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I'>Tp1 HyMap mpauArsae npaty Ia aHaaise Iryky, CAyXaHHs, Cy-
YJaCHBIX TYKaBbIX i MY3bIYHBIX KYABTYD, sKas iase ¥ Eypanerickim
I'YMaHITapHBIM YHiBepciTale ¥ BiapHIoce. XoLpb Hall yHiBepcCiTaT
cTay aAHbBIM 3 IisIHepay y pa3Bililli Bi3yaAbHBIX i KYABTYPHBIX Aa-
CA€AQBAHHAY, IBITAHHI I'YKY, Cy4yaCHall MY3bIKi, MY3bIUHbIX CYIIO-
ABHACLAY i IHAYCTpBIM TakcaMa 4acTa 3'syAsIoLlia MpapsMeTam
BBIBYYSHHS CTYASHTay i BBIKAAAuUBIKay'. AacaepaBaHHe rykay i
PBITMay rapaACKix MpacTopay 4acTa CTAaHOBALLIA LDHTPAABHBIMI
aAeMEeHTaMi ceMiHapay, AeTHIX IIKOA i iHIIbIX MpaeKTay, IITO aA-
ObIBaroLILa PbI MAATpbIMIbl ET Y2

Haropai® cTBapsHHS raTara HymMapa AAs Hac CTay apAHOCHBI
HeAaXoIl Ipall, IPbICBeYaHbIX NpabAeMaM 'YKy i My3bIKi ¥ CEH-
HAIWHAN YcxopaHAn Eyporne. [IppIkMeTsl Taro, TO CiTyaubld M-
Hsena, écup. Tak MSpKyOLb y cBaiM iHTapB'I0 Mixaa Aibapa i
AanisAb Mysbrayk, ab raThIM >Ka CBeAYal[b HEKAAbKi HSIAAVHIX
paciiickix myOAikaupiir. I ycé ) AacAepaBaHHI TYKY i cyvacHai
MY3bIKi 3aCTalolilla MapriHaAisaBaHbIM 3aHATKAM.

CKAapQIoubl T3TBI HYMap, Mbl BBIKapbICTaAi TapmiH «P.S.
Soundscapes», sIKi apcblrae pAa ABYX IApAaA€AbHBIX HampaMmKay
HAIbIX 3aljikayAeHHsy. [lepiusl 3 ix ykasBae Ha TOM (aKT, IITO
I'YK Y 91I0XY «BidyaAbHara maBapoTy» 4acTa 3aCTaBaycsi «0eAHbIM
CBasIKOM» Bi3yaAbHBIX i KYABTYPHBIX AQCA€AABaHHAY. AAHAaK 3
csipaA3iHbI XX CTaropAsst Iyk Obly KAIOYaBbIM 9A€MEHTaM TpaH-

! Y EI'Y TaMaM IyKy, My3bIKi i My3bI4Hall iHAYCTpBIi IPbICBEYAHBIS

Kypc «Aabaparopeis I'yKy: I'yK, My3bIKa i TXHAAOril § cydacHai
KyAbTypbI» Ilayaa HsixaeBa i, y panernubisa rapbl, Kypcbhl Makcima
JKbankoBa i Hacracci Kamapoyckait. I'sTbisi TaMbl BBICTYHAOLb
nmpaaMeraM Lspary 6akasaypckix i Marictapckix paacaepaBaHHsY i
aHaAi3yIoL[l[a HA KypCax HAIIBIX KAAET, 5IKis pa3TAsIAAIOLb ITpabAeMbl
TYyKy i My3bIKi ¥ KaHT3KCL[e AQCA€AABAHHAY CydacHall Bi3yaAbHail i
IHTOPHAT-KYABTYpBI, KiHO i MeAbId, rapapCKiX AacAepaBaHHAY i
KP3aTbIyHBIX iHAYCTPBIN aABOO ¥ MPAKTBIYHBIM KAIOYbI — Ha Kypcax
i BapmITaTax rna papbié-, Biasa- i MeAbIAIPaAYKLIbIi.

Hamnpsikaaa, LitPro Summer School, 2008 (BiabHioc), Jamming
Underused Socialist Treasures, 2012 (Biabnioc); Urban Audio-Visual
Rhythms Workshop, 2012 (Biabhioc), 20141 2016 (Minsk); Sound &
Space Workshop, 2014 (Vilnius); Mapping Sounds & Cities, 2017
(BiAbHIOC); @ TaKCaMa A€KLIBIi | ABICKYCIi Ha LITOraAOBBIM MaCTal{Ka-
apyKaupliiHbIM decTbiBaai Artes Liberales, sxi 3 2012-ra ¥ MiHcky
apraHisye akapaMiyHas cynoAbHacup EI'Y.

Hekaroppisi HAAayHiA BBINYCKi yacomicay Ipa TIyK Ha pycKan
moBe: Hosoe Aumepamyproe Obospenue (2017) Vol. 148, no. 6:
http://nlobooks.ru/node/9056); Tpaucium: Mysvika pesortoyuu
(2017) Vol. 20: (http://trans-lit.info/vypuski/20-translit-muzyka-
revolyutsii); Aozoc: Apyeas purocogpus myswvixu (2016), Vol. 4: http://
logosjournal.ru/cgi-bin/arch.pl?lang=ru&action=show&id=88.
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capmalplil manyAsipHa KYAbTYpbI, 9KCIIEPbIMEHTAY Ha CKpPbDKaBaHHI
MacTanTBa, giracodii i MyspIki, mepaacaHcaBaHHs aAHOCIHAY MaMiX Ja-
AaBeKaM i acsipopa3eM. Takim ubIHaM, epibl caHC «P.S.» y Ha3Be Hymapa
cirHaaisye mpa BaskHacLp padaeKcii aAHOCHA MecLja i IPBIPOABI TYKY ¥
SKacClli MaCTCKPBIITYMY Ad <«IpbIMaTy» BisyaabHacui. ITapabpayius
apTBIKYABI HABYKOV1Iay, sIKisl pallyloLb 3 I'yKaBOil IpabAeMaTbIKall, Mbl
iMKHeMcs TpapdMaHCTpaBallb, ITO AACA€AABAHHI I'YKY 1 CAYXaHHS 3A0-
ABHBISA Y30arauip i 3MsHILb Hallla pa3yMeHHE PO3HbIX ACTIEKTAY >KbIL{LIs
acoObl i rpamaacTBa.

Apyri canc «P.S.» 3Bsi3aHbI 3 iA95111, SIKYI0 MBI pasBiBaAi paHein y my0-
Aikanpri ma rapapckix pacaepaBaHusax — «P.S. AanamadTer: OnrTeiki ra-
paackix pacaepaBaHHAY» (BiabHioc, BoipaBeursa EI'Y, 2008). Tapsr Mbl
YKbiai aOpaBisTypy «P.S.», Kab yKkasalb Ha IOCTCALBIAAICTBIUHBI PATi€H
i apHayacoBa aA3HAYbBILb, LITO Mbl MaeM CYp €3HbISI araBOpKi aAHOCHA
Taro, 1ii MOXKHa aKPACAIBaLb SIK MI3YHBI PATi€H OBIABISL CALIBISIAICTBIYHBLS
KpaiHbl Ba YcxoaHsi Eyporne i ma-3a i1, i ITO AaKAaAHA ¥ TTBIX IIpac-
TOpax Moka Obillb (1i He ObIllb) MOCTCALBISIAICTBIYHBIM. [HIIBIMI CAO-
BaMi, Apyri caHc «P.S. Soundscapes» nmasHayae Hally 3allikayAeHaclb y
AACAeAABaHHSAX Taro, IK MbICA€HHe IIpa I'yK MO>a IIPaAillb HOBae CBATAO
Ha CcéHHsHIsA TpaHchapmanpsli Ba Yexopnsiit Eypore i 6s1apim CCCP.
Xars Haura pacdaexcis i iHcipaBaHas mpaljaMmi a akyCTbIYHA 9KaAorii
i AacaepaBaHHAMI I'yKaBBIX AaHALIadTay, Halla pasyMeHHe I'yKaBora
AQHAWAQTY ¥ TITHIM HyMapbl LibIpajiiiae, 00AbII MeTadapblyHae, HixK
3BbIYaliHA.

TokcThl HyMapa IMP33€HTYIOLb IIBIPOKI LIspar mpadaeM, Aa sKix
3BAPTAOLLA TYKaBblsl AACAEAYBIKI pariéHa. Y TMepIIbIM pasA3€eAe,
«Iyk i cy0’'eKThIyHACIb», MBI CA0paAl apPTBIKYABI, IITO BBIBYYALb, SIK
CAyXaHHe 3MsHse pa3yMeHHe cyO'ekTbIyHacui. Mappisa fAuryanka pa-
cAepye mpauy Oeaapyckara ayabisimMactaka AxToHa CapokiHa mpas
NpbI3MY T'YKYy i IcixaaHaaisy. fiyaHka macTyAroe, WITO TyK y Npanax
CapokiHa BbIAyAse 3BA3aHbIA 3 KaHTOKCTAM ITOCTCALbIAAICTBIYHAN
DBeaapyci HI0aHCBI CTPYKTYP, fAKisl MaAsAramolb y acHOBe Ipauacy dap-
MaBaHHs cy0’exTeryHacui. Ina TaapplimaBa aHaAisye acaOAiByI0 poaio,
AKYI0 Hapae TYKy aBaHTapAHbl GiAbMMsiiKep, aMirpant 3 AiTebl Enac
Mexkac, cTBapaloybl >kaHp KiHap38HHIiKa. ['AapbiiiaBa CLBSIPA’Kae, LITO
¥ CTYXLbl «YOAASH» BBIKapbICTAaHHE I'yKy ITaKa3Bae MaT3pbIIAbHACLb
¢diabMa, yKapaHsie siro ¥ acspoAA3i CTBapaHHS i apAHavyacoBa poobiLb Kap-
uiny acabicTai i masteraHaint. AHAPa1t [OpHBIX 3BsIpTae yBary Ha Toe, siK
KYAbTYpHasl AOTiKa ITO3HAra KalliTaAi3aMy HpbIBsAa Aa (eThIIIbI3albli
ryky. ITauayunr 3 aHaAisy HaparbryHar GyHKUbI I'yKy aas Tapkoyckara
i Caprpa, [opHbIX AacAepye, K KYABTYpHasi ¢pparMeHTaLblst PbIBSIAQ
CEHH AQ Taro, WITO MePKaBaHHI aMarapay MY3bIKi MepanAATamoLua 3
6i3Hec-AoriKay BBITBOPLIAY ayABIATIXHIKI.

Y ¢dokyce apyrora paspzeaa — «MysbIKa i TpaMaACTBa» — TOe, SIK
CalIbIIABHBIA IpabAeMbl NTPpAaAaMASIOLLA Ipa3 Iryki. AHApai BaspsaHay
MspKYye, IITO I'yKi 3MeHAIBBIX IPaKTBIK MabiAbHACL|i MOIYLb OBILb
KAIOUaBbIMi AASI Pa3yMEHH:I IIOCTCALbIAAICTBIUHBIX rapapoy. BasbsaHay
CLBSIpAJKae, LITO HasipaHHe 3a rykami, sKis ysHikawooub, KaAi iHdpa-
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CTPYKTYPbl PO3HBIX 3II0X CYAQKPAHAIOLLIA 3 HOBbIMI TpPaHCHAPTHBIMI
MpaKThIKaMi, — I'9Ta KapbICHBI CIIOCA0 BBIBYYSHHSI Taro, siK y moCTCa-
LbISIAICTBIYHBIX I'DAaMAACTBAX pasMsPKOYBAIOLLla MaA3€Abl MK IyO-
AluHBIM i IpBIBaTHBIM. Bita 3s1aeHCKas mpas iHTPB'I0 3 CyYacCHBIMI BbI-
KaHayliaMi BBICBATASIE POAIO IPayacKara My3bl4Hara >KaHpy «pa0eThIKa.
ITpama 3siaeHCKall BaKHAsl TBbIM, IITO AdAde HyMapy IIepCIIeKTBIBY
My3bIYHAll CalbIAAOrii, a TakcaMa AaCAeAye CKAAAQHBIS AQUbIHEHHI
MaMiXK IaTal My3bIKail i rpa4acKal iA9HThIYHACLIIO Y YaCchl 9KaHaMiyHara
i maaiTpryHara xpbisicy. Y Toit xa yac Asmitpsiit Kamaakoy i AHaToAD
Cuenanimyay AacAeAyIOLb aAHOCIHBI T'yKy i IrpaMaacCTBa Ipas TpoI
6sicriexi, MakasBaoOYbl LIdPar MaAéy, A3e BBIByUsHHE I'YKYy MOXXa y30ara-
Llillb pa3yMeHHe Cy4YaCHbIX TPAaMaACTBay.

Hymap mnpausrsae cepbld T9KCTay, fAKif IMallbIpalollb KaHTIKCT
pasBar npa «P.S. Soundscapes». [anc-Yabpbix I'ymOpaxT abmsipkoyBae
MY3BIKY ¥ ITpaliace IepaacdHCaBaHHA POAi «Stimmungy», HACTPOIO 11 aT-
Macdepsl, y AKaclli KAI0OYaBOTa TPOITy CyYacCHBIX I'YMaHITapHBIX AdCAe-
AdBaHHAY. ABa KapoTKis aCa, sKis MblI yOAiKyeM, pa3eHTyIoLb disa-
codckae pacaepaBaHHE MY3BIKi SIK CTBapPAaAbHIL[bl HACTPOIO, @ TaKCaMa
«yBakAiBae UbITaHHe» 3MaXaAbHall 3HAUHACL roAacy A>KaHic AXKOMAIH.
TaapaTeiki ryky i Kyparapsl Mixaa Ai6spa i Aanisab My3bruyk y cBaim
iHTOpB'10 aOMSIPKOYBAIOLIb KAHTAKCT AACAEAABAHHSY I'YKY ¥ CEHHSIIIHSII
[ToAbmruel. 3aBsiplIarolib HymMap ABa 3ca. Mapuin bapcki mima mpa
3HA4YSHHE I'YKay, [AKid €H 3HaMIIOy Ha aMaTapcKiX KaceTHBIX 3amicax,
3po6aenbix y IToaburusr ¥ 1980-x. Bapcki pasBakae ab TbIM, LITO mpa
MOCTCALBISIAICTBIUHBISL TpaHcdapMallpli MOTyLb packasalp 3MeHBI ¥
MaTapHAX MPaKThIKi ryKasaricy i cabpaHbist TakiM YblHaM I'yKi (AAbOOM 3
sIKiMi éH céaera BoipacLp). Hapauiie, AasikcaHpp CapHa mpamnaHye mnpa-
BaKaTbIYHbI allOBeA Ipa MICTbIUHBI (paHETBIYHbI 3HaK y MiHcky. I'aThl
A3IVHBI i HIYAOYHBI paHe THIYHBI MOCIAXK CThIMYAIOe CapHy Ha padaeKcito
AAHOCHA TAAITBIYHBIX HACTYIICTBAY paryasiBaHHs ¢poHacepsbl.

PapakTapbl BeAbMi YA3SYHbIA 32 IpaLly i LisIpIIeHHe K ayTapaM, TakK
i ycim, xTO pAamamaray y cTBapaHHi Hymapa. AcabAiBa MbI XOouaM IaA3si-
KaBallb aHAaHIMHbIM P3LI9H3€HTaM 32 3MsCTOYHbIS 1 Y3Ba’KaHbIsI BOATYKI
Ha TOKCTHI ayTapay. Mbl Takcama rapiooka ya3sunbls Keewii 1llTaseH-
KOBall, HaByKOBail caKkpaTapLpl yacomica «Tomacy, 3a se apAaHYIO i AO-
OpacyMAeHHYIO Ipally, sikasi He Aa3BOAiA@ MPAEKTY MaiCLi Mmap aAXOH.
MBbI TakcaMa xo4yaM ap3sikaBaub TanisiHe lupiTijoBait 3a my6AikaLbio
ToKcTay Tanca-Yabpsixa I'ymOpaxTa i 3a mpapMoBy Aa ix, a Takcama
inmbiv kaseram ma ET'Y 3a yuécax y abMmepkaBaHHe i TAAPBIXTOYKY I'3-
Tara npaexkTa. Mbl YA3S4HBISA HalbIM OAi3kiM, ceM’siM i csi0pam, sKis
MaATPBIMAIBAAL HAC, BBICAYXBAIOUbl CAMbIA PO3HBIA LIYMBbI, IUTO Y3HiKaAi
IpBI [Tpalbl HAA IAThIM IpaekTaM. bes ix Mbl 6 He paai papbl. MbI criaa-
3s51eMCsl, ILITO T3Tasl MyOAiKalbls CTaHe HEBSAIUKIM KpOKaM A sirds 60-
AbIai npaubl Hap «P.S. Soundscapes».
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INTRODUCTION
Benjamin Cope, Pavel Niakhayeu

This volume constitutes a continuation of the work done
in the exploration of sound and listening, and of contemporary
sound and musical cultures at the European Humanities Univer-
sity in Vilnius. Although our university has been a pioneer in de-
veloping the discipline of visual and cultural studies, questions of
sound, contemporary music, music communities and music in-
dustries have also been a frequent subject of investigation by both
students and lecturers'. Investigations of sounds and rhythms of
urban spaces also frequently emerge as central elements of semi-
nars, summer schools and other projects that take place with the
university’s support?.

The motivation for such a volume was, in our view, the rela-
tive dearth of research exploring the problematics of sound and
music in today’s Eastern Europe. While, as Michat Libera and
Daniel Muzyczuk discuss in interview in this volume with regard
to Poland and some recent publications in Russia also testify,
there are signs that this is changing, research into sound and con-
temporary music remains a marginalised preoccupation®.

In composing this volume, we used the term «P.S. Sound-
scapes» to refer to two parallel axes of our interests. The first was
to gesture to the fact that sound, in the age of the «visual turn»
often remains a «poor cousin» of visual and cultural studies. How-

! The themes of sound, music and music industry have been explored

at EHU in the course: «SoundLab: Sound, Music and Technologies
in Contemporary Cultures» by Pavel Niakhayeu, and — in previous
years — in courses by Maksim Zhbankou and Anastasia Komarovs-
kaya. These themes have also been the subject of theses at masters’
and bachelors’ levels, and investigated in the courses of colleagues
who deal with questions of sound and music as part of research into
contemporary visual and internet cultures, film\media studies, ur-
ban studies, studies of creative industries, or in a practical vein as
part of courses and workshops in radio, video and media produc-
tion.
2 For example: LitPro Summer School, 2008; Jamming Underused
Socialist Treasures, 2012; Urban Audio-Visual Rhythms Workshop,
2012 (Vilnius), 2014 and 2016 (Minsk); Sound & Space Workshop,
(2014, Vilnius); Mapping Sounds & Cities (2017, Vilnius); and in
lectures and discussions at the annual artistic-educational festival
Artes Liberales organized in Minsk by the academic community of
EHU since 2012.
Recent journal issues about sound in Russian include: Hosoe Au-
mepamyproe O6o3penue (2017) Vol. 148, no. 6: http://nlobooks.ru/
node/9056); Tpancaium: Mysvika Pesoatoyuu (2017) Vol. 20: (http://
trans-lit.info/vypuski/20-translit-muzyka-revolyutsii); Aozoc: Apy-
eas gpurocopus mysviku (2016), Vol. 4: http://logosjournal.ru/cgi-
bin/arch.pl?lang=ru&action=show&id=88
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ever, from the middle of the 20* century, sound has been a key element
in transformations in popular culture, in experiments at the crossroads
of art, philosophy and music, and in a reappraisal of relations between
humans and the environment. As a result, the first sense of «P.S.» in the
title of our volume is that of signalling an importance of a reflection on
the place and nature of sounds as a post-scriptum to the «primacy» of
the visual. By gathering articles by scholars from the region working on
sound, we aim to demonstrate how research into sound and listening
can enrich and transform our understanding of various aspects of indi-
vidual and social life.

The second sense of «P.S.» relates to an idea that we previously de-
veloped in a publication dedicated to urban studies, PS. Landscapes:
Optics of Urban Studies (Vilnius: EHU Publishing House, 2008). Then,
we used the abbreviation P.S. both to gesture to the post-socialist region,
and at the same time to indicate that we have serious reservations both
about whether the former socialist countries of Eastern Europe and be-
yond can be termed a region, and what precisely might or might not be
post-socialist about these spaces. In other words, the second sense of
«P.S. Soundscapes» indicates that we are interested in exploring how
thinking about sound can shed new light on current transformations
in Eastern Europe and the former USSR. Although our reflection draws
inspiration from the work of acoustic ecology and soundscape studies,
the understanding of soundscapes in this volume is broader, more meta-
phorical, than usually the case.

The texts in this volume represent a wide range of issues of concern
to scholars dealing with sounds in the region. In the first section, «Sound
and Subjectivity», we group a number of texts exploring how listening
can inflect understandings of subjectivity. Maria Yashchanka explores
the work of Belarusian artist Anton Sarokin through a consideration of
sound and psychoanalysis. Yashchanka posits that sound in Sarokin’s art
reveals underlying structures in the process of subjectivity formation,
as nuanced in the context of post-socialist Belarus. Ina Hladyshava ex-
plores the specific role of sound as used by Lithuanian émigré, avant-
garde filmmaker Jonas Mekas' in creating the genre of «diary film».
Hladyshava argues that in the film Walden sound is used to reveal the
materiality of film and embed it in the environment of its making, while
also rendering the film personal and poetic. Andrei Gornykh, mean-
while, turns his attention to how the cultural logic of late capitalism
has produced a fetishisation of sound. Starting from an analysis of the
narrative function of sound in Tarkovsky and Sartre, Gornykh explores
how cultural fragmentation has today led to the opinions of music lovers
becoming intertwined with the business logics of producers of musical
equipment.

The focus of the second section, «Music and Society», is on how
social issues are refracted through sounds. Andrey Vozyanov considers
that sounds of changing mobility practices can offer key insights into
post-socialist cities. Vozyanov argues that tracking the sounds produced
as infrastructures from different epochs come together with new trans-
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port practices provides a useful avenue for exploring how public/private
divides are being negotiated in post-socialist societies. Vita Zelenska ex-
amines the role of rebetiko through interviews with its contemporary
performers. Zelenska’s work is valuable for bringing a sociology of music
perspective to our volume, and also for exploring the complex relations
between this musical genre and Greek identity at a time of economic
and political crisis. Dmitry Koshlakov and Anatoly Stepanishchev,
meanwhile, explore the relations between sound and society through
the trope of security. In so doing, they reveal a variety of fields where
investigating sounds can enrich understandings of contemporary soci-
eties.

The volume continues with a series of contributions that expand
contexts for thinking about P.S. Soundscapes. Hans Ulrich Gumbrecht
discusses music as part of rethinking the role of «Stimmung», mood or
atmosphere, as a key trope in the contemporary humanities. The two
short essays included here present a philosophical exploration of music
as a maker of mood and a close reading of the epochal significance of the
voice of Janis Joplin. In interview, sound theorists and curators Michat
Libera and Daniel Muzyczuk discuss the context of research on sound
in today’s Poland. The volume closes with two essays. Marcin Barski dis-
cusses the significance of the sounds he has found on cassettes home-
recorded in Poland in the 1980s. Barski meditates on what changing pat-
terns of sound recording and the sounds thus gathered, which he will
release as an audio-work later in the year, can reveal about post-socialist
transformation. Finally, Aleksandr Sarna offers a provocative account of
a mysterious phonetic sign in Minsk. For Sarna, this strange and fleeting
phonemic message offers stimulation to reflect on the political implica-
tions of the regulation of the phonosphere.

The editors are very grateful for the work and patience both of the
authors and of all others who have contributed to this volume. In partic-
ular, we would like to thank the anonymous reviewers for their insightful
and considered responses to authors’ texts. We are also very grateful
to Ksenya Shtalenkova, secretary of the Topos journal, for her willing
and conscientious work in keeping this project on track. We would also
like to thank Tatiana Shchyttsova for organising the publication of and
writing the introduction to Hans Ulrich Gumbrecht’s texts, and other
colleagues at EHU for their contribution to the development of our ideas
and the preparing of this project. We also wish to thank those close to
us, our families and friends, who are willing to listen supportively to the
various noises generated during work on a project such as this: without
them, it would not have been possible. We hope that this publication can
be a modest step towards generating more work on and in «P.S. Sound-
scapes».
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