven-bar fragment for the left
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hand - is as well to be considered; so far, the editors who have published the
piece have not included this variation in the cycle due to its incomplete nature.
The analysis of the sequence of Ciurlionis’ Variations on Besacas in terms of
the musical language shows that the cycle, in the same manner as Sefaa Esec,
is formed based on the contrasting principle of opposing texture, melodic,
register and rhythmic elements.

Having analysed the publications of Ciurlionis’ Besacas in terms of the
sequence of its parts, it has been noted that the cycle was developed in dif-
ferent ways. In the publications by Ciurlionyté (Theme BEESACAEs and three
variations), the cycle is developed disregarding the numbering suggested by
the composer. In her edition, a part of the cycle marked in the manuscript
as N1 is called the Theme, followed by the variations in the following order:
N3, then the unnumbered sketch, and N4. The part of the cycle numbered by
Ciurlionis as N2 is not published in Ciurlionyté’s edition, the reason for which
is unclear. Landsbergis, who published the cycle later, decrypted the sketch N2
and included it in the cycle. The numbering of the sequence of the variations
in the publications by this editor, however, does not fully coincide with the
sequence suggested by the composer: in this edition, the unnumbered sketch
(p. 123) has the fourth position (thus, moving the part marked by the composer
as N4 onto the fifth place). The editor explains his decision in the comments
to the publication by sharing a belief that the unnumbered fragment does
not seem to create an impression of the final part and, therefore, is assigned
a penultimate position (Landsbergis 1986: 114). The study of the sequence of
Variations Besacas by Ciurlionis leads to an observation that the development of
the cycle in Landsbergis edition has become some kind of tradition influencing
all editorial approaches in further editions of this piece. As a confirmation of
this, Eberlein, Ku¢inskas and Zubovas, in their publications, similarly include
Variation N2 into the cycle.

3.1.2. Incomplete parts of the manuscript of Besacas
Ciurlionis completed only one sketch - N3 on p. 122 - out of the six sketches of
the b-e-es-a-c-a-es sequence of sounds. The incomplete sketches by Ciurlionis,
numbered as N1, N2, N4 and N5, were written on pp. 120-128 of his notebook.
The analysis of the unfinished parts of the autograph has led to an observa-
tion that the musical texts of Variation N1 and the sketch left unnumbered by
the composer (p. 123) seem to discontinue towards the very conclusion and
that Ciurlionis, when composing Variation N2, may have thought of a three-
part recapitulation as the text finishes on the repetition of the first bar of the
introduction.

The incompleteness of the manuscript of the Besacas sketches by Ciurlionis
is by far the most problematic aspect when preparing an edition of this musical
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work. In Ciurlionyté’s publications, the conclusions of Variations N1, N3 as
well as the unnumbered part were reconstructed by writing additional bars in
order to create a cadence. Landsbergis took a similar approach when recon-
structing the cycle with the only difference that in his publication, for the first
time, Variation N2 was published as a recapitulative version by adding 22 bars.
Similar to Variations on Sefaa Esec, the non-author notation in Landsbergis’
publications are written in petit. In the publication by Eberlein, the incom-
plete parts are presented in a similar way as in Landsbergis’ edition. A similar
approach, i.e. adding extra bars to the cadence and supplementing the text of
Variation N2 as a recapitulation, was taken in the editions of Ciurlionis Besacas
by Kucinskas and Zubovas.

3.1.3. Marks made by the composer and non-author marks in the manuscript
Variations on Besacas by M. K. Ciurlionis

The manuscript of Ciurlionis’ Variations on Besacas, similar to the sketches of
Variations on Sefaa Esec, bears different marks next to the notation. Some of
them - both made by the composer and non-author marks - acquire extreme
importance in order to define the features of the cycle formation as well as
certain peculiarities of interpretation of this musical work.

« The marks made by the composer: numbering of the parts of the cycle
(pp. 120, 122, 124, 126, 128); the inscription Besacas next to Variation
N1 (which provides explanation for the title of the piece); pp, the only
performance indication, written in the 7th bar of Variation N3.

o Non-author marks: crosses in red pencil and numbers written next to
the sketches N1, N3, N4, and N5. It is noted that the variations bearing
the crossed marks were printed in the editions by Jadvyga Ciurlionyté.
Meanwhile, the author of the number marks still remains unknown.
The analysis of the appearance of such number marks in other works by
Ciurlionis has led to an observation that the numbering may be related
to the editing solutions made by Stasys Simkus. However, in the case of
Besacas, there is no possibility to prove this relation, as Simkus did not
to publish this particular cycle.

3.2. Variations on Besacas by M. K. Ciurlionis: the urtext. Comments

The manuscript of Variations on Besacas by Ciurlionis is presented as an incom-
plete draft version. During the preparation of the urtext of this musical work,
only minimal corrections were made to the composition text in compliance
with the generic norms of the musical language (reconstructions of alterations,
correction of obvious errors etc.). All the cases of the corrections made to the
text are presented in the comments to this section.
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CONCLUSIONS

1. The study of the origins and context of music editing has revealed that the
approach to the presentation of a musical piece in a publication has been
changing since the Renaissance, when the first musical texts were published
by Ottaviano Petrucci (1501). This was influenced by various social, economic
and historical factors as well as a lack of a well-defined methodology. Upon
reviewing the editions of works by certain composers (such as Bach, Mozart,
Berlioz, Mahler, Grieg, Puccini, Schénberg, and Ives), it has been found that
an appearance of every single publication is unique and that the nature of the
musical text that it represents depends on the individual interpretation of its
editor. Such subjectivity of the music editing process has resulted in many
different versions of the text of the same musical pieces presented in a variety
of its editions.

2. The overview of the processes of preparing a musical work for dissemi-
nation in print has brought us to the identification of two dominating editing
approaches appearing in the late 19th century - early 20th century, namely,
performance editing and original editing which influenced the emergence of
types of editions referred to by the musicology of modern times. The analysis of
insights by musicologists studying the problems of music editing (Feder 2011;
Grier 1996; Georgiou 2011; Bonkowski 2016) suggests that the methodology
of music publishing is similar to the principles of dissemination of literary
texts. This observation has prompted to relate the types of musical editions to
the generic aspects of publishing written texts presented in literary textology,
which has helped to classify editions of musical works according to their specific
purpose. This artistic research paper focuses on three types of publications that
are relevant for music editing — documentary, critical, and popular — which
provide the basis for the typology of musical editions: facsimile, documentary
edition, critical edition, urtext, and performance edition.

3. In order to achieve the aim of the research, i.e. develop a new edition of
the urtext of Variations on Sefaa Esec and Besacas by Mikalojus Konstantinas
Ciurlionis, this artistic research paper has covered the problematic areas of
this type of edition. The overview of the origins and well-established practice
of publishing, which is never isolated from the subjective intervention by
the compiler (editor), has led to the conclusion that the term original text is
not accurate. As a result, when classifying editions according to the types of
publications defined in the field of literary textology, in this artistic research
paper, urtext is classified as a type of critical, rather than documentary, edition.
During the practical preparation of the urtexts of Variations on Sefaa Esec and
Besacas by Ciurlionis, a possibility of dividing this process into six stages was
observed - from finding the sources of the appearance of the musical work
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(Stage 1) to development of the comments to the printed version (Stage 6).
The detailed analysis of each stage has shown that the process of selecting the
sources and the evaluation of the materials presented in these sources (Stages 2,
3 and 4) can be considered as essential.

4. The analysis of the autographs of Ciurlionis’ Variations on Sefaa Esec
and Besacas has led to the conclusion that, because of the incomplete nature
of the compositions in the manuscript, they can be regarded as sketches.
The research has revealed the following major problematic areas of decrypting
the manuscripts that have led to a number of different versions of the cycles in
the editions published so far:

« sequence of the parts of the cycle;

o incomplete sketches of Variations;

« interpretation of the crossed-out parts (Sefaa Esec) and fragmentary
parts (Besacas);

« marks in the text made by the composer;

« non-author marks in the text.

5. When conducting the analysis of the manuscript of Ciurlionis’ Variations
on Sefaa Esec, an observation was made that the notebook comprises in total
nine variation sketches of the sound sequence es-e-f-a-a-e-es-e-c written on
pp. 42-108 (CDM, Cm 00322-00388), five of which were numbered by the
composer, namely, N1, N3, N4 (twice on p. 105 and p. 106), N5, while only
three of which were fully completed (pp. 42, 43, 106, 108). Having analysed the
autograph of Sefaa Esec in detail, it has been concluded that the cycle comprises
six parts which were mostly completed by the composer and written on pp. 42,
43, 86, 87, 106, 107, and 108. The analysis of these variations by Ciurlionis in
terms of the musical language has revealed that according to the sequence-
related marks made by the composer (e.g., dates, the sound sequence, marking
the sequence of the variations), the cycle is formed based on the contrasting
principle of opposing texture, melodic, register, and rhythmic elements.

6. Upon comparing the autograph of Ciurlionis’ Variations on Sefaa Esec
with all the editions published so far, it was observed that the editors develop-
ing these editions demonstrate different approaches towards the problematic
aspects of the manuscripts. This is mostly reflected in the different number of
sketches presented in the editions, the development of the sequence of the cycle,
and the reconstruction of the composer’s unfinished sketches.-

7. The manuscript of Variations on Besacas by Ciurlionis consists of
six sketches of variation on the sound sequence b-e-es-a-c-a-es written on
pp. 120-128 (CDM, Cm 00400-00408). The composer assigned a number to
five of them, having ignored the sequential order of the page numbering of his
notebook (N1, N2, N3, N4, N5), whereas only one variation was completed
(N3, p. 122). A part of the cycle, which was marked by the composer as N5,
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stands out. Page 128 of the autograph comprises just a seven-bar fragment for
the left hand; because of its incomplete nature, none of the editors who have
published this musical piece so far happened to include this part in the cycle.

The composer’s numbering led to an observation that the Besacas cycle, in
the same way as Sefaa Esec, is formed on the principle of contrast which occurs
in almost all the layers of the musical language. The fact that both musical works
were composed almost at the same time (1904-1905), for the same creative
aspirations and using similar means of expression leads to an observation that
the composer is likely to have envisioned the development of the cycle based
on the principle of contrast.

So far, Besacas by Ciurlionis has been released in ten publications. The
comparison of the editorial approaches and the autograph has revealed that the
sequence of the parts in the editions coincide with the composer’s numbering
of the parts as far as the first three variations as concerned. The sketch which
was left unnumbered by Ciurlionis (p. 123) is inserted as the fourth part of the
cycle; therefore, the part which was marked by the composer as N4 was moved
to the fifth position in the sequence.

8. The analysis of the editions of Ciurlionis’ Variations on Sefaa Esec and
Besacas published so far shows that all the of them, except the one by Darius
Kuc¢inskas (because of its clearly defined type of edition - the urtext) may be
classified as performance editions. This stemmed from an interpretative ap-
proach towards the formation of the sequence of the cycle parts (which was
reflected in the comments to the publications) as well as the multiple printed
recommendations regarding the performance (which was never reflected
in the autographs). After the comparison of the editions, it was noticed that
the performance recommendations made by the composer are best seen in
Kudinskas’ urtext (2011), while the least of non-author additions to the musi-
cal text (other than the performance recommendations) are presented in the
edition by Rokas Zubovas (2012).

In the published editions, we can notice a twofold reconstruction of the
conclusions of the incomplete sketches of Variations on Sefaa Esec and Besacas
by Ciurlionis: by using recapitulation (Landsbergis, Ku¢inskas, Zubovas) or
omitting the final bars of the sketches (Simkus, Ciurlionyté).

9. The findings and conclusions of this artistic research have led to the de-
velopment of new versions of the urtext of Sefaa Esec and Besacas by Ciurlionis
differing from the previously published editions in the following ways:

« the sequence of the parts in both cycles is formed following the number-

ing of the sketches by the composer;

o the sketch N5, p. 128 (CDM, Cm 00408) is published for the first time

(marked ad libitum);
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o the variation on p. 123 (CDM, Cm 00403), which was left unnumbered,
is printed in the final position in the sequence without any number
(marked ad libitum);

« all the incomplete sketches in the manuscripts of Sefaa Esec and Be-
sacas are printed in an open format (without reconstruction of the
conclusions);

o the musical texts in this edition comprise footnotes which provide ex-
planation of the approaches taken to decrypt the notation.

The new versions of the urtext of Ciurlionis’ Variations on Sefaa Esec and
Besacas developed in the course of the present artistic research have been used
to perform new interpretations of these musical works during a public concert
as well as to make audio recordings (see Annexes).
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