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PRIEKDVARDS

Krajuma ietverto rakstu pamata ir referati, kuri tika lasiti Daugavpils
Universitates Mlzikas un méakslu fakultates organizctaja gadskartcja zinat-
niskaja konferencg 2014. gada maija. Atbilstodi tematikai, tie iedaliti eetras
lielas grupés: |I. Ethomuzikoloiija; Il. MOzikas un muzikoloiijas vgsture;

lll. Mlzikas analize; IV. Mlzikas pedagoiija.

SadaiaETNOMUZIKOLOIIJA  sniedz ieskatu dapados ar etnomdziku
saistitos p¢tniecibas laukos, kas nodarbina dis nozares specialistu pratus
Lietuva. Rakstu tematiskais aptvcrums ir apjomigs — no iedziiinddanas arhivu
materiélos lidz etnomizikasdzivajai praksei un tas iesaistei dapadas mdsdienu
mdzikas norisg¢s.

Seno tradiciju izpctei veltitsVidas Palubinskienegaksts, kurd, balstoties
uz vgstures avotiem, autore raksturo kankiu spcles motivaciju, repertuaru
un tradicijas ziemefaustrumu Aukadtaitija; Tpadi vida izcei instrumenta iesaisti
ceremonialos, maiiskos ritualos un meditacija. To svarigi izzinat un apzinat-
jo sevidii tapgc, ka kankles spcles tradicijas tika parrautas p¢c Otra pasaules
kara. Cita aspektaapdraudcta tradicijaaplikota Romualda Apanaviearaksta.
Salidzinot etniskas mizikas arhivu ierakstus ar jaunakajiem ieskadojumiem
un ansambiu dzivo uzstadanos nesen organiz¢taja Lietuvas TV raidijumu
cikla, autors secina, ka daudzbalsigas tradicionalas mazikas izpildijums
mdsdienas biepi zaud¢ tautas muziccdanai raksturigo skaokartisko duélismu
netiek 0emts v¢ra, ka t. s. dabiskajai intongdanai jaatdiiras no tempercta
skadojuma.

Alfonsa Motuza uzmanibas centré ir Aglonas un Viidas svctvietas novg-
rotas paralcles reliiisko ritualu izpild¢ un izraudzito dziedajumu repertuara.
Egle Aleknaite analizgjot padas apkopotos materialus par etnomdzikas
atdzimdanas procesu Lietuva, uz dis bazes aprobgjusi amerikaou zinatnieka
Tomasa Turino koncepciju. Tas ietvaros mQzika aplikota pirmam kartam
ka sociala paradiba, kura iesaistitajiem cilvgkiem ir dapadi uzskati par muzi-
ccdanas sniegtajam vertibam, un i socioloiiska pieeja raisa interesi ka viens
no iespgjamiem teorctiskaatspcriena punktiemlaikmetigo noridu izvertgjuma.
EtnomaQzikas un rokmdzikas iesaistei dapados mdsdienu sarikojumos, festi-
valos, vasaras kursos u. tml. ir veltitiKristinas Apanaviéltes-Sulikienesin
Ingridas Blepavieltepctijumi. Abi raksti sniedz priekdstatu par daja joma
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Mdzikas zinatne dodien: pastavigais un mainigais — VII

pat parsteidzodi dapadam kaimidzemes aktivitatcm un aicina kopa ar rakstu
autor¢cm piedalities to kritiska analizg.

leskatities Lietuvas un Baltkrievijas m(zikas vg¢stures lappuscs rosina
krajuma otraja sadaia MUZIKAS UN MUZIKOLOIIJAS VCSTURE ) ievie-
totie materiéli. Tie apliecina, ka ari misdienas v¢l izdodas atrast senus manu-
skriptus, kas palidz rekonstruct baznicas mQzikas vgsturi. Ar vienu dadu
jaunatradumu — Viidas gariga seminara nodu gramatu (1828), kura ietverti
reliliski dziedajumi ar tekstiem latiou, poiu, krievu valoda un pat ivrita —
iepazistinaLaima Budzinauskiene.Savukart Baltkrievijas zinatnieéuJeienas
Kurtenokas un Gaiinas Cmigasraksti apstiprina, ka dis zemes kultlira sékot-
ngji ir attistijusies Jauno laiku Eiropas gultn¢ un tas veidodana ieguldijumu
devudi gan Rietumeiropas makslinieki, gan vietgjie aristokrati — makslas
miiotdji un atbalstitiji. Rakstu vertiba ir stingrs balsts bagatigi izmantotajos
arhivu materialos, ké arf Latvijas lasitdjam dota iespcja salidzinat e aprak-
stitos procesus ar profesionalas méakslas veidodanas eiropeiski orientgtajiem
celiem un apstakiiem misu zemg.

Atskadotajmakslas vesturei veltitaLeonida Meidika piedavata analitiska
apcere. Ta patiedam ieintriic lasitajus vcl lieku reizi noklausities Johana Sebas-
tidna Baha klavierkoncertu ieskadoojumus pianistes Tatjanas Nikolajevas un
diriienta Sauia Sondecka lieliskajas interpretacijas.

loti pladu uzdevumu sev izvirzijusi Virginija Apanaviéiene— sniegt pano-
rdmas skatu uz lietuviedu muzikoloiijas gaitu no pirmsakumiem lidz mQsdie-
nam. Raksta nosaukti daudzu mdzikas zinatnieku véardi, apkopota informéacija
par viou nozimigakajam publikacijam, k& ari izceltas pgtniecibas jaunas
tendences p¢dcjo pardesmit gadu laika (starpdisciplinarie pctijumi, izversta
etnomuzikoloiijas nozare u. c.). Visu ciedu kaimidzemes muzikologu darbigu-
mam un patiesam rlpgm par nacionalas muzikoloiijas attistibu!

Krajuma tredaja sadaiaMUZIKAS ANALIZE parstavctais autoru loks
ir izteikti internacionéals, un tada ir ari de aplikota mOzika. Baroka mizikas
cienitdjiem interesantu vielu analitiskAm pardomam snieg®lgas Savickas
raksts par Fransua Kupergna triosonadu vietu mdzikas formu un panru vgs-
turc. Tatjana Mdivani pievcrdas laikmetigas harmonijas tapdanas periodam
un pamazammirstodastonalitates dapadajam formam 19./20. gadsimta mija,
v¢lind romantisma parstavju daiiradg. SavukarCvalds Daugulisiztirza batisku
mizikas attistibas pad¢mienu, kas parstav reiz¢ gan harmonijas, gan melo-
dijas sfcru — proti, sekvenci. Autors iezim¢ dapadu skolu zinatnieku uzskatos
pastavodas atdiiribas o1 jcdziena skaidrojuma; pladdku uzmanibu vidd velti
sekvences lomai dpez4, ilustrgjot to ar trapigi izraudzitiem mazikas piemg¢
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Priekdvards

riem. Atdiiriga rakurséa dpeza tgcmu turpina poiu muzikologs Gpegops Rubins
vioa ieveribas loka ir &1 stila sintgze ar folkmQziku, kas radusi spilgtas izpaus-
mes poiu skadrapa un interpreta Zbigoeva Namislovska radodaja darbiba.

Vairakas apceres piedava analitiski pievilcigu, oriiinalu skatijumu uz
Rietumeiropas 20. un 21. gadsimta komponistu skaddarbiem. Te izceiams
Nataijas Hiiko raksts par Erika Satisportiskajiem opusiem, Jekaterinas
Okuodevas saistodais pctijums par leria Ligeti ciklu Nonsense Madrigals
Irinas Koposovasatzidas par jauna tipa programmatismu un ta izpausmgm
Tristana Miraja darbéd Rietodas saules trispadsmit krasadris citi raksti
veltiti kormQzikai. Marlgna Vidoicka analiz¢ kora partapdanuvokala oriestr,
kas raksturiga mdsdienu poiu komponista Andpeja Kopevska daiiradeDlgas
Dubatovskasuzmanibas loké ir kora faktlras teorctiskie jautajumi, tie risinati
saikn¢ ar laikmetiga komponista Dmitrija Smirnova skaddarbu Sparna dzim-
dana Danute Kalavinskaite pctijuma par misdienu autores Kristinas Vasi-
Tauskaites mesam secina, ka tas (atdiiriba no daudziem citiem &7 panra jaun-
darbiem!) patiedam ir piemcrotas un tiek izmantotas dievkalpojumu praksc¢
mdsdienu katoiu baznica. Nedaudz pladaku hronoloiisko spektru, sakot jau
ar 19. gadsimta nogali, aptverIrinas Gornajas raksts par sieviedu tcliem
somu vokélaja kamermazika.

Esmu parliecinata, ka lasitaju interesi piesaistis ari tie pctijumi, kuros
izskatfti latviedu komponistu skaddarbi —Andra Vecumniekaveltijums Jura
Karlsona sakralas mdzikas izp¢teun Baibas Jaunslavieteanaliz¢tas sono-
rikas izpausmes kompozicijas, kuras of tehnika lietota epizodiski un mijiedar-
bojas ar cita veida mizikas materialu.

Sonorikas tcmu, bet jau atdiiriga rakursa, turpina Ridarda boledzevska
raksts. Autors sniedz vispusigu parskatu par sonorisko efektu izmantojumu
koka pGdaminstrumentu spclg misdienas, tapcc ar raksta paustajam atzioam
bltu vertigi iepazities katram koka pddaminstrumentu spgles pedagogam
un studentam.

Tematikas zioa mazliet atstatu no citiem atrodasKarlinas fvanespcti-
jums. Tas atspoguio ar datorprogrammas palidzibu veikta un atskaootaj-
méakslai nozimiga pirmreizgja pctijuma rezultatus: uz Ligeti skaodarbadHora
lungéieskadojumu bazes salidzinatas galvenas tendences mikrointervalu
intoncdana dapéadu altistu snieguma.

SadaiasMUZIKAS PEDAGOIIJA rakstu autori — poiu kolgii Macejs
Kolodzejskis, Beate Bonna,Pavels Adams Tdossladviga Uhila-Zroska un
Eva Kumika — pctijudi dapadus b¢rnu muzikalas izglittbas un audzinadanas
jautajumus, galvenokart aprobgjot amerikdou mdazikas pedagoga Edvina
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Eliasa Gordona aizsakto pctniecisko virzienu. Nozimigai pedagoiijas prob-
Icmai veltits Jolantas Abramauskienes un Rasas Kiriauskieneaksts, kura
mcriis ir izzinat iemeslus, kas jauniediem par savcjo liek izvgicties mizikas
skolotaja profesiju. Kopuma krajums, lidzigi ka iepriekdgjos gados, sniedz
vispusigu priekdstatu par jaunakajam muzikoloiiskas domas attistibas ten-
dencgm gan Latvija, gan kaimiovalstis.

IlIma Grauzdioa
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|. ETNOMUZIKOLOIIJA

Playing the Traditional Kanklés
in North-Eastern Aukdtaitija (Highlands)
(in the Second Half of 19" Century — 20" Century)

Dr. ethnology Vida Palubinskiené

Professor of the Lithuanian University of
Educational Sciences, Faculty of Education

The kanklés of northeastern Aukétaitija (Highland) were spread in the
districts of Birpai, Rokidkis and Kupidkis. The use of this musical instrument
was observed in the traditional culture until the middle of the 20" century.
As the presenters no longer possess this kind of instrument, it is possible to
discuss it only on the basis of informants’ stories, museum exhibits, the data
collected during the interwar period and the ethno-instrumental expeditions.
The kanklés of northeastern Aukdtaitija are assigned to the first type. This
type contains the most archaic, skiff or coffin-shaped instruments, which
are sculpted or carved from a single piece of wood, painted black and have
5 or, though rarely, 4, 8, or 9 strings. The main repertoire consisted of instru-
mental glees. Itis believed that the initial purpose okanklésin northeastern
Aukataitija was ritual, magical, and that of meditation (contemplation), which
was identified later. After the changes in traditional ways of life, collapse of
cultural frames, the status and the image of th&kanklés and kanklés players
changed beyond recognition in the second half of the 19 century and the
20" century. The symbolic and mythical role ofkanklés and kanklés players
disappeared together with the changes in cultural situation.

Introduction

Folk traditions, language, religion, customs and rituals have played an
important role in the development of social forms and human spiritual culture
over thousands of years. These are integral parts of human and national
self-awareness (Tarnauskaité-Palubinskiené 2009: 297). According to Juozas
Kudirka, “the nation would disappear without them” (Kudirka 1991: 5).

11
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Almost all the achievements of folk culture (particularly those in oral and
artistic activities) have become an integral part of customs and rituals, which
have been handed down from generation to generation almost unchanged.
According to Prané Dunduliené, “though such standardisation promoted
routine and certain backwardness, it also played a progressive role because
it contributed to preservation of achievements of folk material and spiritual
culture accumulated over centuries” (Dunduliené 1991: 11).

The north-eastern Aukdtaitija kanklés with five strings were first time
mentioned and described in the guide of Birpai region (Birpai [...]: kanklés,
an instrument with 5-12 metal strings, made in the Lithuanian willow
Pylwitis” 1) written by ethnographer Eustachy Tyszkiewicz in Polish in 1869
(Tyszkiewicz 1869: 19—22). The form, the number of strings and the methods
of production were described there and the publication also contained a
picture of five-string kanklés. The author compared kanklés with Russian
gusli (hudle gaeU)i and the name of this instrument was used in its dialectal
form: kunkliai .

Comparing Lithuanian kanklés (kanklus) with the related Latvian, Finnish,
Estonian and Russian instruments, the professor Eduard Volter, another
scientist of that period and one of the most active members of the Russian
Geographic Society, made the conclusion thatanklés had originated from
Finnish kantele (ledydoa 1882: 13).

The folklorist and canon Adolfas Sabaliauskas (pseudonynipalia R(ta)
is considered to be the first researcher of vocal and instrumental music of
Birpai region and its propagator. In his article Sutartinesir musu muzikos
inrankiai (“Glees and Our Other Musical Instruments”) written in 1904 he
presented a brief but comprehensive description okanklés, their tuning,
traditions of production and playing techniques (Palia Ruta 1904: 25-39).
Next to description of kanklés (knowledge adequate to that published in
1904), other articles biemig — rytieeig lietuvig tautiné muzika (“National
Music of biemiai — Eastern Lithuanians”; Sabaliauskas 1911b) andLietuvig
dainos ir giesmés odiaurrytinéje Lietuvojg(“Lithuanian Songs and Glees in
Northeastern Lithuania”) written by Sabaliauskas together with the Finnish
professor August Robert Niemi (Niemi, Sabaliauskas 1912: 1, 15), specified
the information on tuning of kanklés on the basis of the sound system of
kanklés compiled by Jurgis Lapiené from Krikdéiai. The last work by Saba

1 In Polish: “Birpe [...]: Kunkle, instrument ze strunami od 5 do 12 metalowani,
robiony z wierzby po litewsku bylwitjs ”.

12
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liauskas, i.e., the collectionLietuvig daing ir giesmig gaidos(“Music Notes

of Lithuanian Songs and Glees”) published in 1916 (Sabaliauskas 1916:
153-157) is one of the most valuable sources not only for research on glees
but also onkanklés. It includes three examples of melodies for playindganklés
(kankliai), the description of Martynas Lapiené as a presenter of the melodies
as well as the picture of five-stringkanklés, which had been previously
published in the article in 1904. Therefore, this material was the first com-
prehensive source, which served as basis for other researchers kamklés,
who focused on northeastern Aukdtaitijakanklés.

The folklorist Stasys Paliulis collected and announced exhaustive infor-
mation on the tradition of playing five-string kanklés and their players in
Birpai region (Vypintas 2002).

The musicologist Juozas bileviéius analysed the links between the
kanklés of Baltic nation with folklore and mythology. On the basis of folklore,
he made the conclusion thatkanklés is not only of Baltic but also of Lithu-
anian origin. bileviéius was the first to pay attention to the fact that kanklés
was made not only after the death of a person but that water “was always
necessary” for the production of this instrument (Pileviéius 1937).

The results of the research on théanklés of northeastern Aukdtaitija
are presented in the articldLietuvig kanklés (“Lithuanian kanklés") published
by Zenonas SlaviGinas (Slavinskas [Slavilnas] 1937). This is the most rele-
vant work on traditional kanklés of the first half of the 20" century. Similar
to Pilevieius, SlaviGnas insisted on the version of the local origin of
kanklés and stated that “Baltic-Finnish kanklés must have originated from
the area inhabited by nations that make upkanklés cycle”. According to
him, “the abundance of original kanklés (five-string kanklés in particular)
in northern and eastern Lithuania would indicate that the location of the
origin of Baltic-Finnish kanklés could have included the areas inhabited by
the Baltic peoples (aests), perhaps in northern and eastern Lithuania, where,
according to the data, Finnish tribes used to live as well” (Slavinskas [Sla-
vilinas] 1937: 291). Slavilinas presented the first classification dfanklésin
his study.

The latest studies orkanklés of the Baltic nations, their typology, distri-
bution maps, the versions of the origin of this instrument are presented in
the collective monographSenosios kanklés ir kankliavimag“The Old Kanklés
and Playing Kanklés”) by Lithuanian researchers (Apanaviéius, et al. 1994).
The classification, the versions of origin and the distribution ofkanklés are
discussed in the articles published by Romualdas Apanavi€ius (Apanavieius
1986; 1989). His classification of kanklés was based on the construction of
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instruments, the numbers of strings and the peculiarities predetermined by
ethnographic-areas.

The reference booKLietuvig liaudies muzikos instrumentai (“Lithuanian
Folk Music Instruments”) written by Marija Baltréniené and Romualdas
Apanaviéius in 1991 contains the authors previous knowledge and the descrip-
tions of traditional kanklésstored in museums as well as the latest typology
by Apanavieius (Baltréniené, Apanaviéius 1991). The customs of playing
kanklésare available in the bookBaltg etnoinstrumentologija (“Baltic Ethno-
instrumentology”) by Apanaviéius (Apanavieius 1992), the research on the
ethnic music of northern Lithuania are described in the monographEtniné
muzika. Diaurés Lietuvos kultiros paveldag“Ethnic Music. Northern Lithu-
anian Cultural Heritage”; Apanaviéius 2009), the research data onkanklés
are discussed in the articles by Marija Baltréniené (Baltréniené 1989; 1990;
1991; 1996).

The article Baltijos tautg kanklig ornamentika (“Ornamentation of
Kanklés of Baltic Nations”) by the ethnologist Rlta Bimonyté-pbarskiené
analyses the ornamentation ofkanklés and the purpose of this instrument
(Bimonyté-barskiené 1995).

The newest publications on archival records are presented by Austé
Nakiené and Radta barskiené (Nakiené&, barskiené 2004). The aforesaid publi-
cation contains the restored records and the transcriptions okanklés.

Audra Trapulionyté’s bachelor paperBirpg kradto kankliavimo tradicijos
bei jg paralelés Baltijos tautg kanklig arealg(“Traditions of Playing Kanklés
in Birpai Region and Their Parallels in the Areal ofKanklés of the Baltic
Nations”; Trapulionyté 1999) focuses on the traditions of playing kanklés
in northeastern Aukdtaitija and their parallels in the areal ofkanklés, whereas
the same author studied the tradition of the homophonic playing of five-
string kanklésand their interrelations in her master paperSuomijos, Karelijos
ir Birpg kradto homofoninio kankliavimo penkiastygémis kanklémis tradicija
bei jos tarpusavio rydiai(“Tradition of Homophonic Playing of Five-String
Kanklésin Finland, Karelia and Birpai Region and Its Interrelations” (Trapu-
lionyté 2001).

Playing kanklés in northeastern Aukdtaitija has been analysed by the
author of this publication in her works Tradicinis kankliavimas: istorija,
metodika, repertuaras(“Traditional Playing of Kanklés: History, Methodo-
logy, Repertoire”; Tarnauskaité-Palubinskiené 2001) andKanklés lietuvig
etningje kultlroje (“ Kanklés in Lithuanian Ethnic Culture”; Tarnauskaité-
Palubinskiené 2009) as well as in other articles (Palubinskiené& 2001; 2002;
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2010; 2011). The audio cassette containing the archival records dkanklés
music has been prepared and issued by the author of this artide

On the other hand, playing traditional kanklésin homes of northeastern
Aukaétaitija has not been analysed separately. Therefore, on the basis of the
published works, the data of ethno-instrumental expeditions, other
information, an attempt will be made to overview the kanklés and kanklés
players of northeastern Aukdtaitija as well as to determine the repertoire of
traditional kanklésand the traditions of playing this instrument.

The object of the research playing traditional kanklés of northeastern
Aukotaitija.

The aim of the researchto identify the purpose of northeastern Aukdtai-
tian kanklés and the traditions of their use.

The objectives to overview the written sources and the data stored in
museums and collected during the interwar period and ethno-instrumental
expeditions about thekanklésand kanklésplayers of northeastern Aukataitija;
to determine the repertoire of traditional kanklés and traditions of their
playing.

Methods: the analytical, comparative-historical and systematic methods.

Key words: traditional kanklés, kanklés players, music playing, reper-
toire, traditions.

The kanklés of northeastern Aukdtaitija
Museums

Following the classification of traditional kanklésby Romualdas Apana-
vieius presented in 1986, thekanklés of northeastern Auk®dtaitija are ascribed
to the first type. These are the most archaic, skiff or coffin-shaped instruments,
which are sculpted or carved from a single piece of wood. The carcass usually
is six-sided, sometimes semicircular, the front tip is much higher than the
tail with a small slope angle. It has a little protruding chump. Kanklés are
painted black and have 5 or, rarely, 4, 8, 9 strings. Thus, Apanaviéius identi-
fied three types of instruments known inkanklés territories, spread in geo-
graphical zones from south to north-east (Apanaviéius, et al. 1994: 12). The

2 Lietuvig liaudies muzika. Kanklés (1996). 1: 1935-1937 m. &radai id Lietuvig
literatQros ir tautosakos instituto Lietuvig tautosakos rankradtyno rinkinig . Sudary-
tojas Vida Palubinskiené. Vilnius: Bonifa, audio cassette, 51:1 min.
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most archaickanklés of the first type were found in the prehistoric lands of
Selonians in northeastern Aukdtaitija (in districts of Birpai, Rokidkis and
Kupidkis).

The biggest number ofkanklés of this type are stored in SiauliaiAudra
Museum, SélaMuseum of Birpai district, Lithuanian National Museum,
Mikalojus Konstantinas Eiurlionis National Museum of Art, Museum of
Rokidkis Region, the Russian Museum of Ethnography in Saint Petersburg,
Vytautas the Great War Museum, Panevépys Museum of Regional Studies
Lithuanian Theatre, Music and Cinema Museumand Open-Air Museum of
Lithuania. Newly discovered exhibits of kanklésare stored in SiauliaiAudra
Museum and Kretinga Museum of Regional Studies (Apanavieius, Tarnaus-
kaité-Palubinskiené 2011). In 1990, the instruments reached the museums
from the Church of St. Peter and Paul in bagaré (Jonidkis district), where
they had been brought from Lithuanian War Museum of Vytautus Magnus,
Mapeikiai Alka Museum and Kretinga Museum of Regional Studies and
stored after World War II.

Table 1.
North-eastern Aukdtaitija kanklés in museums

Numbers of
exhibits

Siauliai museumAudra, Department of Ethnography (BAM EB) 7+11

SelaMuseum of Birpai District (BKM) 8

National Museum of Lithuania (IEM EM)

Mikalojus Konstantinas Eiurlionis National Museum of Art

(EDM Lt)

Museum of Rokidkis Region (RKM)

T~he Russian Museum of Ethnography in Saint Petersburg

(AMY)

Vytautas the Great War Museum (KIM)

Panevépys Museum of Regional Studies (PKM)

Lithuania Theatre, Music and Cinema Museum (TMM ED)

Open-Air Museum of Lithuania: Sector of Folk Instruments

(LBM)

Kretinga Museum of Regional Studies (Kr KM)

Samogitian MuseumAlka in Mapeikiai

Museums

[ T I = TS S TR Y OO VY I NG N
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According to Grapina Didpgalviené&, the senior museum specialist of
Siauliai AudraMuseum, and the records in the registers of exhibits, “[...] the
trip of lost kanklés to Siauliai ‘Audra’ was rather long and complicated”
(Apanavieius, Tarnauskaité-Palubinskiené 2011: 26). Out of 11 discovered
kanklés currently stored in the museum, 7 instruments are assigned to the
group of traditional instruments and only 5 kanklésare ascribed to the group
of traditional instruments and only 5 kanklés are ascribed to the first type.

The majority of exhibits of traditional kanklés were collected in the
county of Birpai (19), three instruments were found in the county of Rokidkis,
one kanklés — in the county of Panevépysand the Vitebsk province. The
place, where five other instruments have been discovered, is unknown.

The kanklésof the first type were spread in the territory of northeastern
Aukataitija and were used in traditional culture until the middle of the 20™
century. As the presenters no longer possess this kind of instruments, it is
possible to discuss them only on the basis of informants’ stories, museum
exhibits, the data collected during the interwar period and ethno-instrumental
expeditions, as well as the museum exhibits (Tarnauskaité-Palubinskiené
2009: 49).

The carcass of northeastern Aukdtaitijekanklés is carved. The bottom
of the exhibits is mainly six-sided. However, there are instruments with
semicircular or four-sided bottom. The wide end of kanklés ends with a
narrow point, whereas the narrow end is cut sharp. In some cases the thin
end is extended.

String holders are wooden, inserted from the bottom. The strings are
fixed to nails hammered to the body at the narrow end. In some cases the
strings are fixed by nails, sometimes the needle is wreathed by a feather.

Most frequently, such instruments have 5 strings. Though 4 and 7 string
kanklés were received not from northeastern Aukétaitija, the instruments
are ascribed to the examples of typical northeastern Aukdtaitiarkanklés.
The instruments of the first type are decorated by four-leaf and six-leaf
stars, by two S letters and other resonance carvings (narrow, straight, etc.).

Kanklés were most frequently painted black and the instruments were
produced both in a nice and a rather coarse manner.

8 Grapina Tymukaité-Didpgalviené&, born in 1957, Gyvai village, Rokidkis district;
lives in Siauliai.

4 Rozalimas rural district, Panevépys county; Lygumos rural district, Siauliai county.

5 R¢zekne county, Vitebsk province.
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Figure 1. The kanklés of northeastern Aukdtaitija
(the instrument of Adolfas Sabaliauskas’ grandfather).
Mikalojus Konstantinas Eiurlionis National Museum of Art
(EDM Lt 2589). The county and volost of Birpai, Mileidiai village,
the picture made by Riéardas Rudinskas, 1989

The kanklés, which is currently stored in Siauliai AudraMuseum (BAM
EB 5142) and has been missing after being exhibited in th&ytautas the
GreatWar Museumin 1937, is a typical exhibit of northeastern Aukétaitian
kanklés. This instrument is carved, six-sided and shell-shaped, painted black,
with peeled off paint and cracks on the body ofkanklés. The wider end is
slightly higher than the narrower one.

Figure 2. The kanklés of northeastern Aukdtaitija.
Siauliai Audra Museum (BPAM EB 5142). The county and
volost of Birpai, Rinkudkiai village, kanklés received from
Jonas Variakojis. The picture made by Vida Palubinskiené&, 2010

Other types of kanklés were not a typical phenomenon in northeastern
Lithuania and were seldom found.

The traditional kanklés of northeastern Aukdtaitija were only slightly
modified: the body slightly increased as well as the number of strings, but
the instrument itself did not change and thesekanklés were not further
modified. The production of a number of exhibits was influenced by classical
musical instruments and those of other nations (Latvians).

The tradition of playing the most archaic kanklés of northeastern Auko-
taitian type disappeared approximately in the middle of the 20" century.
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The original instruments are stored only in museums, whereas since 1970s
masters have been making five-stringanklésstrictly following the examples
of the traditional instruments. In the end of the 20" century, some masters
made attempts not only to reconstruct thekanklés of this type but also to
modify them according to the museum exhibits. The body was made slightly
bigger and was polished, the wooden string holders were replaced by metal
ones, more strings were added and the instrument was ornamented more.

Data of the interwar period and ethno-instrumental expeditions

Extensive information on construction of kanklés is available in the
archival registers of negatives of photographs (19291961) by Balys Buraéas;
they are stored in Kaunas Museum of History and Ethnography. The pictures
of kanklés and kanklés players made by Buraéas are priceless and provide
the information about the forms and the constructions of instruments.

In his manuscripts, Buraéas presented a comprehensive description of
how kanklésplayer Petras Lapiené explained the traditions okanklésproduc-
tion. He used to say: “[...] a tree (maple, ash) forkankléshas to be cut down
in winter time but not in spring time. The tree should not contain any liquids.
The upper board of kanklésis made of fir or, less frequently, of black alder.
The top of the tree from the depth of the forest was used for this purpose.
Such tree is crunchier and its sound is louder”. It was believed that the sound
of kanklés was better (or perhaps more sorrowful) if the tree for kanklés
was cut by a person, who had recently lost a close relative (Baltréniené 1990:
27). It was also believed that the feeling of pain after loosing a close person
would be transferred to the cut tree. Petras Lapiené told Buraéas about a
kanklés player, who rushed to cut a tree for kanklés after his father had
died. Lapiené assured that it was not easy to produce gookanklés, therefore,
the instruments were carefully preserved and passed on from generation to
generation until they showed wear (Tarnauskaité-Palubinskiené 2009: 52).
The strings of kanklés were made of steel or copper.

In his manuscripts of 1930 Buraeas mentioned sever&lanklés players
of northeastern Aukétaitija: Petras Tamadilina®s who played a 250 years

6 Buraeas, Balys (19291961). Asmeninés negatyvg registracijos knygognanus-
cripts]. Kaunas: Vytauto Didpiojo karo muziejus.

7 See the previous footnote, the archival register from 19371938.

8 Petras Tamadilnas, born in 1849, Vilmé grange, Gendvilai village, Kupidkis
rural district, Panevépys county; date of death unknown.
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old five-string carved instrument inherited from his father, Konstantas Gabra-
nag, and Auguté Vireliinaité!®, who played their own kanklés. There is no
detailed information about the latter instruments.

During the period described by Buraéas (1937), a five-string carved
kanklés was a highly rare phenomenon, though there were a great number
of them in the countryside prior to World War | (1914 —1918; Tarnauskaité-
Palubinskiené 2009: 53).

In his study Lietuvig kanklés (“Lithuanian kanklés’) Zenonas SlaviGinas
wrote that Petras Lapiené “used to playkanklés inherited from his father,
but in 1924 he made a new five-string instrument. For a long period of time
he used to play only five-stringkanklés. According to Lapiené, kankléswas
able to forecast the weather: the hollow sound ofkanklés indicated soft
weather (rain or snow) and if the sound was sonorous, the fine weather
could be expected” (Tarnauskaité-Palubinskiené 2009: 277).

Kazys bitkus!?, the secretary of Aukusti Robert Niemi, mentioned
kanklés and kanklés players in 1935. He wrote about the visit of Professor
Niemi from Finland to Sviliai during his folklore expedition in northeastern
Aukadtaitija in 1910. The inhabitants of the village organised a concert of
instrumental music, which ended withkanklés playing. The professor became
very interested in the instrument and asked th&anklés player (the surname
is not mentioned) where he had got it from. It turned out that the player had
inherited it from his father. The player had intentions to burn kanklésand,
therefore, he sold the instrument for a silver rouble to Niemi. The professor
thought it to be an instrument of Finnish type but he did not know how
kanklés had appeared in Sviliai (Tarnauskaité-Palubinskiené 2009: 54).

The work of Stasys Paliulis Apadéios apylinkig liaudies muzikantai
(“Folk Musicians of Apadeiai Surroundings”; Paliulis 1985) makes reference
to the following kanklés players of Birpai region: Tomas Paliuli$?, Krisius
Dagys®, JokObas Treéioka%* (all members of his family were able to play
kanklés), Lapinskas'®, Jonas Plepas (Plepy®) Petras Lapien&’, Martynas

9 Konstantas Gabranas, Depeta village, Kupidkis rural district, Panevépys county;
date of birth unknown.

10 Auguté VireliGinaité, born in 1917, Aukdtupénai village, Kupidkis rural district,
Panevépys county.

11 Kazys bitkus — Vincas Stonis.

2 Tomas Paliulis (Tamodius), 1846-1922, Sviliai village, Birpai district.

18 Krisius Dagys, 1862-1933, Kadarai village, Birpai district.

14 JokObas Treeiokas, Dukurniai village, Birpai district; date of birth unknown.
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Klibas'®. Martynas Lapiené" produced kanklés himself from alder, fir or
apple trees. Hiskankléshad 5 horsehair strings (hair of his black bay horse),
or strings made of goat guts or metal. The instruments were divided according
to their sound: merry, hard and sorrowful. Kanklés were made by Petras
Lapiené and Jonas Plepas (Plepys).

In the work Sutartinig ir skuduéig keliais (“Following the Paths of
SutartinégGlees andSkudueiaiPan Pipes”) (Vypintas 2002: 242-277), Stasys
Paliulis describes a large family of Motiejus Biéilna¥ (ten children). His
son Juoza$ stayed and lived in his parents’ farm. He was a good player of
a five-string self-madekanklés. Paliulis also mentioned Kazimieras Truein-
skag”? and his father Trueinska$?, who had been a big lover ofkanklés. The
latter had made two kanklés of different sizes. “Kunkliai had five strings.
Strings were made of copper and they were bought in shops. Next to each
string there was hole made with raking drill” (Vypintas 2002: 251). Alek-
sandras Buténa¥ and Treéiokas® also possessed self-madenklés, which
were slightly bigger. Vasiliauskag® owned an instrument of very sonorous
sound. The brothers Jak{bkog” were prominent kanklés players of Birpai

15 Lapinskas, born sometime around 1860, Satkdnai village, Birpai district; date
of death unknown.

6 Jonas Plepas (Plepys), 1867—-1955, Dukurniai village, Birpai district.

17 Petras Lapiené, 1864—1962, Kviridkis grange, Birpai district.

18 Martynas Klibas, born in 1840, Bimpelidkés village, Birpai district; date of death
unknown.

1% Martynas Lapiené, 1822-1919, Krikdeiai village, Birpai district.

20 Motiejus Biéilinas, 1859-1932, Dieveniai village, Pandélys rural district, Birpai
district.

21 Juozas Biéilinas, born in 1892, Dieveniai village, Pandélys rural district, Birpai
district; date of death unknown.

22 Kazimieras Trueinskas, born in 1857, Paguriai village, Pandélys rural district,
Birpai district; has lived in Kilueiai, Muimelidkés village, Birpai district; date of death
unknown.

% Trueinskas, born around 1832, Paguriai village, Pandélys rural district, Birpai
district; date of death unknown.

24 Aleksandras Buténas, Paguriai village, Pandélys rural district, Birpai county;
date of birth unknown.

% Treeiokas, Radeilnai village, Pandélys rural district, Birpai county; date of birth
unknown.

% Vasiliauskas, born in 1847, Bakdénai village, Vabalninkas rural district, Birpai
county; date of death unknown.

27 Jakdbkos, Petrodidkis village, Vabalninkas rural district, Birpai county; date of
birth unknown.
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region and they both had their own instruments. In 1936 M. Stakioniené&®

told Stasys Paliulis that her father used to hav&anklés. “ Kunkliai was painted
dark and were good looking. It had seven strings if | remember correctly.
The strings were yellow, made of copper. He used to plakanklés and sing.

My father’s brother also had kanklés and they both used to play together.
Sometimes they would bringkanklésto the estate and would play for dances”
(Paliulis 1959: 381).

Adolfas Sabaliauskas collected and presented extensive valuable informa-
tion on the players of north-eastern Aukdtaitijakanklés, kanklésthemselves
and music played. Discussindcanklés (kanklius) he wrote that “ kanklésis a
carved oblong spiel or a coffret of ash or maple with a fir top, which contains
strings stretched using wooden holders” (Sabaliauskas 1911b). Sabaliauskas
also published a drawing, wherekanklés are presented among musical instru-
ments of Birpai region (Sabaliauskas 1916: 153—-157).

In his article Latviedu-leidu tautas mazikas instrumenti(“Instruments
of the Latvian-Lithuanian folk music”, Volters 1892), Eduard Wolter presented
the drawing of a typical five-string kanklés of north-eastern Aukétaitija from
the county of Rgzekne®, where this instrument is compared with related
Latvian, Estonian and Russian instruments. This exhibit was drawn by Romu-
aldas Apanaviéius in the Russian Museum of Ethnography in Saint Petersburg
in 1987 (Tarnauskaité-Palubinskiené 2009: 54).

Christian Bartsch presented the picture of a typical seven-stringanklés
(Bartsch 1889: 14), whereas Franc and Helen Tetzners wrote that “in 1866
the church book of Burckhard mentioned kanklés, which were produced by
people of Nida in their book Dainos. Litauische Volksgesange (Tetzner,
Tetzner 1897: 61; Sabaliauskas 1916). A five-string smakanklés (“die kleine
Kanklys™) was depicted for the first time (Sabaliauskas 1916: 62). The form
of its carcass is six-sided and the instrument is ascribed to the first type and
originates from Russian Lithuania. According to Romualdas Apanaviéius
and Nida Visockaité, this instrument has reached Lithuania Minor from
north-eastern Aukdtaitija (Visockaité 1989: 16).

The data of the interwar period about the modified traditional kanklés
of Aukdtaitija are not available.

During the ethno-instrumental expeditions organised in 1989 and 2009,
61 cases of recent presence dfanklés or playing kanklés were identified.

2 M. Jak(bkaité-Stakioniené&, born in 1856, Petrodidkis village, Vabalninkas rural
district, Birpai county; date of death unknown.
2 Rg¢zekne county, Vitebsk province.

22



V. Palubinskiené. Playing the Traditional Kanklésin North-Eastern Aukétaitija (Highlands)..

The presenters depicted examples of Banklés from memory. The biggest
numbers of facts concerning the traditional playing of kanklés (27) were
recorded in Birpai district, 3 in Rokidkis district and 2 in Kupidkis district. 6
drawings of kanklés were made in Birpai district as well as 21 examples of
traditional kanklés, 6 examples of the third type instruments and 29 examples
of modified kanklés.

Table 2.
Data of ethno-instrumental expeditions (1989, 2009)

2 5
. =~ £ L Numbers
No. District ¢ % 2 of strings Presenters
X 8
1. Birpai 21 6 I 3-5 Alvina Lapienyté-Aidpariené
district I, 5 Kostas Lapiené
6 3 HLn, 10,12  Povilas Plepas (Plepys)
14 np 16,20  Marija Pleivaité-Plepiené
15 4 np 24 Emilija Janudevieilté-Plepiené
Truskaité
Broné berniené
Andrijus Vaieilinas
Kazimieras Staké
Petras Deglis
Marcelé Garjoniené
Kvederavieius
Specialists of Birpai MuseumSéla
Valerija Jokubénaité-lkamiené
Jonas Véjinis
2. Rokidkis 3 np 17 Paulina Gikyté-Tumiené
district Julija Baltudkaié-Starkuviené
3. Kupidkis 2 np 17,20  Jonas Dilys
district Adomas Petrauskas

Alvina Aidpariené®, a kanklés player’'s daughter from Kilugiai village
remembered a five-stringkanklés made by her fathef* in 1924 (stored in
National Museum of Lithuania, No. 2974) and another instrument, which
later came into Zenonas SlaviGinas’ possession (Slavinskas [Slavilinas] 1937:

%0 Alvina Lapienyté-Aidpariené&, born in 1909, Kviridkis grange, Birpai county;
has lived in Kilugiai village, Birpai district.
81 Petras Lapiené, 1865-1962, Kviridkis grange, Birpai county.
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275). She also remembered the instruments of her uncle Jonas Lapiéhénd
her grandfather Martynas Lapien&. They all played typical five-string kanklés.

The presenter Kostas Lapien# played self-made five-stringkanklés.
He remembered the instruments of his father Jonas Lapienég, his uncle Petras
Lapiené and his grandfather Martynas Lapiené.

Povilas Plepas (Plepy®), son of kanklés player Jonas Plepas’ (Plepy$)
and two daughters-in-law Marija Plepien&’ and Emilija Plepiené&® told about
Jonas Plepas (Plepys)’ instrument.

Figure 3. Jonas Plepas (Plepys)’ homestead, Birpai district,
Dukurniai village: his son Povilas Plepas (Plepys)
and his granddaughter Edita Pegeilinaité.
Personal Povilas Plepas’ (Plepys) archives, 1971

%2 Jonas Lapiené, 1864—1943, Kviridkis grange, Birpai county.

% Martynas Lapiené, 1827-1910, Kviridkis grange, Birpai county.

34 Kostas Lapiené, born in 1927, Kviridkis grange, Birpai county; lives in Birpai.

% Povilas Plepas (Plepys), born in 1906, Dukurniai village, Papilys rural district,
Birpai county; has lived in Satk(nai village, Kuprelidkis, Birpai district.

% Jonas Plepas (Plepys), 1867—1955, Dukurniai village, Papilys rural district, Birpai
county.

87 Marija Pleivaité-Plepiené, born in 1915, biobai village, Birpai county; lives in
Satkdnai village, Kuprelidkis, Birpai district.

% Emilija Janudevieilté-Plepiené, 1902-1990, Dukurniai village, Papilys rural
district, Birpai county; has lived in Satk(nai village, Kuprelidkis, Birpai district.
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The presenter Truskait&®, a teacher, re-
collectedkankléswith 4 or 5 strings. Juozas
Jonikas' and Petré Bilineviéilté! played 4—
6 string kanklésmade by thekanklés master
Bilinevieius*. Broné bernien&, a teacher
from Birpai, remembered seeing a girl, who
played a 3-5 string greyish wooderkanklés.

The specialists from BirpaiSélain-
formed about and drew an instrument of
kanklésplayer Krisius Garjonis*. Moreover,
the Museum presented the photograph of
Krisius Garjonis, where he poses with the
described instrument.

This instrument (taking into account
the wooden spikes) has five strings, but it

Figure 4. Kanklés player lacks the upper board and the strings. Gar-
Krisius Garjonis. jonis played kanklés, which was inverted:
Birpai SélaMuseum string holders were not on the left but on

(BKM 10600), the county of  the right side of akanklés player (Tarnaus-
Birpai, Klausuéiai village,  kaité-Palubinskiené 2009: 53).
1989 Later, when social structures underwent
changes and under the influence of various
ethnic cultural processes, the first typekanklés ceased to be used in the
traditional culture of the middle of the 20 ™ century. A large number of exhibits
were destroyed and became the property of museums or private individuals.

Playing north-eastern Aukdtaitijakanklés

Data on playing a five-string north-eastern Aukdtaitija kanklés of the
first type are very scarce. On the basis of the workLietuvig kanklés by
Zenonas Slavilinas (Slavinskas [Slavilinas] 1937), the records of 1935-1937
stored in the Manuscript Department of Lithuanian Folklore, the data

% Truskaitg, born in 1919, Latveliai village, Parovéja indenting, Birpai district.
40 Juozas Jonikas, Nemunélis Radvilidkis town, Birpai county; date of birth unknown.
4 Petré Bilineviéilté, Vabalninkas town, Birpai county; date of birth unknown.
42 Bilinevieiaus, Vabalninkas town, Birpai county; date of birth unknown.

4 Broné Dberniené, born in 1931, Birpai district.

4 Krisius Garjonis, 1845-1939, Klausueiai village, Birpai county.
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collected during the ethno-instrumental expeditions in 1989 and 2009, there
have been attempts to restore the techniques of playing Aukdtaitijkanklés.
The limited knowledge creates an impression that these techniques are very
archaic as is the old north-eastern Aukdtaiéiai.

The tradition of performing glees on kanklés existed in north-eastern
Aukadtaitija (Tarnauskaité-Palubinskiené 2009: 153). The records of direct
adopters of the traditions (Petras Lapiené and Jonas Plepys) and their remarks
about playing initiate the research on them and their comparison. Both
musicians played in a different manner starting with holding the instrument
and finishing with the style of playing.

Tuning of kanklés and their position while playing

According to Rimantas Sliupinskas, five-stringcanklés of north-eastern
Aukoétaitija are stringed using the second pentachord of “undetermined
volume”*, The tones of the shortest and the longest string are tuned to an
interval of a fifth, the remaining ones from the top to bottom — by seconds.
The strings were stroke with a finger to test if the instrument was properly
tuned. Kanklés was also tuned in quints only: “while tuning the strings,
every fifth one is tuned (in quints), if the fifth strings cannot be tuned, they
tune every third (tierce) and, thus, all the strings are tuned” (Slavinskas
[SlaviGnas] 1937: 283). However, the corpus ofkanklés differed because
while tuning the instrument, the musicians were hardly able to differentiate
between the major and the minor second intervals. Such relations between
intervals are best determined in the definition developed by the ethnomusi-
cologist Eduard Alekseyev: “opened, floating concord” (Tarnauskaité-Palu-
binskiené 2009: 154). According to Romualdas Apanavieius, this is the feature
that is characteristic of ethnic music, which is based on the natural rather
than on the tempered concord. It is also typical of tuning of corpora of
kanklésin other regions of Lithuania (Apanavieius 1994).

Kanklés were coordinatedby earin accordance with chanted contrac-
tual — mostly double and four lines corpora. The harmonic series consisted
of an unspecified amount of large and small seconds, and the volume of
sound vocabulary — mostly a quint. The instruments were tuned applying
two scales: major pentachord and augmented quint, whereas homophonic
melodies employed major and minor pentachord.

4 The musicologist Rimantas Sliupinskas comments to the author during the
defense of the dissertation. Kaunas, March 9, 2007.
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Table 3.
Scales of instrumental tuning of vocally chanted glees
and homophonic melodies

No. Name, surname Title of the work Corpus
1. Jonas Plepys Glees:Antinas antelae O kur g a h ciddist
lapelé guléjo, lylia; Tatuj, (augmented quint)

saduta Du pali berpeliai; etc.
2.  Petras Lapiené Glees:Du pali berpeliai; Obelyt  a h cisdis'e
grapuolyt; Saduto rdto; Sidijo, (major pentachord)

berpel etc.
3. Martynas Lapiené Melodies: Liap liap ; Pjesé dtetflgtat

Kazacka (minor pentachord)
4.  Petras Lapiené Dance: Kazokas (Astriokeg a h cisde

mardag (major pentachord)

The concord of kankléswas not so clear and constant compared to that
of western Aukdtaitija, Pemaitija or Suvalkija. Tuning of kanklésaccording
to chanted glees used to establish different relations among them. Therefore,
sometimes the major second would occur instead of the minor one and vice
versa. There is an impression that players dfanklésin north-eastern Aukd-
taitija cared not so much about tuned strings but more about the procedure
of string tuning and corpus (Tarnauskaité-Palubinskiené 2009: 155). The
attempts were made to ensure that each sound is higher at the second interval,
however, less importance was attached to the problem of major or minor
second. This kind of tuning is considered to be particularly archaic.

The kanklés player Petras Lapiené used two methods of instrument
tuning, whereas Jonas Plepas (Plepys) applied as many as five methods of
tuning kanklés. As it has been mentioned before, different sequences of major
and minor seconds show that it was not so important to musicians whether
the second concord would consist of major or minor second intervals. They
used to tune theirkanklés the way they were taught by parents, grandpa-
rents, great-grandparents and, finally, the way they heard accords on that
day. It is even considered that the oldkanklés players could hardly diffe-
rentiate accords of major and minor seconds (Tarnauskaité-Palubinskiené
2009: 155).

Players ofkanklésin north-eastern Aukdtaitija used to put their instru-
ments on knees or on the table, the shortest string being the closest to a
player. Kanklés used to be hold evenly. According to Petras Lapiené and
Adolfas Sabaliauskas, musicians would play holding the instrument on their
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chest in a horizontal position*® or even on the stomacl’. Emilija Plepiené&?®
pointed out that Jonas Plepas (Plepys) sometimes used to gtankléson the
left arm just as “a child”. This way of playing was characteristic also of
A. Buténas and Trueinska®.

Playing kanklés and the repertoire

As it has been mentioned before, musicians in north-eastern Aukdtaitija
used to play glees (songs, religious songs and dances were performed very
seldom), though, they were performed in a different manner. Even melodies
were different, therefore musicians (Petras Lapiené) sometimes used to chant
the first stanza (the presenter Alvina Aidpariené). In his first description of
kanklés of this region, Eustachy Tyszkiewicz mentioned that he used to sing
while playing (Tyszkiewicz 1869). According Adolfas Sabaliauskas, Martynas
Lapiené&® used to hum one voice of the glee played okanklés (Sabaliauskas
1911a: 245). There are the data that Krisius Garjonis and Kostas Lapiené,
Petras Lapiené’s nephew, used to chant while playinganklés®t. However,
Zenonas Slavilinas pointed out that Jonas Plepas (Plepys) and Petras Lapiené
did not chant while playing. Jonas Plepas (Plepys) failed to remember all the
words of glees performed onkanklés, whereas the experienced chant player
Petras Lapiené was not able to combine chanting with playing, even when
specially asked (Slavinskas [Slavilinas] 1937: 282).

Despite the aforesaid, the tradition of ethnic music playing, when playing
kanklés was accompanied by singing, was not practiced (Tarnauskaité-
Palubinskiené 2009: 156).

Performing sutartinés(glees), musicians played th&anklés strumming
or plucking strings by one or two at a time: one string if they wanted to get
one sound; two if they needed the second sound.

4 Trueéinskas, born about 1932, Paguriai village, Pandélys rural district, Birpai
county; date of death unknown.

47 Jonas lvanauskas, 1853-?, Pakapiné village, Birpai county.

4 Emilija Janudeviéilté-Plepieng, 1902—-1990, Smalieeiai village, Papilys rural
district, Birpai county.

4 Data of Ethno-instrumental expedition, 1989; A. Buténas, Pagiriai village,
Pandélys rural district, Birpai county; date of birth unknown; Truéinskas, 1832—
1912, Pagiriai village, Pandélys rural district, Birpai county.

%0 Martynas Lapiené, 1822-1919, Krikdeiai village, Birpai county.

5! Data of Ethno-instrumental expedition, 1989.
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The players ofkanklés used to keep their hand at the end of the instru-
ment. The kankléswere played plucking in the direction away from oneself
using the nail of the index finger of the right hand. The strings were hit not
in the middle but near the edge. The wrist of the left hand was slightly raised
above the string holders and the fingers of this hand were ready either to hit
or to cover the strings. Sometimes players would hold the edge dfanklésby
their left hand.

The kanklésplayer Petras Lapiené sometimes used his right thumb while
playing glees onkanklés. Then the string was plucked by the soft side of this
finger in the direction away from himself (e.g., €! string performing the glee
Obelyt grapuolyt). Playing glees, musicians did not use any other fingers.
The sound of strings was reduced with a delay because “it sounded bettet.
When glees were played orkanklés, musicians used to chant the first voice
of the first verse of the glee, then they would play and chant again. The dance
Kazokélis (Astriokg mardd was performed by the nail of the index finger of
the right hand (in the direction away from oneself) and by the thumb, the
index finger and the middle finger of the left hand.

The kanklésplayers Jonas Plepas (Plepys) and Jonas Ivanauskas plucked
the strings by the right index finger in the direction away from themselves,
sometimes by the soft part of the finger in the direction towards themselves.
The left wrist was held above the string holders. Four or all the fingers of
this hand were used to cover the sounding strings. The musicians would
cover the strings to reduce the sound and to highlight accords of seconds.
While playing, two or sometimes one string was hit. Plucking two strings,
the first was hit as an ornamental note. This string is plucked in a very fast
and short way; the second string is hit by a somewhat harder movement.
After plucking both strings, the nail of the index finger touches the neigh-
bouring string.

Since oldkanklés players, as it is known, were only men, their nails,
naturally, were hard and strong. Plectra were not needed for playindcanklés.
But if the nails of musicians were soft and delicate, they used matches or
switches.

It was thought that while performing glees, people from north-eastern
Aukotaitija did not use covering positions of the left hand and were likely to
have been unaware of them (Tarnauskaité-Palubinskiené 2009: 157).
However, performing pieces of music of later origin,kanklés players could
have put fingers of the left hand on the strings to prepare a specific position

52 Data of Ethno-instrumental expedition, 1989.
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in playing. Some features of string covering are observed in several melodies
of kanklés music of north-eastern Aukdtaitija written down by Adolfas Saba-
liauskas (Sabaliauskas 1916: 153-157). Though playing techniques were
not elaborated on (Sabaliauskas did not present any thorough description),
it can be assumed that melodies of slightly later origin were also played by
the nail of the index finger of the right hand but differently from glees, the
fingers of the left hand were used to cover the respective strings.

It was thought that special positions for specific covering of strings by
the left hand fingers were used (Tarnauskaité-Palubinskiené 2009: 158). This
could have been the beginning of playindganklésemploying various positions
of the covering finger on strings.

In north-eastern Aukdtaitija, the wind instruments were played,sutar-
tinés, church songs and songs were performed employing the sound system
of fifth. The same was applied accompanying dances and songs by common
national instruments; therefore, the repertoire of music performed on the
kanklés in this region could have formed from chanted glees, from dances
and songs played on other instruments and church songs (Tarnauskaité-
Palubinskiené 2009: 342).

Traditions and customs of using
north-eastern Aukdtaitija kanklés

The analysis of the data on traditional north-eastern Aukdtaitijakanklés
and their use in Lithuanian ethnic culture has revealed their ritual, magic
and meditational (contemplational) purpose.

The primary function of kanklés could have been the ritual and magic
one. Their name was linked to various old faiths, sagas and habit¥&anklés
may have been perceived as atrophied totems, which have lost their meaning
or as inseparable symbols of the pagan cult (Palubinskiené 2010: 111; Tar-
nauskaité-Palubinskiené 2009: 298). According to Romualdas Apanavigius,
musical instruments had real prototypes in various world cultures and were
the spiritualised models of these prototypes (Apanavigius, et al. 1994: 20).
The modelling of instruments according to real prototypes shows that the
models were firstly used in old rituals and only later they were adapted to
esthetical needs. The primary function of musical instruments was so signi-
ficant that the esthetical function of the majority of them has not been iden-
tified up to now (Palubinskiené 2010: 111).

According to Apanaviéius, the kanklés of north-eastern Aukdtaitija is
an exact replica of a carved ‘skiff’, only its reduced model. Archaisms linked
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with the cult of death and repercussions of ritual traditions have shown that
the skiff — coffin has made an indelible impression on inhabitants okanklés
areal. It may have remained since the times, when the skiff was the main
transport and ritual means (Apanaviéius, et al. 1994: 21). The bridging link—
the coffin — that emerged in the process of this becoming, is revealed through
repercussions of ritual traditions, which were tracked in north-western
Aukataitija in the first half of the 20 " century. The transformation of kanklés
into a musical instrument must have been a very long and complicated process
(Tarnauskaité-Palubinskiené 2009: 299).

Playing thekankléswas considered an exceptional ‘meditation’ in north-
western Aukdtaitija: the kanklés were played at home (in a room, veranda
or on a bench near the house), only for oneself or relatives and only at strictly
regulated time. This time was twilight (when the sun sets down but it is not
dark yet). The existence of such facts was proved blganklés players in Birpai
region:; Jonas Plepas (Plepys) said thakanklés lacks power and lustiness;
therefore, this instrument was played only at home™3; other presenters stated
that: “daddy [Petras Lapiené] used to play only at home, only for relatives
or a guest or a child; kanklés would not be carried anywhere” and the best
time for playing kanklés was evening, when “sparrows sit under the roof
and its is calm. [...] This instrument was not played at larger gatherings or in
public and it was used exclusively for personal disposition®. Sometimes
Petras Lapiené used to let children of the relatives guess the glee played at
the moment or used to put the instrument on the table saying: “Put your ear
on the table and listen, it sounds betters). Sometimes, when his nephew
K. Lapiené, a ten years-old boy, came to visit him, when nobody was at
home, the uncle used to ask the boy sit on the chair and listen: “Now 'l
play for you and you won't get bored” .

All his life Jonas Plepas (Plepys) playekianklés only for himself and for
his relatives. Once he broughkanklésto the neighbour to celebratewelcome
back and played there. However, this fact is more an exception than a rule.
Later, he used to play only when asked by young people: “granddad, play,
granddad, play... Make sound and we’ll dance’®. The presenters failed to

58 Data of the ethno-instrumental expedition, 1989.

5 Buraeas, Balys (1929-1961)Asmeninés negatyvg registracijos knygo¥aunas:
Vytauto Didpiojo karo muziejus [manuscripts]. The data of 1937.

% Data of Ethno-instrumental expedition, 1989.

% 1bid.

7 bid.

31



Mdzikas zinatne dodien: pastavigais un mainigais — VII

remember what was played and what was danced then (Tarnauskaité-Palu-
binskiené 2009: 299).

Most frequently, kanklés players used to have their own room. For
example, Jonas Plepas (Plepys) had the so-callgchndfather’s office, where
he used to keep the most precious thing kanklés on the wall or the shelf.
He used to relax and sleep. Plepas (Plepys) play&dnklésfor all his life, as
long as he had strength and used to say:Giedu unt kunklig ” (“I'm chanting
on kanklés") %8, His most favourite time for playing kankléswas in the evening
with kanklés on his knees and open window to the west. Sometimes he
would play near the door of his house sitting on the bench.

Petras Lapiené felt the greatest pleasure in the evenings, when he would
climb up the woodstove without lighting the torch, would stretch his legs,
would put the kanklés on his knees and say: Kol pvirbliai sutdps, reikia
kankliuoti ” (“I have to play until sparrows land”) or, sitting in the veranda
on the bench, he would say: ‘Reikia pakankliuoti su kunkliais " (“I have to
play on kanklés") 5°.

The presenter Marija Janudkevieierfétold that “when | was a little girl
and was afraid to stay at home alone in the evenings, when adults went to
feed animals, my grandfather Jonas Plepas (Plepys) would sometimes allow
me to touch strings of kanklés. Their sound would calm me down and |
would feel safe™!,

Since the production ofkankléswas linked with person’s death, it was
thought in north-eastern Aukdtaitija that the best time for the production of
kanklés was after the death of a close person or a neighbour. Then it is
necessary to go to a large forest, to cut down the best tree growing in the
higher place and to makekanklésfrom its top. If the late is mourned deeply,
the kanklés made from the tree, which was cut down during that period,
would have mournful sound, an instrument would sound much better
(Slavinskas [Slavilinas] 1937: 253—-255).

Similar customs were observed in Suvalkija. According to the successor
of traditional playing of kanklésin Suvalkija Vytautas Alenska$?, improvi-
sations were played only at dusk and played only for oneself. The production

%8 |bid.

% Ibid.

% Marija Plepyté-Janudkevieiené, born in 1930, Dukurniai village, Papilys rural
district, Birpai county; lives in Satkanai village, Birpai district.

61 Data of Ethno-instrumental expedition, 1989.

62 \/ytautas Alenskas, bornin 1947, Patadiné village, Prienai district; lives in Klaipéda.
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of the instrument was also related to the death of a close person (Pilevieius
1937), and kanklés was left on the grave of akanklés player (Baltréniené
1990: 32-33). Balys Buraeas explained that “thekanklés left on the dead
kanklés player’s grave plays for the late when the wind blows until they get
rotten there”® It is thought that this tradition could have been linked with
the role of kanklés as “a guide to the afterlife” and other related customs.
Moreover, the elements of meditations were observed in Pskov and Novgorod
regions of north-western Russia in 1980-1988. Gusli were played by a person,
who was lying on the wood oven, holding the instrument on the stomach. In
Anatolij Mechnecov’s opinion, a playing individual was as if performing a
particular ritual 54. This way of playing the kanklés, according to the sources,
was also used by the players in north-eastern Aukdtaitija (Slavinskas [Sla-
vilinas] 1937: 280—281%).

The references tokanklés in Lithuanian folklore are scarce. Zenonas
Slavilinas stated that taking into account the popularity of kanklés, “the
period of their decline started rather early’ (Slavinskas [Slavilnas] 1937251).

Estonians thought that if kannel is playing near the dying person, the
death will not dare to take a person as long as the instrument is playing (Arro
1931:158-190). The presenters Paulé Rainatiei&and Andrijus Vaiéilinas®”
from Birpai region also remembered a stor§#, when plague broke out in one
area and a lot of people died. Only very few people survived. They hewed
the tree, carved its middle and put the board on the top and “they produced
such music, which was calledkankliai”. One person used to play kankliai
every evening. Once “the death approached and listened to sorrowful sounds.
It thought for a moment: to take or leave this person in peace and [...] decided
not to reap the person because okanklés’ (Slavinskas [Slavilinas] 1937:
254). And after this the people ceased to die.

The folklore elements of kanklés production are characteristics of all
the nations of kanklés area. The instrument was most frequently produced
using the top or even the wood by the roots of the tree, which grew on the

% Buraeas, Balys (1929-1961)Asmeninés negatyvg registracijos knygo¥aunas:
Vytauto Didpiojo karo muziejus [manuscripts]. Data from 1934.

64 Mechnecov, Anatolij (1989). Conversation with Romualdas Apanavieius (Vilnius).

% See also data from ethno-instrumental expedition, 1989.

% Paulé Burbulyté-Rainatiené, born in 1892, Birpai; date of death unknown.

57 Andrijus Vaiéilnas, born in 1903, Medeikiai village, Birpai district; the date of
death unknown.

% Data of Ethno-instrumental expedition, 1989.
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grave of a sister (Slavinskas (Slavilinas) 1937: 251-253) or a wiféqgiéeéi
1971: 109-116). Not only kanklésin Lithuanian and kokles in Latvian but
alsokantelein Finnish folklore, being born in forest, used to cry when brought
home (Vaisédnen 1933: 367-388). In Lithuanian folklore, the same was
applied for the fiddle (Kirdiené 2000: 11).

Specialists of Latvian National Museum of History told a similar legend
of Courland about kanklés in the first half of the 19™ century. During the
Great Northern War, as a result of plague, the whole family died with the
exception of two children. They had usedkokles as sledges.

Sincekanklés is not a loud instrument, according to the performers of
Birpai region “while playing, silence is the mostimportant condition” %°. It is
obvious that five-string kanklés were considered a domestic musical instru-
ment in the tradition of playing kanklésin north-eastern Aukdtaitija, whereas
the musicians, who had the right to play them, were exclusively men.

The old kanklés players used to play until very old age or until they
were cut down by serious disease or death. It was not very important if there
were any listeners or not: kanklés players more concerned with playing,
admiring, meditating and getting satisfaction from kanklés music (Tarnaus-
kaité-Palubinskiené 2009: 300).

This is most probably the only instrument used exclusively for domestic
music playing.

The most common practice in Lithuania was for a musician to make his
own kanklés. AlImost everykanklésplayer was able to produce an instrument,
to mend it or change the strings, etc. The research data testify to the fact
that the strongestkanklés production traditions (to make kanklés only for
one’s own personal use, sometimes for one’s relatives) were observed in
north-eastern Lithuania. Thekanklésplayer Povilas Tamadilinas was a master
of drums.

Kanklésplayers were the representatives of various professions and there
were also musicians, who claimed that their profession wakanklés players
(Petras Lapiené, Jonas Plepas /Plepys/ and others).

© Ibid.
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Table 4.
The written sources, the archival ethno-instrumental expedition
data of north-eastern Aukodtaitija (the second half of the
19" century — the 20" century) n =52

No. Title of research aspect Biographical data Numbers
1. Profession Masters of musical instruments 2
Teachers 1
Farmers 8
Priests 3
Mechanics, foresters 3
Indication of several 2
Not indicated 33
2. Educational Self-learners 25
background Craft schools 1
Gymnasium 1
Higher education 3
Not indicated 22
3.  Traditions of multi- Wind aerophones 2
instrumentalism Keyboard aerophones 1
Cord chordophones 2
String chordophones 1
Aerophones 13
Reed, whistling aerophones 1
Percussion 2
Other instruments 4
Indication of two and more instruments 6
4.  Traditions of playing Families with 2 kanklés players 10
music in families and  Families with 5 kanklés players 2
relation Families with 7—8 kanklés players 1

In the second half of the 19" century — 20" century, the majority of
kanklésplayers of this region were self-taught musicians (25). The data also
reveal thatkanklés players in north-eastern Aukdtaitija were mostly farmers
(8). The representatives of this profession usually had very limited opportu-
nities for education until the beginning of the 20" century (only 1.75 %).

Wind instruments (such asskudugiai, ragai, opragiai, trimitai, lamzde-
liai — 13, i.e., 2.85 %) prevailed among other instruments, which were also
played by the presenters kanklésplayers in north-eastern Aukdtaitija. There
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were also very good singers and chanters (Krisius Garjonis, Petras Lapiené,
Jonas Plepas /Plepys/, Povilas TamadiGnas and others).

Five generations of the Tamadilnai and Treéiokai and seven-eight
generations of the Lapieniai playedkanklésin this region.

Prior to the beginning of the 20" century, the majority of kanklésplayers
learnt to play from their fathers, grandfathers, uncles or brothers, and the
average duration of playingkanklésis 75.3 years. Music is actually played
all life long. Moreover, kanklés players were long-livers: Petras Lapiené —
97 years, Krisius Garjonis — 94 years, Jonas Plepas (Plepys) — 88 years, Jonas
Dilys — 82 years, Motiejus Biéilinas — 73 years, Krisius Dagys — 71 years, etc.
“Who knows,” pointed out the kanklés player Ona Rudiené, “perhaps
kanklés hides the secret of longevity...™.

The personality of akanklés player was of particular importance in the
process of nurturance of the tradition of kanklés and kanklés playing. It
determined the repertoire and the techniques of playindtanklés. However,
the change in traditional life style, cthe ollapse of cultural structure resulted
in the radical changes in the status and the image of kanklés player in the
second half of the 19" century — the 20" century. The previous symbolic and
mythical aspects of the role of akanklés player disappeared together with
the changed cultural situation (Tarnauskaité-Palubinskiené 2009: 351).

Conclusions

1. The analysis of the written sources and the data stored in museums and
collected during the interwar period and the ethno-instrumental expe-
ditions about north-eastern Aukdtaitija kanklés and kanklés players
revealed that the tradition of playing kanklés started to disappear in
the second half of the 19" century — the 20" century and finally ceased
to exist in the middle of the 20" century.

2. The main repertoire of north-eastern Aukdtaitija kanklés consists of
instrumental glees.

3. The analysis of the data showed that north-eastern Aukétaitij&anklés
were used for meditation, i.e., playing thekanklés only for oneself or
relatives and kanklés was an instrument for playing exceptionally at
home.

0 Ibid.
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Tradicionalo kankiu spcle ziemeiaustrumu Aukotaitija
(19. gadsimta otra puse — 20. gadsimts)

Vida Palubinskiene
Kopsavilkums

KultGra arvien nozimiga loma ir bijusi tautas tradicijam, valodai, reliiijai,
parapam un rituéliem, kas ir cilvcka un tautas garigas apzioas sastavdaias.
Jozs Kudirka pamatoti uzsver, ka bez garigas apzioas tauta izzustu (Kudirka
1991). Tradicijas tai vai cita veida skar ikvienu, tas vieno cilvgkus un sekmg
arf cilvgka apzioas rekonstrukciju. Gandriz visa tautas kultdra stingri balstas
uz parapam un ritudliem, kas ar nelielam izmaidoam tiek nodoti no vienas
paaudzes otrai. Parapu pamati ir dapadi: tikums, skaistuma koncepts, attieksme
pret darbu, vecékiem, dzimto zemi, tautas simboliem. Tradicijas, parapas,
ritudli un tautas kultQra ir pagatnes glabataji. To stabilitate ir galvena vertiba,
kas auj uztvert tos ké& vgsturiskus avotus.

D1 pctijuma objektsir tradicionalo ziemeiaustrumu Aukétaitijas kankiu
spgle, savukart petijumamcriis — noteikt kankiu spcles funkcijas ziemei-
austrumu Aukdtaitija un galvenas tradicijas of instrumenta lietojuma. Pctijuma
uzdevumiir 0adi:

— apldkot rakstu avotus, k& ari starpkaru perioda un etnoinstrumentéalajas
ekspedicijas savaktos, muzejos glabatos datus par ziemeiaustrumu Aukd-
taitijas kanklgm un kanklctajiem,

— raksturot tradicionalo kankiu repertuaru un to spcles tradicijas.
Pctijuma izmantoto metopu vid( ir analitiska, salidzinoda, vesturiska

un sistcmiska& metode.

Saskada ar Romualda Apanaviéa 1986. gada piedavato tradicionalo
kankiu klasifikaciju (Apanavieius 1986), ziemeiaustrumu Aukdtaitijas kankles
pieder pie pirma tipa kanklgm. Tas ir vissenakas kankles — no viena koksnes
gabala laivas vai zarka forma izgriezti vai izgrebti mdzikas instrumenti.
Karkasam parasti ir sedas malas, reiz¢m tas ir pusapaid, priekdgals ir daudz
augstaks par aizmugurcjo daiu, kas ir mazliet ieslipa. Kanklgm ir neliels, uz
aru izvirzits resnais gals. Tas tiek kradsotas melnas, un tamir 5, retak 4, 8 vai
9 stigas.

Kankles spclcja tikai viriedi.

Piecstigu kankles bija izplatitas ziemeiaustrumu Aukdtaitija (Birpu, Ro-
kidiu un Kupidiu apkaimg). Ta ka o1 veida instrumenti nav saglabajudies,
par tiem varam spriest, tikai balstoties uz respondentu stastiem, muzeju
ekspoziciju materidliem, starpkara perioda un etnoinstrumentalajas ekspedi-
cijas savaktajiem datiem.
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Pcc tam, kad piedzivoja sabrukumu agraka kultdrvide, ari padu kankiu
un kanklctaju statuss transformgjas lidz nepazidanai. Sabiedriskas iekéartas
maioa, dapadas parvgrtibas etniskaja un kultdras dzivg veicingja to, ka 20.
gadsimta vid( pirma tipa kankles izzuda no savas tradicionalas vides. Daudzi
instrumenti tika iznicinati; citi nonaca muzeju vai privatpersonu fpaduma.

Ziemeiaustrumu Aukdtaitijas kankiu spcles mgriis bija ceremonials,
maiisks un v¢lak art meditativs. Lidz ar mainijudos kultlras situaciju izzuda
ari kankiu un kanklctaju spcles simboliskie un mitiskie aspekti.

Atslcgvardi: tradicionalas kankles, kanklctaji, muziccdana, repertuérs,
tradicijas.
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Musical Aspects of the Movement for the Revival of
the Ethnic Music in Lithuania in the 7™ Decade of
the 20" Century — the Beginning of the 2F'Century

Romualdas Apanavieius

Summary

The problems related to the reflection of the musical features of the
revived ethnic music at the ™ decade of the 2@' century — the beginning of
the 21 century have been analysed on the basis of 264 archival records
from the period 1935-1984 and 1111 contemporary sound records from
the period 1994-2012 (Diagram 1), as well as on the monitoring of more
than 10 various events of the revival of Lithuanian ethnic music in the period
2011-2014: concerts, festivals, workshops, seminars, presentations of the
issues and anthologies of the ethnic music. For the more thorough research,
247 samples of the records of 1994-2012 from the folklore collectives’ reper-
toire have been selected and compared to the archival records as well as to
the peculiarities of the folklore ensembles’ performance monitored in the
years 2011-2014.

Rendering of the musical features — the styles and the modes — of ethnic
music is the main objective of this study.
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The analysis of the selected samples of records showed that the repertoire
of the folklore collectives in Lithuania in the years 1994—-2012 consisted of
examples of regional ethnic music, which was performed in authentic forms.
However, the analysis of the records testified to the fact that vocal music
prevailed over the instrumental ethnic music. The main part of the repertoire
consists of the songs — 75% and the instrumental music includes 25% of the
entire repertoire. Regarding the other genres, ethnic music is insufficient.
The prevailing style of the ethnic music repertoire is polyphony — about
68% of the records and monody makes up only about 32% of the repertoire.
The so-called parallel songs of the polyphonic style are the most frequent —
57%, and the monodic songs take the second place — 43% of all songs.
There are 4 samples of revivedsutartinés — kind of vocal contrapunctual
polyphony, as well as 2 romances and 6 examples of instrumental contra-
punctual polyphony.

The analysis of the selected records has showed that the main features
of the ethnic music styles in the folklore ensembles’ repertoire are being
preserved. About 57 % of parallel and more than 80% of monody songs
correspond to these styles of the traditional ethnic music. Even more than
90 % of the samples of the vocal and instrumental polyphony correspond to
this traditional style (Diagram 2).

However, the correspondence of the modes of the revived folklore music
to the modes of the traditional music is less successful because there appear
very serious problems concerning the natural intonation of melodies. The
main part of the records of folklore music are performed on temperation,
which is a characteristic feature of academic music. For this reason, only
about 30% of the modes of polyphony and about 40% of the modes of
monody correspond to the modes of traditional ethnic music (Diagram 3).

Monitoring the various events of the ethnic music reviving show that
folklore and folk art collectives convey the features of ethnic music styles
responsibly, but the features of modes are performed more successfully, as it
is obvious in the records of folklore music from the years 1994-2012.
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The Relation of Ethnomusic Religious Pilgrimage and
Tourism Objects of Aglona and Vilnius Region

Alfonsas Motuzas

Summary

All three Baltic States are Christian, but only Lithuania and Latvia have
their own Catholic culture. Their ethnic religious heritage consists of sacral
objects and folk devotion practices. There are many unique sacral sites that
are visited by pilgrims from all over the world, such as the Hill of Crosses
near Siauliai in Lithuania or Aglona shrine in Latvia.

The long-standing personal practice has led to one of these pheno-
mena becoming a research object — the religious pilgrimage of ethnomusic
objects of Aglona and Vilnius region. The aim of the research is to reveal the
relation of ethnomusic religious pilgrimage of objects of Aglona and Vilnius
region.

The tasks of the research are the following: firstly, to briefly present the
aspects of the historic origins of religious pilgrimage in Aglona and Vilnius
region, and, secondly, to investigate the reasons for the relations between
religious pilgrimage objects and ethnomusic devotional practices in Aglona
and in Vilnius region.

The results of the research conducted allow for drawing the following
conclusions: firstly, the historical origins of visiting sacral sites in Aglona
and Vilnius region are identical, i.e. visiting of the painting Madonna with
Child (both the copy and the original), completing little calvaries or 14-
station Way of the Cross, visiting of the springs that have healing and grace
giving features, the celebration of Triduum of Pentecost and the Assumption
of the Blessed Virgin Mary; secondly, the origins of these relations lie in the
culture of Dominican friars.

The conclusions validate the hypothesis and the proposition that the
religious pilgrimage objects in Aglona and Vilnius region (in Trakai) indicate
the relations of devotional practices and present the dialogue of international
religious pilgrimage and tourism.

8 Painting Madonna with Child , the Way of the Cross of little calvaries or 14-
station Way of the Cross and one of its stations — the monument of Three Crosses
(the hill), also sacred springs attended during Pentecost or the Assumption of the
Blessed Virgin Mary.
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This research could help to reveal and present religious pilgrimage objects,
encourage similar international and cross-border research of ethnomusic
devotional practices.

Key words: Aglona, Vilnius, religion, sacred places, devotional practices,
pilgrimage, contacts.
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From Participation to Records:
Revival of Lithuanian Folk Music According to
Thomas Turino’s Model of Musical Cultures

Doctor of Humanities Eglé Aleknaité
Junior researcher at Vytautas Magnus University, Kaunas

Several forms of folk music revival have formed in the course of time
and now can be seen in Lithuania. Lithuanian scholars, specialists and revivers
themselves mostly group them according to their relationship with the
‘authentic’ folklore (cf. Baltréniené 1999, Skrodenis 2005, Zabieliené 2009,
2010, etc.). New insights into the revival of folk music and its forms men-
tioned above can be gained from the research perspectives that explain music
as a social phenomenon, i.e. the perspectives that consider music not only as
an object, an art-piece that is performed, but also as an activity carried out
in particular situations by persons led by various motivations. Music revival
always changes the functions, the context, and the motivations of musical
performance as well as the ideas grounding it, thus, seeing music making as
a social phenomenon can be especially valuable in studies of music revival.
One such perspective was developed by Thomas Turino, who suggested four
categories of musical cultures where diverse values are emphasized and
different human needs are satisfied (Turino 2008). What are the values
guiding musical activities and what needs are satisfied by these activities in
various forms of Lithuanian folk music revival? Does Turino’s model help
to understand differences and interactions between these forms? The aim of
this paper is to discuss the forms of folk music revival in Lithuania and their
musical cultures using the theory of Turino and the data gathered in 2008—
2013 from observations of concerts, festivals, and interviews with performers,
organizers and audience of the events.

First, the Turino’s model will be presented, next the musical sources
and the Lithuanian revivers’ experience will be discussed and, finally, various
historically formed and ideologically different forms of Lithuanian folk music
revival will be reviewed.
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The theory of Thomas Turino

Thomas Turino grounds his theory on four categories of musical cultures:
participatory music, presentational music, high fidelity music and studio
audio art music.

The goal of participatory music is “maximum sonic, kinesic participation
of all present”. The culture is based on the conception that music making is
“social intercourse and activity among face-to-face participants; emphasis
on the doing among all present”. There is “little or no artist-audience distinc-
tion, only participants and potential participants; few or no physical barriers
or markers distinguishing participants although activities (singing, dancing,
playing instruments) can vary among participants” (Turino 2008: 90).

The goal of presentational music is the “preparation of music for maxi-
mum interest of others”. The culture is based on the conception that “music
is an activity and object created by one group (musicians) for another group
(audience) in face-to-face situations; emphasis on the doing (artists) and
listening (audience)”. There is “clear artist-audience distinctions; artists and
audience are mediated by physical markers such as stages, lights, mics, video
cameras and screens (e.g., in stadium concerts) within face-to-face situation”
(Turino 2008: 90).

The goal of high fidelity is a record intended “to present live perfor-
mance”. The culture is based on a concept that music is “an object to be
recorded by one group for consumption by another group not present in
face-to-face situations but referencing such situations; emphasis on the art
object and the representation of live performance”. Studio audio art is
recorded music that is patently a studio form with no suggestion or expec-
tation that it should or even could be performed live in real time. The goal of
studio audio art is “maximum attention to shaping the sonic object”. The
culture is based on a concept that music is “an art object to be created by
one group for consumption by another group not present in face to face
situations and with no reference to live performance; emphasis on the com-
position process and final product”. In both cases artist-audience relations
are mediated by recordings (Turino 2008: 91).

According to Turino, all cultures help to satisfy different needs: partici-
patory one “provides a space for direct, intimate, decent social connection
and experience”, presentational one “spotlights individuals’ accomplishment
without the safety net of editing and retakes”, high fidelity one provides
“idealized, repeatable representations of musical presentations”, studio audio
art “provides a space for individual control over artistic media” (Turino
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2008: 234). However, he obviously makes preference to participatory music,
because of the importance of practising music “for integrating the self and
human communities” and because this musical culture is “potentially invol-
ving the most people and the least understood and valued within capitalist-
cosmopolitan formation” (Turino 2008: 92).

Turino applies his theory both to ‘natural’ and ‘revival’ music. It is
recognized that motivations guiding folk music revival movements may be
very different (cf. Ronstrom 1996), and it is not surprising that they can
lean towards various musical cultures. For example, “because of national
and folkloric projects, sometimes these [indigenous patrticipatory folk music
playing] groups have been put on stage in presentational situations, often
with odd results” (Turino 2008: 88); whereas folk music revival in the USA
is an obvious expression of people’s longing for participatory music (Turino
2008: 155-159).

However, it can be noted that participatory communal music-making
highlighted by Turino can be connected with the romanticized vision of folk
developed by the school of traditionalist folk music researchers, which em-
phasizes the sense of community (cf. Bohiman 1988: 54-55). Besides, Turino’s
model does not cover some musical practices. It does not include solo, medi-
tation music-making — singing and playing to oneself without any audience,
for example, kanklés playing by Lithuanians, which is quite extensively
evidenced in Lithuanian ethnography (cf. Palubinskiené 2009: 299-300). In
this case, there is no passive, listening audience, the music played is not an
art object (i.e. the practice is not presentational, high fidelity or studio audio
art music); however, there is no possibility to create social connections (i.e.
the music is not participatory either). His model also leaves out a number of
modern music practices, for instance, media online music performance situa-
tions (TV music shows in real time and similar), which are not recorded, but
the artist-audience distinction is ever stronger. Another example could be
discos with DJs, who create music from recordings. He mentions some of
these practices briefly and subsumes them into the category of presentational
music (cf. Turino 2008: 65), but it is hardly possible to agree with this brief
mentioning due to the importance they have in the contemporary world.
Thus, Turino’s model does not encompass all major music practices.
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The sources and cultural experience of
Lithuanian revivalists of folk music

What is the music that Lithuanian revivers of folk music aim to revive?
Mostly it is folk songs, folk dances and folk instrumental music that was
played by Lithuanian peasants in the countryside at the end of the 19
century — the beginning of the 20" century, much of which has been holdovers
of an earlier popular musical repertoire. Some revivers see their ideal in
much more remote past (represented by the so-called archaic folk songs and
sutartinés), while some are fascinated with the genres popular in the first
half of the 20™ century (folk ballads and music played by international folk
instruments). It is commonly believed, particularly among the ethnomusi-
cologists who sympathize with the movement of folklore ensembles, that
participatory music was prevalent in the heyday of folk music. Rural music
practices in the period idealized by revivers were, indeed, more diverse and
complicated.

The cultural experience of revivers is also important. Turino states that
“different societies tend to value certain fields [of musical cultures] over
others for particular reasons in given historical moments” (Turino 2008:
89). The folk music revival forms in Lithuania were formed at different
times. From the end of the 19" century composers creating academic music
used elements of folk music. The revival okanklés playing and folk songs
began at the end of the 19 century; skuduéiai playing and (folk) dances
became significant revival movements in the first half of the 20 century. At
the same time — in the first half of the 20" century — the movement of stylized
folk music, which was the main form of revival in Lithuania in Soviet times
and in Lithuanian diaspora across the world, gained prominence. In post-
war times the music played by folk instrumental bands with international
music instruments was heritagized and legitimized; it also joined the styli-
zation movement. In the late 1960s, a movement of folklore ensembles as an
aesthetic and ideological opposite to all these forms emerges. And finally, in
post-soviet times, at the end of the 20 century, a post-folklore movement
that embraces folk-rock, folk-metal, folk-jazz, folk-pop, world music and
similar genres, rises to popularity.

Revivers of different periods were familiar with and took part in two
types of culture — participatory and presentational. Participatory culture
was more or less known from family parties (kinsfolk’s parties), youth leisure
gatherings, dance evenings and similar occasions, although music interesting
for revivers was performed quite rarely in those contexts. Presentational
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performances of various kinds of music were common throughout the 20—
21st centuries. From the end of the 2@ century, most performers of folk are
familiar with high fidelity music, too. However, the values attached to these
musical cultures were different in the first half and in the second half of the
20" century. The emergence of new revival forms and the change of domina-
tion of the existing ones clearly reflect these differences.

Academic music

In contemporary society (as well as in the Lithuanian society of the end
of the 19""—21%t centuries), academic music can be defined as music created
by composers educated in special institutions of musical education and per-
formed for culture elite (as opposed to mass entertainment consumers),
although this definition is very general and has many exceptions. Academic
music as such is based on Western ‘classical’ presentational culture with its
emphasis on individual artistic accomplishment and creativity. Here we can
see a clear artist-audience distinction; in live performances participation of
the audience is probably the most passive and fits with the audience behaviour
typical to the classical music listeners since the 20century. Such behaviour
manifests itself in minimal reaction to a musical performance; attentive and
silent listening to the music and applause after the performance, etc. The
Lithuanian composers of academic music consciously used folk music motives
from the end of the 19" century and practices of performance of their music
clearly evidence these exceptions. For example, these composers harmonized
many folk songs that became a repertoire of amateur choirs, while some
intended their compositions to amateur performers, thus intentionally limiting
their artistic expression.

There are also records of Lithuanian academic music, but it is reasonable
to believe that these records are released mostly for cultural recognition and
educational purposes and they are not predominant or most valued form of
the use of such music.

Stylized folk music

So-called stylized folk music usually performed by big groups of amateur
performers began to flourish in the first half of the 20" century (during the
pre-Independence and the first Independence of Lithuania). It has been the
main form of the revival in the soviet period and is still significant today.
Stylizators were interested both in old folk songs, dances and instrumental
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music (played by kanklés, skuduéiai, etc.) and in later international folk
instruments (violins, accordions, etc.). Judging by public performances, the
stylized music obviously is presentational culture. Creators of this music are
led by the ideal of Western academic music and aim to improve simple folk
music according to it, in order an impressive art spectacles could be shown
to audience in a scene or in an open-air venue during Song Celebrations.
Here, professionalism and virtuosity are very important: musical arrange-
ments and compositions of dances usually are created by professional com-
posers and ballet-masters, and elaborate, impressive stunts of professional
representational (e.g., the song and dance companlietuva) or amateur
young adult companies are adored by the audience (cf. Skrodenis 2005: 29—
124; similar soviet Russian folk music revival form discussed in Olson 2006:
35-67).

However, some aspects of stylized folk music movement point to the
participatory music. The ideal of stylizators is ‘singing, dancing and playing
Lithuania’ and mass participation is very impressive feature of the most
important event of this movement — the Lithuanian Song Celebration. In
part, the impression of this festival is achieved namely through massive singing
and dancing, when many companies perform in one big well-synchronized
performance (cf. amateur choirs of Nazi Germany as participating music in
Turino 2008: 205-210). In addition, the other kind of important events is
festivals, where many companies of the same kind (i.e. dance companies,
ensembles okkuduéiai players and similar) participate, each of them alone
performing just a few pieces. Here the audience often consists of other
companies, observing the performance and waiting for their order to perform.
In essence, this audience is participants, as is in sequential participation,
mentioned by Turino (Turino 2008: 48-51).

Folk instrumental bands

Folk instrumental bands flourished in the first half of the 20™ century
as a popular music making on entertainment occasions of the countryside
and were included into the state-supported amateur folk music revival system
next to stylized folk song and dance companies after the Second World War
(Baika 1989, Alenskas 1994). These bands find themselves in between parti-
cipatory and presentational music. On the basis of the predilection for the
former or latter music, the bands can be divided into two types. The stylized
bands play elaborate music that is closer to academic music, they sometimes
invite conservatoire educated singers, intend some of their repertoire purely
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for listening and thus lean towards presentational culture. The folk bands
that form the majority of collectives of this revival form play quite simple
music intended for dancing or singing along and thus lean towards partici-
patory music.

Folk instrumental bands generally perform at the festivals of their genre
or at the festivals of local communities, where a lot of ensembles perform,
but each of them performs just a few pieces. The nature of performances
and the audience behaviour mostly depend on the conditions determined by
the season. In summer, when concerts are organized in the open air, if there
is any room for dancing, part of the audience gladly dances; in the cold
season, audience usually sits and sings along with a band, applauds and
sways to music. Some bands have released records of their music, but with
exception of a few that have gained commercial success, these records are
mostly used as presents for friends and are not actively listened to by lovers
of music of this kind.

This revival form differs from other forms because the nationalistic
sentiments of revivers here are the least noticeable. In addition to common
(but not universal) national costumes worn during performances, these
sentiments are expressed in meta-text situations (for example, in festival
opening speeches), when the significance of this revival form and its bands
has to be justified. But in performances, legitimized entertainment is prevalent.
Thus the majority of folk instrumental bands as a form of revival have
probably least moved away from the primordial image of the culture they
revive: even in its heyday it was easy listening music played by musicians for
audience to dance.

The movements of folklore ensembles and traditional dances

In the late 1960s, the folklore ensembles emerged that aimed at reviving
the ‘authentic’ folk songs, dances and instrumental music (Skrodenis 2005:
128-162; Aleknaité 2013, etc.); in 1980s—1990s and later they became a
revival form that had perhaps the biggest influence to the Lithuanian politics
of folk culture preservation. The ideal of folklore ensembles is participatory
music. From the very beginning this ideal was highlighted as one of the most
important elements of the ideology of the movement, because folklore
ensembles were acting as an opposition to the companies of representative
stylized music. Ideally, the aim was to eliminate the artist-audience distinction
arguing that this distinction was absent in the rural community.
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In practice the participatory ideal manifests itself in such a way that a
performing ensemble should act as a group of leading performers, who start
songs and dances, and the audience joins in. The realization of the ideal
depends very much on the context of the folklore ensemble’s performance.
Despite the fact that the conditional simplicity of the performed pieces enables
participatory culture, for the participants to be able to join in, two conditions
are necessary. The first one is the participants’ adequate attitudes, their wish
to join in. And the second is basic knowledge of the tradition that is being
performed. And these conditions only sometimes are satisfied in contemporary
situations of folklore ensembles’ performances.

In addition, the practices of performing changed: e.g., during the
National Revival and some years after Independence was regained (1980s—
1990s), folklore ensembles more often arranged performances of individual
collectives, which had an after-party as an inseparable part where many
spectators were involved in dancing and singing. Now, folklore ensembles
generally perform in the festivals of their genre or in the festivals of local
communities, where a lot of ensembles perform, but each of them performs
just a few pieces. Only the strongest and the most famous collectives perform
longer individual programmes. A more active participation of the audience
can be observed mainly at festivals of folklore ensembles, attracting mostly
people who also participate or have participated earlier in folklore ensemble
activities.

As in the case of folk instrumental bands, some folklore ensembles have
released records of their music, but these records are also mostly used as a
sign of recognition and as presents for friends.

Despite the ideology emphasising participatory culture, the real practices
of folklore ensembles have disappointed some lovers of this culture and in
the beginning of the 21 century this frustration has led to the emergence of
a new revival form — a movement of traditional dances. The main fields of
its activities are regular teaching of traditional dances, organizing dancing
parties, summer camps and dance nights, where enthusiasts from various
locations gather together. Although the ideology of this movement stresses
the spread of ‘authentic’ traditional dances in the contemporary society, the
participants even more emphasize the experience of participation that now
is lacking in the movement of folklore ensembles due to their growing focus
on presentational concert activities. Therefore we can make two statements:
the connection of some form of revival with particular musical culture may
shift in the course of time and the significance of music as participatory
culture has not reduced, and probably is even increasing at the moment.
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The post-folklore movement

The Lithuanian post-folklore movement of the end of the 20" — the
beginning of the 215 centuries (also known as neo-folklore, modern folklore,
modernized folklore, etc.) (Klova 2008; Stodkuviené 2010) in its essence is
stylized folklore. However, this movement acts as an opposition to the earlier
companies of stylized folklore. It usually unites elements of folk music with
popular music genres (pop, rock, metal, jazz, etc.), and uses independent
organisational networks and offers different ideas and values.

The post-folklore movement is mostly presentational culture with clear
audience-artist distinction. The values common to musicians of the movement
are characteristic to presentational culture, too: it is creativity and originality
of folk music interpretations, professionalism of players’ technical skills that
are valued the most. Usually, the audience behaviour and role comply with
the behaviour and role accepted in a respective stylistic culture (rock, metal,
etc.): dancing near the stage, headbanging etc. Musicians often invite to sing
along some songs or very significant refrains, and the audience readily does
it. In this sense, some bands lean to the participatory culture more: Turino
himself has noticed, that “rock dance band may also play on a stage and so
use some of the trappings of presentational performance, but if the main
goal and effect of the music are to get everyone dancing, it is a participatory
performance that simply involves different functional roles — instrumentalists,
singers, and dancers” (Turino 2008: 52).

A large number of post-folklore performers release their music records,
which predominantly aim at reflecting live performance; this is a clear feature
of high fidelity culture. However, it seems that records are not considered to
be very significant: there is no practice of buying them, fans listen mostly to
free recordings on youtube, filmed during live performances, and those
recordings are usually of rather poor quality. The general impression is that
live performances in concerts and festivals are more important to many of
the listeners.

Conclusions

The review of various Lithuanian folk music revival forms shows that
music culture — not only ‘the authenticity’ of the music being performed —is
a politically important ideal, which explains the revivers’ practices and
ideologies, and the interaction of various forms of revival. Predilection for
the particular musical culture shows specific vision of the past and the relation
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to both past and present culture. Although formally all forms of folk music
revival in Lithuania are legitimized as expressions of fostering national iden-
tity, in fact they are satisfying many different needs of participants with very
different values and thus Turino’s model really helps to distinguish and
analyse them.

It may be stated that ideologies of academic music with folk motives,
the movements of stylized folklore and post-folklore lean towards presen-
tational musical culture, while ideologies of folk instrumental bands, the
movements of folklore ensembles and traditional dances emphasise values
characteristic of participatory musical culture.

On the other hand, almost all the revival forms discussed have some
aspects that make it hard to subsume a form into one category of some
musical culture. In addition, the realization of the revivers’ ideals is influenced
by practical aspects, such as the contexts (events) of performance, and the
attitude of wider public towards the revivers’ activities. The duration, venue/
space and opportunities provided by them for the participation of the entire
audience depend on the location and type of the event a group of revivers
performs. Despite the fact that Turino emphasises the ideas behind music
making, which can be distorted by various obstacles, the real musical practices
are formed by both ideas and contextual situation, and both can be equally
important to revivers.

No lidzdalibas lidz ierakstam: lietuviedu etnom0(zikas atdzimdana
Tomasa Turino mizikas kultdras modeia konteksta

Egle Aleknaite

Kopsavilkums

Mdsdienu Lietuva pastav vairakas etnomizikas atdzimdanas formas,
kas izveidojudas ilgakéa laika perioda. Lietuviedu zinatnieki un mazikas
specialisti tas klasificg, 0emot vera to attiecibas amutentiskumu. Jaunu
skatljumu uz etnomUzikas un tas panru atdzimdanu sniedz izpctes perspektiva,
kurd mizika tiek skaidrota k& socials fenoments — proti, tiek uztverta ne
vien k& objekts, izpildits makslas darbs, bet ari k& darbiba, ko noteiktas
situacijas veic dapadas motivacijas vaditi cilvcki. Mlzikas atdzimdana vienmgr
maina mQzikas izpildijuma funkcijas, kontekstu un motivaciju, k& ari tas
estctiskos pamatus; tadcjadi mdzikas ka socialas paradibas uztvere var bat
Tpadi vertiga tas atdzimdanas izpctc.
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Vienu no pctniecibas perspektivam piedava Tomass Turino. Viod izvirza
eetras mQzikas kultQras kategorijas, un katra no tam tiek akcentctas dapadas
v¢rtibas un dapédas cilvgka vajadzibas. Kadas vcrtibas nosaka to vai citu
darbibu lietuviedu etnomizikas atdzimdanas joma, un kadas vajadzibas &f
darbiba apmierina? Vai Turino modelis veicina izpratni par atdzimdanas
formu atdiiribdm un to mijiedarbi? Meklgjot athildi uz diem jautajumiem,
izvirzits raksta mcriis: aplakot etnomizikas atdzimdanas formas Lietuva uz
Turino teorijas (Turino 2008) un 2008.—2013. gada apkopoto datu pamata;
dati iegQti, vgrojot koncertus un festivalus, ka arf intervgjot 8o pasakumu
dalibniekus, organizc¢tajus un klausitajus.

Dapadu lietuviedu etnomizikas atdzimdanas formu analize liecina, ka
mazikas kultlra — ne tikai izpilditas mdzikas autentiskums— ir politiski nozi-
migs ideéls; tas izskaidro mlzikas atdzimdanas procesa iesaistito cilvcku
izmantotos lidzekius un ideoloiiju, k& ari dapadu atdzimdanas formu mij-
iedarbi. Pievgroanas noteiktai mdzikas kult(rai atspoguio specifisku pagatnes
redzgjumu un pagatnes/tagadnes kultOru savstarpgjas attiecibas. Lai gan
formali visas atdzimdanas formas ir atzistamas par tautas identitates apziou
veicinodam, tomgr faktiski tds orientctas uz cilvgkiem ar ioti dapadam vertibu
sistcmam. Tadgjadi to analiz¢ un diferenciacija Turino modelis ir noderigs.

Idejas, ko paup akad¢gmiskd mizika ar etnomdzikas motiviem, stiliz¢tas
folkloras un postfolkloras kustibas, tiecas drizak uz prezentacijas kultdru;
savukart instrumentélas etnomdzikas grupu, folkloras ansambiu un tradici-
onalo deju kopu idejas akcentctas vcrtibas, kas parstav sadarbibas kultdru.

Vienlaikus jaatzist, ka gandriz visdm aplikotajam ethom(zikas atdzim-
danas formam raksturigas dapas iezimes, kuru d¢i katru no tam ir grQti
ietilpinat viena noteiktd mizikas kultGras kategorija. Turklat atdzimdanas
idealu istenodanu ietekmg praktiskas dabas aspekti, piemgram, pieiaujamais
uzstadanas ilgums un telpa, pladékas publikas attieksme un iesaistes iespgjas,
ko etnom{ziii piedava auditorijai. Kaut ari Turino uzsver ideju lomu muzi-
ccoanas formu izvelg, to var kavgt dapadi dicraii; resp., konteksts etnomdziiu
veikto darbu var ietekmgt tikpat nozimigi k& viou postulctas idejas.
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Samogitian Ethnomusic and Traditional Craft
Summer Courses in Kelmé and Metal, Folk-Rock,
Ancient Warfare Festivals throughout Lithuania:

What Activities Can People Choose?

Mag. hum. Kristina Apanaviéidté-Sulikiené
Junior researcher at Vytautas Magnus university, Kaunas

Introduction

In this article it will be differences between traditional ethnic music
revival and alternative forms of this process analyzed and represented. The
biggest concern will be shown to the activities, presented in various open air
festivals, ancient warfare feasts and Kelmé samogitian ethnomusical and
traditional craft summer courses.

Not much work analyzing modern forms of folklore movement have
been done.

Ethnologist Audra Zabieliené analyzed folklore ensembles of all ethno-
grafical regions (Zabieliené 2010). Romualdas Apanaviéius researched ethno-
music and the spread of instruments with a connection to folk ensembles
(Apanaviéius 2009). Alfonsas Motuzas researched ritual folk singing (Motu-
zas 2008, Motuzas 2012), stressing, that “in Samogitia during funeral ritual
singing of Pemaiéig Kalvarija Mounts it is the main form of folk religion
practice” (Motuzas 2012: 7). This scientist is meaningful for this research,
because he used to teach in Kelmé summer courses ritual Samogitian singing
according to his researches from the year 1990 till 2012. There was a great
work done writing Lithuanian rock encyclopedia, but these aspects, that are
researched in this article, were not analysed — only musicians gave interviews:
and what festivals character, how festivals go further — it was not analyzed
(Peleckis 2011).

Popular music styles has researched and ascribed Latvian scientist Valdis
Muktupéavels and Boriss Avramecs. They thoroughly analyzed rock, jazz,
and black music styles (Avramecs, Muktupévels 2000: 227-264). They
showed, that music style rock appeared from black music, through style
rock’n’roll, which was adaptation of black rhythm music to white American
people (Avramecs, Muktupavels 2000: 228).
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Kristina ApanavieiQté, the author of this article, ascribed and analyzed
Kelmé summer courses in the broad range (ApanavieiQté 2011). Also author
analysed Povilas Stulga museum of ethnic music instruments in Kaunas and
its ethnomusical character and educational, ethnomusicological activities,
that took place in the museum (Apanavieilté 2012), ascribed some meaning-
ful folklore movement ‘actors’ — as for example, Egidijus Virbadius, who
used to be very important for Kelmé courses too.

So this article is very important to the scientific researches of ethnology
and ethnomusicology.The aim — to analyze what activities are proposed in
summer events connected to movement of ethnic music revival in Lithuania.
Goals to achieve— to analyze and introduce thoroughly broad range of
Lithuanian festivals — metal, rock, post-folklore, ancient warfare feasts; to
analyze Kelmé summer courses in the aspects of activities; to compare all
the events and draw differences of proposals of different activitiedlypothesis —
the most qualiffied activities of the ethnic culture education can be proposed
in concentrated summer ethnic culture propagation coursesviethods —field
research, interview, introspection.

Ethnomusic and traditional craft course in Kelmé started in the year
1988 — it was still Soviet Lithuania time (establishers — famous ethnologists
prof. Romualdas Apanavieius, prof. Vida Palubinskieng, Egidijus Virbadius,
one of movementRomuva leaders Valdas Rutkdinas and local politicians,
one of them Zenonas Maeernius, who was so called secretary of Kelmé at
this time). It was one of the modern expressions of the ethnic music revival
movement at these yet Soviet times. People not only from Lithuania, but
also from Soviet Russia (Kaliningrad Oblast), Poland, USA — mostly partici-
pants of Lithuanian routs — have come and learnt playing traditional Lithu-
anian instrumentkanklés. “ Kankléswere popular only in West and Northern
Lithuania and it belonged to ‘balto-finnish’ kanklés cycle” (Tarnauskaité-
Palubinskiené 2009: 8). “Kanklésis mentioned in all the forms of folklore:
fairy-tales, proverbs, songs, ‘sutartinés’. In the folklore it is mentioned, that
kanklés are produced from wood, which has grown on the grave of the
person who has died accidently” (Stepulis 2003: 9). It is quite strange, that
kanklésare somehow connected to funeral rites, as Norbertas Vélius in Samo-
gitia doesn't find such rite — to cover graves with wooden elements (Vélius
2012: 30). Maybe tree that had grown on the grave makingkanklés had
become living monument of the departed? Lithuanian nowadays do not go
thinking so far, but like playing kanklés. That means, for Lithuanian kanklés
although popular only in one part of the country, have ritual meaning, that
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is why it was so popular such ethnomusical courses in Kelmé. Justinas Stri-
maitis mentions, that kanklés music was almost dead in Lithuania, and in
the year 1930 there were big work of revival ofkanklés music done (Strimaitis
2007: 21). So Kelmé courses in Lithuania was as second revival of almost
not played ethnickanklésmusic — only modified one was allowed and popular.
And people enjoyed Kelmé courses until now.

People even could makdanklés by themselves in craft cellar in Kelmé
manor from the beginning of courses in the year 1988. Later these courses
expanded to ethnomusical and craft courses, but after few years they had
been narrowed to only Pemaitija (Samogitia) region summer courses because
of the idea to establish courses everywhere, in all regions of Lithuania. In
the meantime these courses had become already traditional, other local
courses lasted only for few years, some are renewed, but not so popular as
Kelmé courses.

As there come lots of young people, in comparison to metal, rock festivals
which are quite popular form of ethnic music revival and education of young
people in Lithuania (and also those who come from Latvia) — activities in
available form and teaching practices are needed.

Young people in reality are searching for the very traditional forms of
ethnic music revival. That is why all the activities, proposed in metal and
rock music festivals as ‘ancient’ of ‘traditional’, are so popular. Lately in
these festivals became very popular presenting so called craft yard, with
introducing of ancient Baltic tribes battles. There can be lecture room for
ethnic culture lectures Margos pievos Ménuo juodaragis), that is quite
normal for city people, who search even for such type of activities — in order
to learn something very theoretical, but practical in life: as knowledge don't
disturb — but add something. An idea of teaching playingkanklés in 2012
year in the festivalMénuo juodaragis (Zarasai, organizers are from Vilnius),
seems as being copied from Kelmé courses in the which claims to reconstruct
‘modern Baltic culture’ and ‘paganism’.

These examples show, that traditional forms of teaching and introducing
into ethnic culture, music and crafts — and using methods, which are used in
Kelmé summer courses, are acceptable for youth and children. Also new
forms of education are needed, that is why in Kelmé summer courses folk-
rock section is being established, and has been run in the year 2013 by the
professional teacher who is quite famous metal, patriotic rock singer and
guitarist, composer Jonas Chockevi€ius from the grougrhundertale. This
group introduces as metal group “born in 2004, today it is one of the most
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productive metal group”!. Children and youth are attracted by famous
musicians, who are also very simple in character and quite professional. In
the year 2014 Chockeviéius leading folk-rock section and the whole group
is playing in a concert in the Kelmé courses

The biggest difference from open air festivals is that Kelmé courses
orientate programme to all the age groups and even people with disabilities.
One case of Kelmé courses is that they accepted man with slight mental
disorder and gave him possibilities getting introduced into crafts and ethnic
music. Of course, there were some intolerant people who where not happy —
but not among teachers. In metal festivals there is not such attention to
disordered people, except bikers festivals, where the same man is treated as
‘lucky sign’ and ‘talisman’ of the Kaunas bikers clubAliens.

In this article it is compared, what forms of expressions are acceptable
for youth, which has a need of introduction of revival of ethnic tradition,
first in their own lives, later — in the environment, maybe joining folk music
ensemble, and if the forms used in Kelmé& summer courses and in masive
festivals are suitable.

So advantages and dissadvantages of more professional and concentrated
summer courses and more relaxing activities in metal, folk-rock festivals are
represented in this article. People from clubsRomuva, Aukuras, those of
‘paganism’ movement also like to come to Kelmé. That means, that in their
clubs and in the circle ofRomuva still it is a lack of so-called scientific view
to ethnic culture and music revival.

The research is being done in the 2010-2014 period, first in the year
2010 preparing to the real scientific job on my own resources, later in the
years 2011-2014 already according to ProjectEthnic Music Revival
Movement in Lithuania from 1960s to 2010s 3.

Key words: ethnomusic, Kelmé courses, folk-rock and metal, festivals,
teaching.

! Thudertale (2014). http://www.thundertale.com/en/the-band [accessed Juny 1,
2014].

2 Ethnic Music Revival Movement in Lithuania from 1960s to 2010s, VP1-3.1—
PMM-07-K-01-061 archive, Kristina Apanaviei(té records. Diaries and audio recor-
dings of 2014.

8Vytautas Magnus University, Department of Cultural Studies and Ethnology,
operational programme for Human Resources Development for 2007-13, Priority
3: Strengthening Capacities of Researchers, Support to Research of Scientists and
Other Researchers (Global Grant), project Ethnic Music Revival Movement in
Lithuania from 1960s to 2010s, VP1-3.1-DMM-07-K-01-061.
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The activities in Kelmé summer courses

Kelmé summer courses has professional environment, because everything
is being held in Culture house of Kelmé and in Kelmé manor, so people can
concentrate, and that is not old-fashioned.

All the activities are of high quality, but available for the course attenders.
Only producing kanklés is a bit complex job, although available also for
teenagers. In the year 2010 few girls were makindanklés, even working
with electric equipments, the master was Albertas Martinaitis.

The same should be said about other acitivities of crafts: in the glue
section the activities are presented by professional folk artists (Audroné
blyteriené, Lina Upomeckiené), and the age of attenders is from kids till
pensioners. That means, that the methods and the way it is presented is
acceptable for all age groups.

Sticks section (Meeislovas Eperskis) was awailable even for the course
attender with dissability. The teacher showed him very simple example, more
complex were too difficult for him. Rimantas * made small stick, which he
could whistle, and then turned to other activities: went to traditional Church
folk singers group, where only one woman was not very satisfied with this
attender. But the teacher showed great tolerance, and tried to keep all the
students together. Sometimes there are misunderstandings in the course and
similar feasts, when people are seeking great professionality. But in folk
courses and feasts simplicity is also needed. In Kelmé there are all age groups,
and even people with dissabilities: and the teachers must be very patient,
and they are. In the year 2010 | met disable women who was attending
course very energetically. She has seeing dissability, but in the courses she
finds activities for her. Also in these courses you don‘t need to read: for
example, inkanklés section lecturer Audra Vilimaité-Karyzniené teaches to
play and singkankléswithout any paper. “In the traditional culture, singing
in the evening, in the village feasts, nobody used sheet of paper, neither do
we”, explained teacher in the year 2017%.

That is the great difference from metal festivals, because there mostly
young people arrive, and not so many disable people, and very few old
people come.

4 Rimantas agreed to reveal his identity and that he is dissable.

5 Ethnic Music Revival Movement in Lithuania from 1960s to 2010s, VP1-3.1—-
DPMM-07-K-01-061 archive, Kristina Apanaviei(ité records. Diaries and audio recor-
dings of 2011.
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And the activities for kids in open air festivals are not prepared, mostly
counting on young and middle aged listeners. Only in few festivals — such as
Velnio akmuo and Galapagai— Roko naktys — there are many possibilities
to play different games, what is very good for kids.

In other festivals there are not such possibilities, excep¥iénuo juoda-
ragis, which is well prepared for families with kids. But Kelmé& summer courses
has a character, that all the age groups are possible to participate, because
of the fluent character of courses. In the evening after cources craft and
musical classes, there are always evening programs: folk music concerts and
evening dances. This part is loved also by all age groups. Dances section
participants like to practice, what they have learnt during the classes; the
attenders of other sections like to learn dances spontaneously, looking at
dances section participants. In comparance, in festiva{ilkim paibu (Varniai),
which is held in the Saint Jones feast time, evening folk singing programme
is again like a concert, but not involving all the youth to sing together.

For example, very new folkrock section attracted mostly kids and teen-
agers, but also there was one teacher, attending classes together with kids.
She also went to the shepherd’s section, where the author of this paper leaded
the section for very small kids. This active woman played with kids here,
experimenting with all primitive and simple folk instruments. That shows,
that people, who come to Kelmé courses, are very open minded, and not
block themselves from new activities, if they appear.

Some teenagers, that were interviewed, confessed, that they took their
guitars for fun, in order to play them after some classes. What did they plan
to attend — they did not know. And they were surprised to find folk-rock
section. “That is very cool and real for me,” confessed one teenager from
Kédainiai, who came with him mother and 4 year old sistef. The little girl
attended Pasturers educational section, with another little 4 years old girl
and her mum. Mum leads stylized folk ensembleAudtaras in Kédainiai,
another mum is the leader of folk group in Grigiokés, Vilnius. One came
after invitiation, another was attender of the very first courses many years
ago. This second mum is from the movemenRomuva, and she and her
coleagues from the folk ensemble came with open hearts, and joined many
activities. She attendedkanklés class, and liked, that her little girl found
activity prepared special for small kids.

6 Ethnic Music Revival Movement in Lithuania from 1960s to 2010s, VP1-3.1—
PMM-07-K-01-061 archive, Kristina Apanaviei(té records. Diaries and audio recor-
dings of 2013.
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The activity for small children is very actual, as many parent cannot
attend courses fully because of their small kids going everywhere with them
is sometimes disturbing their studying. Normally the horns and other instru-
ments section is leaded by musicologist Arlinas Stankus. | leaded group for
children for two reasons: first, that Stankus didn‘s come, second — there was
an idea to work with very small children, and | succeed.

Mostly boys like to attend this section of horns, and also older partici-
pants — to make some whistle instrumentsskuduciai. Children later get
involved in folklore ensembles after such courses, and as Audra Zabieliené
stresses, “folklore ensembles are one of the most popular form of ethno-
culture” (Zabieliené 2010: 13). That is why introducing into very primitive
instruments is positive and useful for later personal development of kids.

Jotvos vartai — new ancient culture festival with open activities

In ancient feasts there are many activities represented, but mostly of
war character. Only some activities of craft are open for visitors. You can
try archery, cooking, try to mix some herbs if ancient medicine is represented.

But most of crafts are more of representative, artistic manner, and this
could be changed: because people who are interested in ancient culture want
to try one or another craft. The presentations as something special maybe is
needed to create an atmosphere of ancient culture, but to attract people, to
teach them something — this need also exists. That is why ancient feasts lack
educational function, and remain more representational. TheEcomenis
example could be used: there could be one activity, to attract people joining
it, building something together. In Jotvos vartaiopen activities where ancient
dance lessons, they were spectaculous. Every few hours some 40 people
gathered near the stage, where played ancient music, and they learn to dance.
It reminded me of Kelmé courses. So this example shows, that also ancient
feasts can give broad spectre of education. Actually, these teachers of dance
where not from Lithuania.

In the feast Jotvos vartai there is contemporary army of Lithuania
representation, the brigadeGelepinis vilkasrepresents guns and technologies.
Itis very good for kids and youth, as also there was a competition — to make
creative photograph making photo on the techniques of army. In the year
2014 it was proposed to shoot 5 shots into ballons.

Organizers of this feast involved modern context into ancient, and that
was very clever. After shooting with modern guns, it was not so scary to try
archery.
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So small mobile army town had also an educational function. There
was an exibition of the soldiers, they presented guns and there was plenty of
activities to enjoy. The brigadeGelepinis vilkasis the elite of Lithuania army,
and they where relaxed and created very positive atmosphere in the festival,
many people visited their activities. It is good, that this representation has
direct connection to a festival character — warfare feast, also army is a sup-
porter by supplies to many festivals and feasts.

Metal festivals also have proposals for visitors

One festival, which represented lots of activities was metal festivalelnio
akmuo in Anykdeiai. One section -Fourth Stage— was for the young players.
There was a competition, connected to ethnic culture — to play three folk
songs in metal manner. The author of the idea Rimtautas Piskarskas is very
keen on folk culture, and he used to play in folk group Palvarinis. So from
the first glance, it seams, there is no folklorism in metal festival, but even
attenders of these festivals are the same as you meetMmeargos pievosor
Ménuo juodaragis— people, who are interested in folk, rock and metal music,
who love open air festivals.

There is even a joke among those listeners that they are compact small
comunity, who attend almost all festivals in summer. And this is truth: if
you meet some group, for example, bikers, inKilkim paibu, they are also
there in Velnio akmuo. But the free bikers group from Aukdtaitija later in
summer choose other very local festivaDnt grindg (“On the floor”, that
means ‘total relax’) and Suvirintojai, because those two festivals have no
comercial face, and the tickets are more symbolic: 20 litas for entrance.

There were also the samé&ourth Stagein the festival Suvirintojai, where
young guitarists, singers could examine themselves, arMusical Laboratory
could find some new talents. That is why very small festival, which is not
popular, but has very cosy atmosphere, is useful for making musical culture
more popular among young generation.Menuo juodaragis, making ‘cosy
festival’ this year trying to return to the small and cosy festival character,
but as it became comercial, it will never succeed because of amount of money,
that are being held in the arms of organizers.

Alina, biker from Panevepys, states, that for her festivalSuvirintojai
and Ont grindg are important because of the total relax and no stricked
rules. Many rules have comercial festivals: you cannot have your drinks, but
in the bar of the festival they don't offer you those, that you like. She thinks,
that also not all people understand the manner some bikers relax. They are
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group which call themselvesHedonistai, they like hedonism, and advertise
this state of consciousness to other people in festivals

Conclusions

Itis concluded, that Kelmé& summer courses cannot be closed, or collapse
because of lack of attendance, because people search for living tradition,
but not only nice fairy-tails about that. In Kelmé high scientific level lecturers
come for education of courses participants, and in metal, rock festivals this
activity is mere copy of the format of summer courses and lack methods and
sources of scientific researches — except newly created festikérgos pievos
where lecturers from Vytautas Magnus university are being invited.

In the other festivals the main field of activity are craft yards, but there
it is difficult to learn, because in the distant there play very loud music, and
to teach playing kanklés or skudutis, even to tell some stories about ethnic
musical instruments is practically impossible: teaching ethnic music is possible
more in the morning and during the musical breaks.

As not only researcher, but as participant of some festivals, | can stress
that.

Pemaitijas etnomuazikas un tradicionalo amatu
vasaras kursi lelm¢ un metéla, folkroka, ethomdzikas un
senas kara makslas festivali visa Lietuva: kada ir publikas izvcle?

Kristina Apanaviédte-Sulikiene

Kopsavilkums

Raksta tiek salidzinati dapadi vasaras festivaliKilkim paibu, Margos
pievos, Ménuo juodaragis, Galapagai — Roko naktys Velnio akmuo, Ont
grindg, Suvirintojai u. ¢.) un vasaras kursi lelmg¢; salidzinajuma pamata ir
festivalu un kursu dalibniekiem piedavato pasakumu raksturojums. Aplkota
lielak& daia vasaras brivdabas festivalu Lietuva; izskaidrota to ievirze un
mcrii, k& arf 8o sarikojumu nozimiba ethomQzikas atdzimdanas konteksta.
Analizcti arf senas kara makslas festivalijotvos vartai, Dzivas arheoloiijas

7 Ethnic Music Revival Movement in Lithuania from 1960s to 2010s, VP1-3.1—-
DPMM-07-K-01-061 archive, Kristina Apanavieilté records. Diaries and audio
recordings of 2014.
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dienas i¢grnava, senas dzires Traios, Viida un Nida), paradot, ka lielakoties
tajos norisinas ekspozicionals, nevis aktivi izglitojods darbs. I1zo¢cmums ir
Alitas pilsctas festivalsJotvos vartai tas ietver dapus pasakumus, ko varctu
piedavat skatitajiem.

Cilvcki Lietuva vcl joprojam mekic etniskas kultras popularizacijas
veidus un reiz¢m atrod tos metéla un rokmuzikas festivalos, taéu dapi izvglas
arf vasaras kursus lelmg, kam piemit lielaks pamatigums. Raksta paradits,
ka etnomizikas un tradicionalo amatu vasaras kursos lelm¢ tiek uzturcti
augsti zinatniskuma un izglitibas standarti, lektori ir ioti progresivi domajodi
cilvgki; die kursi ir pieejami arf cilvgkiem ar fpadam vajadzibam.

Gadiem ritot, nedaudz mainijusies kursu ievirze; raksta izskaidrots,
kapcc bija nepieciedama folkroka sekcija. Vasaras kursos ir gaidti jebkura
vecuma dalibnieki.

Turpreti brivdabas festivali, lai ari piedava atlaides cilvckiem ar ipadam
vajadzibam, pamata orientcti uz specifiskdm vecumgrupam. lespgjas aktivi
izpausties jauniem, talantigiem cilvgckiem sniedz tikai nelielaiSuvirintojai
festivals, k& arf Velnio akmuo, kas ir metalmdzikas festivals: ta ietvaros
notiek pasékumsFourth Stage kur jaunie méakslinieki var paradit savas sp¢jas
un sacensties dziesmu konkursos, un tajos piedalas ari etnomizikas dziedatji.
Festivals Jotvos vartai piedava iespcju spglct sitaminstrumentus, aizstajot
dapadu grupu bundziniekus, past svilpes un apgit viduslaiku dejas méakslu.

Secinats, ka vislabakais risindjums padziiinatai kdda etnomizikas
prieckdmeta vai amata apguvei ir lelmes vasaras kursi; metala, roka, pop-
mdzikas un viduslaiku festivaliem ir tikai reprezentéacijas vai muzejiska
funkcija. Tadcjadi pctijumam izvirzita hipotcze ir pieradita.
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The Dissemination of the Concepts of Ethnic
Culture in Alternative Music Festivals in Lithuania
(Ménuo juodaragis and Kilkim paibu )

Master of Ethnology Ingrida BPlepaviéiité
Doctoral student at Vytautas Magnus University, Kaunas

Ménuo juodaragis (Black-Horned Moon, hereafter MJR) and Kilkim
paibu (Strike with Thunder, hereafter Kb) are exclusive alternative music
festivals in Lithuania, in which much attention is paid to the revival of ethnic
culture of various forms. Due to the fact that the mentioned festivals are
usually organized by people who do not belong to the state institutions, they
can be viewed as an alternative not only to commercial popular music, but
also to the ethnic culture revival movement, which is supervised and coor-
dinated by the state system. In Lithuania, the term ‘Ethnic culture’ can be
used to name the traditional (folk) culture or as a synonym for all of the
national culture (Kalnius 2008: 39). In this article, the term is used in a
broad sense, i.e. to identify the entire national culture, both archaic and
modern. The term ‘Ethnic music’ is used as a synonym for traditional (folk)
music.

This article aimsto compare the revitalizing elements of ethnic culture
and other forms of expressing ethnic identity (not only ethnic music, but
also other additional activities); to analyse how the processes of dissemination
and interception of ethnic culture concepts proceed in two different festivals.
The article is based on the emic thought categories of informants (ordinary
visitors and main organizers of festival).

The methods participatory observation, interviews and comparative
analysis.

The research resultsreveal that the archaic pre-Christian era music,
Baltic, Indo-European culture and historical past are emphasized in both
festivals. However, organizers and audience have different concepts about
the authenticity of ethnic music performing in festivals.

This research was carried out while implementing the projectEthnic
Music Revival Movement in Lithuania from 1960s to 2010s (2011-2015,
Vytautas Magnus University). The research was funded by theeuropean
Social Fundunder the Global Grant Measure (No. VP1-3.1-bMM-07-K-
01-161).
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Key words: ethnic culture, festival, revival movement, folklore, alter-
native music, archaic ethnic music.

Presentation of the festivals: similarities and differences

MJR festival of independent post-folk, alternative music and contem-
porary Baltic culture is in its 17" year of life. One of the goals of the festival
is to “represent the heritage of pagan tradition” and the terms like ‘Baltic
culture’, ‘Pagan tradition’ used in the official festival's websité refer to MIR
creators’ orientation to pre-Christian Baltic culture revival. The additional
cultural activities, which are offered for the audience at the festival, are based
on the same ideology. For example, traditional crafts (such as sash weaving,
silver casting, fur processing) are demonstrated and taught at the festival.
Historical reconstruction clubs participate in MJR frequently and imitate
Baltic tribal fights. The festival also includes art workshops, folk tale and
song evenings for children, performances, camping, environmental campaigns,
lectures, exhibitions, film reviews, interactive art projects, dance evenings
and rituals. The audience is exhorted to participate in various ancient and
contemporary games, such as an open archery tournament, a match of Lithu-
anian Ritinis (or Ripka) game, football and volleyball tournaments and so
on.

Kilkim paibu is an annual festival of the ancient traditions and heavy
metal music, which will be held for the 15" time this year. Already four
years the festival consists of two partspaibas (Lightning) programme for
heavy metal music (especially black and pagan metal) anBasos(Solsticg
programme for archaic ethnic music, ancient Baltic traditions and crafts.
Besides the folk and metal music scenes, Baltic tribes and medieval fights are
performed, ancient crafts (such as bone working, silvecasting, making pots
of clay and so on) are demonstrated, various games and competitions (such
as spear throwing contest, men’s and women'’s song contest, bear drinking
competition, Vikings’ football) are played, dances are danced and songs are
sung until the very morning. National costumes of different Lithuanian regions
were demonstrated, antique motorcycles’ exhibition and fire show programme
once was performed at the festival, too. According to the main organizer
and ideological leader of the festival Daividas Kurlis, there would be more
additional activities at the festival if they are funded. In this case, the festival

! The official MJR website: http://www.mjr.It/XVI/en/mjr-en [accessed April 17,
2014].

90



|. Blepaviéilté. The Dissemination of the Concepts of Ethnic Culture in Alternative Music..

gets partial funding (for example, from Norwegian Embassy) for famous
metal groups’ performances, meanwhile folklore and crafts are usually just
a fad of organizers themselves, paid from their own pockets. At the same
time, MJR is co-financed by the Ministry of Culture of the Republic of
Lithuania, other cultural institutions, the Department of UNESCO Cultural
Management at Vilnius Academy of Arts, various enterprises, media outlets
and private persons. We can only guess tha¥lJR receives greater funding
because of the greater diversity of musical genres (from folk rock to electronic
and experimental music).Kp, in its turn, is focused on music of one genre,
namely, metal, which is less popular than other music styles.

Comparing the two festivals we see that both are similar by being asso-
ciated with pre-Christian culture and historical past, both seek for inspiration
in their Baltic or even Indo-European roots. In official MJR website it is
claimed that MJR “is a creative think-tank for Baltic world-view and aesthe-
tics”2. However, the tradition here is understood as a living phenomenon:
“Festival ideology and content are connections with ancient Baltic culture.
Not a museum-piece propagation, but discovery, reminder, revival, domesti-
cation of archaic spiritual values and remaining rudiments in current condi-
tions and shapes” (Giedraitis 2008: 74). In turn, Kb organizers present them-
selves as innovators, who are trying to connect two different subcultures
and music genres: history re-constructors and alternative music lovers, the
elements of archaic ethnic culture and heavy metal music for the first time in
Lithuania. Mixing of such different ideologies and cultures is justified by the
fact that “out of all contemporary music genres, it is the metal music lyric
that uses historical topics most often. Among the cultivators of this genre,
there are plenty of developers, seeking inspiration from their ancestral heri-
tage, local history, mythology, ancient faith”3.

Although united by some of the ideas, the festivals have some funda-
mental differences. In both events, ethnic music is combined with musical
styles of different directions. The organizers oMJR identify festival’'s music
styles as ranging from ethno, neo-folk, post-folk, tribal and gothic to ambient,
industrial, intelligent dance music (IDM), rock/metal, and avant-garde. They
differ but have the same direction, direct or indirect relations with the ances-
tral tradition: “Different generations, nations, ideas, genres and styles, but a

2 The official MJR website. http://www.mijr.It/’XVI/en/mjr-en _ [accessed April 17,
2014].

8 The official Kb website: http://www.kilkimzaibu.com/en/kilkim-zaibu [accessed
April 17, 2014].
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single feeling and one enchanting rhythm of the Earth*. Kb focuses on the
ideological harmonization of archaic folklore and pagan/ black metal music.
In contrast to the harmonious world of MJR, this festival focuses on ancestral
past fights, historical wars, the priority is given not to lyrical and mysterious
but rather loud and militant music: “We do not want sleepy emotions, baibas
is the fiery, emotional event, [...] which is hot, it must contain many things.
Itis as short as a real lightning™.

The concepts of ethnic culture and music according to organizers
and visitors of the festivals

Tamara E. Livingston highlighted basic ingredients common to all ethnic
music revival movements. Probably the most important of them are ‘core
revivalists’, individuals or small groups of people, who generate new ideas
and other groups of followers which who form the basis of a revivalist
community (Livingston 1999: 69). She also comments that: “Although there
is a core ideology that revivalists are aware of, many choose to ignore it,
[...] or to modify it to suit their own needs and desires” (Livingston 1999:
73). We are interested in the question, how does the process of the dissemi-
nation and interception of the festival ideas happen in our case? Do organizers
of the festivals, as ideas generating individuals and the audience as the ideas
accepting followers, share the same concepts about ethnic music and culture?

In response to comment about ethnic music performed in festival ‘impu-
rity’ and efforts to modify it, in order to attract the widest possible circle of
listeners the mainMJR organizer Ugnius Liogé said that “people, who are
playing here, create such music because they love it. They’re doing it with all
their heart. No one, | think, tries to artificially modernize and add, for
example, some kind of rap elements in order to attract people®. As we see
in others Liogé’s statements in public space, the ‘pure’ ethnic (folk) music is
not the aspiration of MJR. Itis much more important that music and creation

4 The official MJR website: http://www.mjr.It/XVI/en/mjr-en [accessed April 17,
2014].

5 The interview with the Kb organizer Daividas Kurlis. February 26, 2014, Siauliai.
Interviewers: Ingrida Plepavieiltg, Eglé Savickaité.

8 February 24, 2012: Vilnius Book Fair. The presentation of the journal Liaudies
kultdra and the conversation about the issues of contemporary culture. Participants:
Dainius Razauskas, Dalia Rasteniené, Ingé Lukdaité, Vykintas Vaitkeviéius, Ugnius
Liogé.
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would be familiar to man and reflect a living rather than a bookish tradition:
“The basis of festival is music, which has direct or indirect relations with
folklore or just associates with it, or probably has some elements of folklore,
i.e. meanings, feelings, deep essence” (Giedraitis 2008: 74). However, we
note that every year the festival includes ‘purer’ folk music. According to the
organizer, it does not intersect with the post-folklore trend of the festival:
“Even the ‘real’ folk group is essentially a post-folk phenomenon. In its
essence, post-folklore denotes the path and the direction of music which has
evolved from the ethnic traditions” (Giedraitis 2008: 78). However, the
audience may think otherwise. For example, the frequenter oMJR and Kb
festivals Vytenis thinks that almost 80 percent of ethnic music performances,
which appear in these festivals, are performed authentically. On the other
hand, the fellow justifies those interpretations of ethnic music that are per-
formed in professional manner. He thinks the excellent example of this kind
of music is a well-known group in Lithuania Skylé He also believes that a
contemporary listener can be intrigued by pure folklore through a variety of
ethnic music interpretations’. On the contrary, other MJR spectator Arijus
does not see the authenticity of music played at the festival, though he thinks
MJR is the highest level pos-folklore event in Lithuania. He also ambiguously
evaluates forms of modernized ethnic music: “This is partially good because
this music attracts young people who are not interested in folklore, but on
the other hand, it distances from people who are looking for natural folklore
roots” 8. Different opinions about MJR mentioned previously are unified by
the idea of the third respondent: “Such an event ad1JR expands the world-
view. This is not something real as it was in old times, but if it brings spiritual
benefit for people or something good for the soul, it is amazing™®. Despite
the different concepts of authenticity, festival participants unanimously
appreciate the festival as a positive phenomenon of alternative culture.
There are no precise statistic data, but the author’s participatory expe-
rience shows that a large part ofKpb visitors come to the festival specifically
to the ‘metallic’ part of the programme. A similar idea was developed during
the interview with Daividas Kurlis. According to him, “people come to the

" The interview with the MJR and Kb visitor Vytenis. December 16, 2011, Kaunas.
Interviewers: Ingrida Plepavieiltg, Eglé Savickaité.

8 The interview with the MJR visitor Arijus. December 10, 2011, Vilnius. Inter-
viewer Ingrida Plepavieilté.

® The interview with an MJR visitor (anonym). August 6, 2011, Vilnius. Interviewer
Eglé Savickaité.
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festival to see famous artists, famous metal bands. They do not need any
crafts or folklore, but if the festival includes these things, people show interest
in it”. However, the organizer sees a positive educational mission here: “Itis
a good thing. A person, who comes to the musical event, receives minimal
knowledge about folklore and crafts additionally” ¥°. The festival visitor
Mindaugas also confesses that the event is chosen because of his favourite
style of music. One more important fact for him is that the festival attracts
many like-minded people: “The audience, which mainly comes there, is the
same like me. [...] There | meet a lot of acquaintances™. One can assume
folklore is just a supplement to the metal music scene Kb festival. The
situation is perhaps slightly changing since the date of the festival was
combined with the Rasosholiday. According to the organizers of the festival,
“the calendar celebration of Summer Solstice pushed the festival into the
space of ethnic culture treasures®.

Although, one of the main tasks of Kb is to unite the ethnic theme with
the stylistics of metal music, the organizer Kurlis doubts if the modernized
forms of folk songs (folk metal, folk rock, etc.) can be called ethnic music:
“The elements of ethnic culture are only additives in metal music. This is the
music, in which certain symbols are used and which enliven this kind of arts.
Daividas admits that he understands ethnic music very strictly: “l understand
the ethnic [music] as an old, archaic [...]. | feel sympathy only for the pre-
Christian period, because | feel that in this place we have fewer deposits of
foreign cultures yet"**. However, due to the lack of archaic ethnic music’s
artists in Lithuania and the Baltic region and due to the commitment to com-
plete theRasosprogramme, post-folk groups also are invited to the festival.

Robert H. G. Burns thinks that “when folk songs are adapted for per-
formance in rock settings, the result establishes a particular identity for folk
music at that time [...] new performance practices become a further part of
the folk music continuum, which includes a process of continuation that

9The interview with the Kb organizer Daividas Kurlis. February 26, 2014, Siauliai.
Interviewers: Ingrida Plepavieiltg, Eglé Savickaité.

11 The interview with the Kb visitor and metal music lover Mindaugas. December
10, 2011, Vilnius. Interviewers: Ingrida BPlepavieiltg, Eglé Savickaité.

2The official Kb website: http://www.kilkimzaibu.com/en/kilkim-zaibu [accessed
April 17, 2014].

18 The interview with the Kb organizer Daividas Kurlis. February 26, 2014,
Siauliai. Interviewers: Ingrida BPlepavieilté, Eglé Savickaité.

14 |bid.
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contributes to growth in music’s popularity” (Burns 2012: 165), “while on
the one hand its identity remains intact” (Burns 2012: 164). Nevertheless,
Kb organizers also see some kind of links between metal music and ethnic
culture. Such an idea is presented in the official website: “We will show you
that metal music also can be familiar to the nature, therein you can feel a
connection with the past. After all, musical instruments changed, but people
remained the children of the same earth®. However, the audience’s opinion
on what could be called “ethnic music” splits into several different camps.
The Kb visitor Vytenis divides ethnic music performing groups into three
categories: “The first groups perform the authentic ethnic music, the second
ones perform ethnic music slightly mixed with another style, and the third
adds ethno music elements to their own music®. The metal music lover
Mindaugas understands ethnic music unambiguously: “It is just an old (at
least a hundred years old) Lithuanian folk songs”. On the other hand, this
kind of music is not acceptable for him, so he rather listens to ethnic music
interpretations, i.e. folk metal groups’ songg’. The third respondent does
not consider that modernized forms of folklore can be named ethnic music
in general, according to her: “Itis only music of a certain era[...] Lithuanian
folk songs”*8. Despite the informants’ different concepts of ethnic music,
everybody agrees that metal music and ethnic music have certain common
points of view. Are there any performers of some musical genre, who pay
much attention to the historical past and seek inspiration from mythology,
folk songs, and customs?

According to Owe Ronstrdm, “If once folk music was connected to the
agricultural calendar, now trough festivals, it is connected to the calendar of
leisure industry and mass tourism” (Ronstrom 2001: 13). Despite the growing
number of visitors at the festivals every year, the organizers do their best to
avoid the influence of commercial processes. ThEpb leader Daividas Kurlis
argues thatRasosdate was chosen not for commercial benefit, but because
all the other summer weekends were occupied: “It feels like some kind of

15 The official Kb website:http://www.kilkimzaibu.com/en/kilkim-zaibu [accessed
April 17, 2014].

16 The interview with MJR and Kp visitor Vytenis. December 16, 2011, Kaunas.
Interviewers: Ingrida Plepavieiltg, Eglé Savickaité.

17 The interview with the Kp visitor Mindaugas. December 10, 2011, Vilnius.
Interviewers: Ingrida Plepavieiltg, Eglé Savickaité.

8 The interview with Kb visitor anonymous girl. December 10, 2011, Vilnius.
Interviewers: Ingrida Plepavieiltg, Eglé Savickaité.
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force pushed us there, but when we got there, it seemed that we were in our
place and we had been there all the time'. In this way, a celebratory festival
time gives meaning to the ideological harmonization of archaic ethnic customs
and metal music. Meanwhile, the well-established date oMJR (the last
weekend of summer) has become traditional itself, because it is recurrent
from year to year. In order to avoid mass popularity, every four years the
mini Juodaragis version is organized, “as festival's break of some kind,
reloading and the possibility for new, large and cosy dreams®.

Conclusions

The creators of MJR and Kb festivals seek inspiration in the archaic
Baltic traditions. This is particularly reflected in the additional cultural
programs, which are organized beside the music scenes. The archaic ethnic
music, post-folk and other contemporary styles of music are performed at
both festivals, however, the historical past is viewed through different emo-
tional veil. At MJR it is the harmonious rhythm of the earth, a mysterious
relation between man and nature, the cycle of the seasons. &b it is militant
and noisy sounds, masculine energy and honourable ancestors’ fights.

Although the ideas of MJR creators attract more and more people every
year, the organizers and the visitors have different concepts of the authenticity
of ethnic music. The most important thing for the organizers is that the
music, which sounds at the festival, would be based on the deep layer of
ethnic traditions, whereas the festival visitors often strictly distinguish between
archaic ethnic music and modern folk forms.

Folklore is merely a spice in the main menu of the metal music for a
typical Kp festival visitor. Maybe, it is because the festival organizers and
frequent metal music fans understand ethnic music purely as old folk songs
of certain era. On the other hand, the elements of ethnic music, the symbols
of mythology and the historical past of the nation, which are frequently
glorified in heavy metal music, relate this musical style to ethnic culture
much more closely than any other musical style.

9 Interview with the Kb organizer Daividas Kurlis. February 26, 2014, Siauliai.
Interviewers: Ingrida Plepavieiltg, Eglé Savickaité.

2 The official MIR XVII website: http://www.mijr.[t/XVI/en/mjr-en _[accessed April
17, 2014].
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EtnokultQras jcdzienu izplatidana Lietuvas alternativas
mazikas festivalos (Ménuo juodaragis un Kilkim paibu )

Ingrida Plepaviedte
Kopsavilkums

Ménuo juodaragis (Melnraga m¢nessturpmak MM ) un Kilkim paibu
(Satriekt ar pgrkonu, turpmak SP ir ipadi alternativas mizikas festivali
Lietuva, kuros liela uzmaniba pievgrsta dapadiem etnomdzikas panriem.
Oemot vcra, ka dos festivalus parasti organizg ar valsts institicijam nesaistiti
cilvgki, tos var uzskatit par alternativiem ne tikai attieciba pret komercialo
popularo maziku, bet ari pret valsts iestapu uzraudzito un koordingto etno-
mzikas atdzimdanas kustibu.

MM ir neatkarigs misdienu Baltijas kultdras un alternativas mazikas
festivals, kura parstavcts paganiskas tradicijas mantojums, postfolka mdzikas
strAvojumi un postmodernas mizikas avangards. Festivals sniedz iespgju
iepazit dapadus Baltijas un arzemju makslinieku priekdnesumus, senus ritualus,
lekcijas un filmas, izstades, tradicionalo amatniecibu, ekomakslas projektus,
interaktivas mékslas projektus; ta ietvaros notiek spcles, deju vakari, parga-
jieni u. c. pasdkumi. SPir festivals, kuré apvienoti visekstrgmakie rokmdzikas
panri (pagénu metéls un melnais metéls) ar seno folkloru. Apmekigtajiem
tiek demonstrgtas viduslaiku cidas, dapadas sacensibas un spgles, seni arodi,
uguoodana, seni motocikli. Baltijas pagatnes redzgjums atklajas gan muzi-
ccjot, gan iesaistot skatitaju dapados pasédkumos.

Raksta mgriis ir salidzinat etnom(zikas atdzimdanas formas un citas
etniskas identitates izpausmes (ari arpus mizikas jomas) un analizct, k& notiek
etnokultlras jgdzienu izplatidana un uztvere divos minctajos festivalos. Raksta
aplGkotas ¢miskas respondentu (parastu apmekic¢taju un festivalu organi-
zcGtaju) viedokiu kategorijas.

Pctijuma rezultati atklaj, ka MM un SPfestivalu veidotaji mekic iedvesmu
senéas baltu tradicijas, v¢sturiskaja pagatng. Etnomazika, postfolka stils un
citi masdienu mazikas stili ir parstavcti abos festivalos, tomgr vgsturiska
pagatne tiek uztverta emocionali atdiirigi. PretstatdMM harmoniskajai
pasaulei,SPfestivala uzmanibas centra ir senéu pagatnes cioas, tiek vilktas
paralcles starp maziku un karu, folkmOziku un metalmaziku.

Festivalu organiz¢tajiem un auditorijai ir dapadi uzskati par etnomdzikas
atskaoojuma autentiskumu. MM organizgtajiem vissvarigakais ir tas, ka
mazikas pamata ir dziid etnisko tradiciju slanis, turpretim festivala apmek-
Ictaji biepi vien krasi nodiir seno etnomiziku un masdienu folkmizikas
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panrus. Vienlaikus jaatzist, ka tipiskamSPfestivala apmekictajam folklora
ir tikai piedeva galvenajam — metalmdzikai. lespgjams, ta ir tapcc, ka festivala
organiz¢taji un metalmizikas fani uzskata ethomiziku tikai par senu, noteik-
tam vestures periodam raksturigu tautasdziesmu kopumu.

Atslcgvardi: etnokultlra, festivals, ethom(zikas atdzimdanas kustiba,
folklora, metalmazika.
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A Reflection of Vilnius Church Music of the First Half
of the 19" Century. Seminary’s Sheet Music Book-
Contents and Language

Laima Budzinauskiené

Summary

In the 19" century, the churches of Vilnius hosted the performances of

musical ensembles of varied composition: Gregorian chant groups, small
vocal ensembles (with an organ accompaniment), multi-voice choira cappella
and vocal-instrumental ensembles. The analysis of the sources leads to the
conclusion that the activities of vocal-instrumental choirs and Gregorian
chant groups prospered until the middle of the 19" century. It was determined
by several reasons: on the one hand, the popularity and financing of ensembles
reduced; on the other hand, the cultural climate and the artistic tendencies
changed - the previous tendencies became out-dated, which naturally
promoted the interest in new possibilities — specifically, multi-vocal choral
singing.

The object of this paper is the Vilnius seminary’s manuscript sheet music

books, re-written in 1828. Vilnius seminary’s books were found in Vilnius,
in St. George church. It is not clear in what conditions they were kept for
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almost 200 years, who and how much used them during this long period. In
2010, both books were restored in Lithuanian National Martinas Mapvydas
Library’s document restoration and conservation centre. On the first pages
of the two surviving books — Canto secundoand Basso vocale- it is written
that there were four of them (Canto primo and Tenore have not been found
to date). Considering the specifics of the creations, its possible to assume
that there was the fifth book, dedicated to the organ accompaniment, and
maybe a few more, dedicated to the instrumental ensemble. At the end of
the book — a memorable account about the flood which destructed Vilnius
in 1828, written in Polish. It is possible to assume, that the whole book was
dedicated to the memory of the horrible event and to the prayers for the
future.

In the first half of the 19" century, in Lithuanian church choir repertoire
there dominated the local composers’ creations. This theme in various aspects
was analysed in earlier scientific articles by the author. In the 19 century,
the Lithuanian sacred choir repertoires consisted of compositions including
various consistencies, genres and forms. The content of Vilnius seminary’s
book consists of liturgical compositions: masses, hymns, versicles, vespers
and others. Most compositions are anonymous; only a few composer names
have been found: Martin Zebrowski, Francisco Selesio, Zygmunt, Rulewicz,
Jézef Elsner and Karol Kurpifiski. It is clear, that the authors (only with one
exception) were the local creators or the composers of Polish origin. The
originality of Vilnius seminary’s book consists in the fact that in it the re-
written compositions in four languages — Polish, Latin, Russian and Jewish
(Hebrew) — are combined. It is a direct reflection of multilingual and multi-
cultural Vilnius of the first half of the 19 ™ century.

Key words: the 19" century, Vilnius, sacral music, Vilnius seminary’s
books, Jézef Elsner, Karol Kurpifiski.
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Musical Culture in Gomel at the Turn of the 19 /20" Century
in the Context of Influences of the European Culture

Jelena Kurtenok

Summary

The present paper reviews the particular qualities of the formation and
the development of musical culture in Gomel at the turn of the 19/20"
century that has a close link with the cultural phenomena of Russia, Lithuania,
Poland, Ukraine and Western Europe.

The dominant sociocultural feature of the first part of the 19" century
was the activity of Russian noble aristocracy — Piotr Rumyantsev, Nikolay
Rumyantsev and Ivan Paskevich. They represented and supported artistic
and musical amateur culture by organizing their concert tours in the city
and patronship.

The performance of concert orchestra forms originated when Gomel
musical school and orchestra had been organized in the 1830s. One can
discover the presence of mid 18 through early 20" century musical traditions
of Western and Central Europe, especially of Austrian, German, Polish, and
Czech performers.

In the second part of the 19" century, due to the democratic relationship
in the society, the nobility’s influence on the artistic life of Gomel was
decreasing, the bars that were previously limited became very popular in
musical society then. The quality of musical culture of the city was also
viewed: private musical schools were opened, music was taught in educational
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institutions, musical stores were growing in number, public concert and
theatre halls appeared, the role of professional musicians in performing,
musical education and criticism became much stronger.

Parlour music and concerts that were common in Western society became
popular in Paskevich estate and in city environment. According to the inven-
tory cash of Gomel castle for 1892 and 1910, there were different musical
instruments and materials in the palace. The significant increase of Gomel
territory and its population promoted school education that encouraged the
spread of musical knowledge. The teaching proceeded in male and female
progymnasiums. Students were taught church and secular singing, and playing
instruments.

The music and drama society appeared in Gomel in 1909. The main
idea of its members was to form the citizens’ aesthetic tastes. There was a
symphonic professional and amateur orchestra (the conductor Sergey Zakha-
rov). The analysis of its activities showed its artistic importance.

The variety forms of concert life affected the development of professional
musical education. By 1911, in Gomel there were several professional musical
schools; they were administered by the Ministry of Internal Affairs. Private
lessons were also popular. The activity of professional musicians created
and covered the entire spectrum of musical values and its typesfrom per-
forming to teaching, enriching almost all socio-cultural forms and ensuring
their functioning.
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Features of the Local Paradigm of the Formation
of the Musical Professionalism in Belarus
(Beginning of the 19" Century — 20" Century)

Galina Tsmyg

Summary

The beginning of the formation of musical professionalism in Belarus
had started long ago, but the complete system of professional musical culture
was created during the soviet period of the Belarusian history. The process
of the formation of professional musical culture during the period which is
in the centre of our attention had the features determined by the specifics of
musical life, which was dependent on the socio-historical circumstances.

The formation of musical professionalism at the beginning of the 19'
century and in the 20" century was based on the European academic tradi-
tions’ it was reflected in such processes of the sphere of musical culture as
adaptation (assimilation of the West European and Russian musical tradi-
tions), reproduction (the cultivation of the requirement to repeat the compo-
sitions created in the sphere of academic music in the past), and readaptation
(updating the artistic experience of this culture, directed towards the resto-
ration of the art traditions, which had been acquired earlier but then were
lost in certain socio-historical circumstances).
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The author considers the following areas to be the most significant for
the formation of professional musical culture of the region studied: music-
theatre and concert-performing professional art, concert-educational and
music-social work of the mixed ethno-national musical-cultural societies,
concerts of amateurs and enlightened amateurs.

The attention is paid to the adaptation of the West- and East-European
(including Russian) academic musical and theatrical tradition in the Bela-
rusian provinces and the compelled, and then successfully repeated readap-
tation at the level of the reception of the European musical professionalism
by the concert-performing art.

Owing to the socio-historical circumstances at the beginning of the 19
century and in the 20" century, high music school for professional musicians’
training in the Belarusian provinces was not created. The function of musical
education was performed by private boarding-schools, music schools and
teachers, city and private orchestras, as well as by mixed ethno-national
musical-cultural societies.

The way, which musical culture by the time of change of a social order
at the beginning of the 20" century has passed (the development of artistic
experience of the European academic musical tradition, mastering of the
forms of professional music new for these territories and the attempts of the
synthesis of national creativity and the experience of academic musical
practice), was the basis of the local paradigm for the further formation of
musical professionalism in Belarus.
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3 Konzert fr Cembalo, Streicher und Basso continuo d-Moll BWYV 1052; Konzert
fir Cembalo, Streicher und Basso continuo E-Dur BWV 1053; Konzert fir Cembalo,
Streicher und Basso continuo D-Dur BWV 1054; Konzert fiir Cembalo, Streicher
und Basso continuo A-Dur BWV 1055; Konzert flir Cembalo, Streicher und Basso
continuo f-Moll BWV 1056; Konzert fir Cembalo, 2 Blockfloten, Streicher und
Basso continuo F-Dur BWV 1057; Konzert fiir Cembalo, Streicher und Basso con-
tinuo g-Moll BWV 1058; Konzert fir 2 Cembali, Streicher und Basso continuo
c-Moll BWV 1060; Konzert fir 2 Cembali, Streicher und Basso continuo C-Dur
BWYV 1061; Konzert fir 2 Cembali, Streicher und Basso continuo c-Moll BWV
1062; Konzert fir 3 Cembali, Streicher und Basso continuo d-Moll BWV 1063;
Konzert fir 3 Cembali, Streicher und Basso continuo C-Dur BWV 1064; Konzert
fir 4 Cembali, Streicher und Basso continuo a-Moll BWYV 1065.

4 Konzert fir Cembalo, Querfléte, Violine, Streicher und Basso Continuo D-Dur
BWYV 1050 (Brandenburgisches Konzert Nr. 5); Konzert fir Cembalo, Violine, Fléte,
Streicher und Basso continuo a-moll BWV 1044 Trippelkonzert).
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edé Ariola-
Victor, ecaanoiié

SAMA NN A O

aey0 «aedeaciial caiadanax,



........

e, .
ia ofeuér oeée daodianéed élioasola, iacaaadeaiill 1éacaény caasdiai-
i0é Niiadoéedii e eéieadaié e 6eed ia+adeeé ddageciataaouny idi-
480 caiefeé anao 6180aieaiils é1ivadoia 116adoa, idéeé&ifiu ioéacaoury

10 TRGUAN0AE4 1860 a4064e0 iéaita
13-15 iay 1994 &i4a it fied+ap 70-640ey ieeieadaié e a iaiyou 1

j&é adniu 6eee 4aoianees eivadota ane nuasdai Niiadoeedn flai&no-

il i eeotanéeie ieaienoaie a Aeeuipfia. Niéiind 1adoee efiéiyee:

— A é1ibad0ad aéy éeéadeda i 186anodii — 6+a i aié Eeaia
Aadiiaéod ( Lijana Baronaité), Dé+adaan Aéadéief Riéardas Biveinis,
Yaea 180e6iaéod (Eglé Perkimaitd), a 0aéeed [yodaf Aipeafi ( Petras

Geniudag, Aedooad Aagipiaéod (Biruté Vainilnaité), Aédénaiada
FEAcdaEe04a Aleksandra bvirblyté), Aiadpi A&aaeh (Andrius blabys);

— 2 é1i64d0ad aey 4200 é6aaedia & 108anoda — Cadaida & booa Eadéi-
820100 ( Zbignevas& Rita Ibelhauptai), Addlieéa Aedaéod (Veronika
Vitaité) & Paiood Aaéoédae+pod Ramuté Vaitkevigilte), EYRoooen
Poeéaxoneéarn Keestutis Grybauskape Eida laéiaae+&iad ( Inga Makna-
vieiend;
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— 24 é1i6a00a0 46y 0040 eeadedia & 1064noda — Pdaen Ayéiaaedrniéef
(Jurgis Bialobpeski3, Aéafia @ Oageéia baaaeeaéoa (Aldona & Halina
Radvilaités), & 0aéaed YaeadoAdeeeh (Egidijus Buopys, Aéoef Adé-

"""" iaf Aeé+pni (Ariinas Dikeéius);

— A FENib6ad04 a6y +4000a0 86aadd1a & 1084af0da — 1adeal Acécadéiaa
(Mariam Azizbekova), Edaia xpdeéaéoa ( Irena Eiurilaité ), Aédagiey
Aa4&é0604 Yirginija Dabkuté ) & Nadaaé 16d6seét (Sergejus Okrudkg.

MANAARL N L QNANZ _rAA L AN A X NN NN A 3

glajee-anéeé ciaé daasediey asoenoéa, ia idioyaediee

|
111486 880 MO AR06IAA0AE & E0A], AT0S6aIe-aasaé fi Nijads-
el & 5681aTacI0N &1 EeoTaniee] 6a1A5101 1568R0BT, TiA6aasaé
1167406 8201aREes ieaienioia.

T0ia+ay 80-82084 [eeieadalé 42004 146 a1iiead & Naieo-iaoas-
16543, Nifagoeen aianoa ieaisadl Eoaainies & 1e6acsh 120651a0)
efiiieies oeee aaBTaNEes eli6ad0Ma A IAfeTeuer Medavaii acaa (&
81645045 6+anoaiaas EAIAsI0é 106af05 Aléligial 082054 &c 1iiéad).

A 2007-2008 #4360 dadeea & iaiyol 1 [eeieadalé enolde+aneeé veee a
aif TAA14 406 eRifelal A lfeTaneré aiifasaaoiaee. Nifaoaen
aedeccediaas 15641051 064101 8TifAdAA0IES, fsefidaie A0ee Bae-
o8 &fifiadaacioee O eadal Aeedaia & 40a0ed 6+aicee ealealdaié,
OAIABU Geed 15T0ARMAISA — 186a8e 1306614, 1adeia Aanadaa e Nadaaé
NEYE

iifeaaiel 1oafer S1ciia 25106 &1
ota A AfioAacaiea 81018147 1642004481, 1T AGUAROAG |, -0 afip
0a13+aMe6p seeciu Nifadoaena, fioasa &al caieu, ecaaifay a 2013 4146
Afi&Ied1T ecadnoNé 6edité  Warner Classic [a yoié caiefie aiadedai-
Feay icaiefoea Aedsey Cesliaaddcasdl(lia Zilberquit ) efiiisiesa aRa &fi-
53000 48y eeaaesa fi 166AMR0ST & 4aa 1i6Ad0a iT Acaasiae asy 15aaia
et a-moll & d-moll (BWV 593,596); iifiea4iea a0ee caieRail A addfee
A8y 6130&ieal fi 156AR0SN, 6144a ieaieRoca A fARETeusT iABadAAI-

oaiili aeaa eadaéa iadoe
e
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+€0 & 6gad éaé xedié ia-
> (Sondeckis  1982: 242).
i8adit+-oaiey 1aaéaiito

2:
id
ieyd Nifadoéena

vadiaiedi sedaé aoi-

4: 87).
Taia araioyo 1 aat fiefoaia oaiit

5 A O

==

s::; o
>

O, =

O
8
o
o



E. 1agiiedan. E&aaedind &1ivasod Eidaiia Naaaroeaia Aada a 0ad+aneié ae

iféilé 1464 yoi Todaceeifiu
Niiaao

=13
=
o
D

)

Q:
Q-
aQ»
Q

(D
[e]]

Keyboard Concertos by Johann Sebastian Bach
in the Artistic Biography of Saulius Sondeckis

Leonidas Melnikas
Summary

The musical traditions of the Baroque era had always held a special
place in the work of Saulius Sondeckis. For this, there are many explanations.
First of all, the prototype of the Lithuanian Chamber Orchestra created by
him was undoubtedly the Collegium Musicum — the type of creative coope-
ration that became widespread during the Baroque era and the work of
which was infused with the joy of ‘live’ contact with music. Sondeckis’ first
experiences in the creation of his orchestra reflected his goal of finding an
alternative to the stultifying canons of prevailing practices of orchestra play.
Chamber music-making, where the voice of every instrument was heard and
every one could feel his or her contribution to the collective artistic result,
was a seductive idea which inspired the beginner conductor. It is obvious
that the relationship between the artistic model of the Lithuanian Chamber
Orchestra and the traditions of the Collegium Musicum furthered a heigh-
tened interest in the legacy of the Baroque era, the chamber-instrumental
work of which was often created specifically for this form of ensemble music-
making. It is not an accident that Baroque music became the foundation of
the conception of repertoire built by Sondeckis.
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Finally, Sondeckis’ repertoire preferences throughout his artistic career
reflect his special feeling of awe of the music by Bach. Again and again, he
returned to the interpretation of the masterpieces by the great creator of the
Baroque era.

Sondeckis’ concert repertoire has accumulated a great quantity of Bach’s
works — not only his monumental orchestra and choir opuses, but also many
cantatas and instrumental works. Keyboard concertos have an important
place in Sondeckis’ repertoire of Bach’s compositions —he performed them
with many prominent pianists and they became important highlights in his
artistic biography. They represent a cross-section of his artistic evolution,
showing characteristic aspects of the conductor’s artistic individuality.

Key words: Keyboard Concertos by Johann Sebastian Bach, Saulius
Sondeckis, Tatiana Nikolayeva, Balys Dvarionass.

Eeo&®a006da

Johannas Sebastianas Bachas. Kdriniai klavyrui. Koncertg cikla3 atjana Nikolajeva
(fortepijonas) (1972). Vilnius: LTSR kultGros ministerija, LTSR valstybiné filhar-
monija

Sondeckis, Saulius (1982). Neupmirdtamos akimirkosBalys Dvarionas. Klrybos
appvalga. Straipsniai ir laiokai. Ampininkg atsiminimai Sudaré ir parengé Juozas
Gaudrimas. Vilnius: Vaga, p. 238-245

Niiadoéedn, Na 6epfi (2004). Aifiligiaiey.  Qaolyia 1aodiaia eeieadaa a
imeiaieys, ndaouys, 1+40ead, eidadaup... Daa-fiifio. Nasaaé Naiera. Aayine:

~AND AL AND A

Asyiniena 1aganoina meeasade-anaia Taudaeiaied, f. 77-92
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Efoidey Roaiiasaiey eofane
adadied (eao . musica + 4da+.logos — f&lal, itneu, ia 6éa;

ial. Musikwissenschaft 66ai6. musicologie aidaé. musicology) — i6¢a-
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(Beard, Gloag2005: 122).
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a écaaieyd Vargonininkas («id&aiefio»), Muzika («i6¢0éa»), Muzikos

MA LN NN ANY L AA N AN A Q XA AA

menas(«ER@Minoal iocliée») — 0aéaed aéotail id+acaseni aidan Ada-
¢éfn (Teodoras Brazyg, bican /Aeéyae+ph ( Juozas bileviéiud, Aédaan

JIuToBCcKOE
My3BbIKOBEICHIIS
1
| | | |
. Bemnerpuctika
MeKIuCIHIITHHAPHbIE
HcTopus My3bIKH Teopus My3HIKH My 3bIKaTbHAS
HCCIEI0BAHNIS Iy GITHIICTHRA
Aeasdaiia 1. TiHifai04 iaidaaed  iey eeoianéial iociéladad iey
Pacaae i6cléiadaaiey yoilidcléiadadied noae ioadéuiié ia 6éie,
810104y efitélicé &0 140140 effieaaiaaiey yoiieiaes, Moeisiaee, noa-
0efnogée & 486480 iae, 10614y 10 16chéiadadiey; MNeaaida oadeed ia
Jasyaony ilileeoiié ia  6&1é e dafiiadadony ia +afnoe, a eioidad aléu-
@aa aiéiaied 6aaeyaony éeal 0divdoe+~anéiio , eéai enoise+anéio en-
ngaaraaiep nfasaiaiité i6gtée
Eo0ianéia i6¢léiadadied ia i0aanoaasyao niaié aaeiiar iiieeoa.
A i85a0p 1+23440, ~afiol efifiéaaiaaies Tiedadony ia efoidep i6¢aee.
aaiey 1audaeiypo enoioe+anéea e 0aidace+anéeéa ndasa. ia yoi

=~

82604 (0raté Burokaité), Nioey Pdaod Aeépod ( Sofija Jaraté Vylihte),

A6adiia AEpdaéoeod (Audroné bilraityté ), Aaéaa Egaidia ( Daiva Kda-
é 68aéee0a (Laima Kiauleikyte), Aeoanoan Eaianadoaen

(Vytautas Landsbergig, Aeoa0a 1adéyepidia ( Vytauté Markelilinieng),

Tia [a0a604aid ( Ona Narbutieng), Aaia Tagéieod ( Dana Palionytg), Aa-
604 Iyoda oiéaéoa Danuté Petrauskaitd), Yaea @dyadééeod-Eidaia ( Eglé

A geoianéi i6ghétadadiee i 60-70-6 aiaia OO a&éa aiéiigia aie-
iaied 6adeyaony enoidee eeoianéié ioclée. Aéaaaieé Eeoianéié



A. Aiaiade+&i&. Efiolée & 5acaeoed 8eoianelar i6cieiadadiey

hé Avadeian madiolaee 426601118 ecaaiéd il efoldee
0ée& 19 lietuvig muzikinés kultdros istorijos («E¢ énoidee
ocléaguiié é6eu 0680»). [adané ol (1861-1917) ané Tida-

e ai & 1958 a1a6, 401dié oii — 1964 diad (ia 86 el yeléa nioado-
fioadiit 1964 & 1972). (haoeé ol (1 i6¢iéd 1940-1965), iMadiotagai-
iaé a8oeTiiné eleeaaede, e101oié 0ataed d0&Ta1aee A d6adeian, ita

0é (1993), d0éiaiaeoaeal 6ad6aadi enoidee idgtée (1953—
1988), i ifaaioiace ai6da 50 i6¢0eTadata. A adadeian 1aiei ec 186a0d
jaieriae éieae, 1MMNayuaiina ataapueiny éliiiceoidal E€oal . Aa-
éefio Adadeiiano (Balys Dvarionas/ Aagefi Aaadeliaiia éeoianéii e 86 -
fiéfl ychéas, 1960) & a fitadoidnoad i Aeiaeiaioanti Naaeseadn (- Algi-
mantas Savickayxpd&aieid ( M. K. Eiurlionis / M. K. xpd&aieéf, ia &eoia-
fiéfl & 86 Anéli ychéad, 1965, 1974)Ché 4 eéoianél 16chétadadiee dag-
aeaapoiy ~ado0 «enoide+anéial ibgiéiadaaiey, T 810181 4 1885 &iao
iehae Aaeal Aaead (Guido Adler) (Beard, Gloag2005: 79). Adadeian 6aé-
204 11aaloTaee & ecaaé eividiaveliiné naisieé Juozas GaudrimasTa-
rybg Lietuvos kompozitoriai ir muzikologai / Efiiice6id0 & i6¢hétadad
Ntadonéié Eeoald (1971; 2-e écaaied 1988, ia ddcéli — 1978), filndaaeé

fi4idieé Balys Dvarionas.Klrybos appvalga, straipsniai ir laidkai, ampininkg
atsiminimai («Aagen Adadenian. 1acid 04i6+anoaa, fioaole, ienuia, ain-
mefaiéy ntadaiaiieéiar, 1982), iicaaé 6+aaieée ( Muzika / «16¢0éa»)
48y 10-11-a1 ééanfnia i Eacenil RhAgiféant ( Kazys Jasinskas1968) & 4éy
9-11-a1 éeanfa fi Aadlaaoanii Godazenii ( Adeodatas Tauragis 1969, a
1987 — 2-4 ecaaied), iefaé foaoue T 16cléa a i1ddelae+anéié ia+aoe
(Karadka2000b: 441).

A&yodeuiiion Aoadeiana idtaiceeeée 4a1 6+4aieée-io¢né
caielapueany i6ciéiadad+-aneéié dadioié eniléiecdee ia dacid
cOeag&ling eifodoidioad. Naidé ecaanoité ec ied — ie

o’
[o))
o
Q-
o
o
5 O
5\

440aen, iayoeageé aiaéecsd 0aid+anoaa xpdeaie
ja+eiay fi 1965 Alaa. Eaianaddaen danédnaado neiodoe+inou 0aid+
xpdeaienia & aiasecedo 40 ia 0Telél a1 16¢080 , i & ecladaceodeuind,
0aéaed & 6804dA008ITa 0ATd+AN0AT. 1481110p «+pdedieaio» flfioaasyao
Pavasario sonata(«Niiada aafit», 1965), «Niiaoa aafit». Oald+anoal
. E.xpdéadiefia (1971; 2-& &li. écaaied CAid+anocal xpdediena 1975),
M. K. Eiurlionis. Laidkai Sofijai («M. K. xpdéaien. lenuia Nioee» ,1973),
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Eiurlionio dailé («Efédifioal xpdeaiefia» , 1976),Vainikas Eiurlioniui («A&-
ilé xpdéaienod», 1980),Eiurlionio muzika («6¢léa xpdéaiefia» , 1986),
M. K. Eiurlionis. Time and Content (1992;a 2008 #1406 écaail a @éej ia
yilifién ycoéd), M. K. Eiurlionis. Podpio kiiryba («M. K. xpdgaie.
Nicaaied fietaa», 1997), Visas Eiurlionis («Aafili xpdéaiefi», 2008) Mika-
lojus Konstantinas Eiurlionis. Vytautas Landsbergis. Laidkai Sofijai(ié-
ea&ipn Elifioaioeian xpoeaien. Aéda 6oan Eaianadoaen. lefiia Nioee»,
2011). Gézed Eaianadoaen ecaae anp 61d04ieaiiop i6¢0eo6 ecaanoiial
éfiiiceoida ia Atanoaadiiié sdaagoeaé: M. K. Eiurlionis. Kariniai forte-
pijonui. Visuma («M. K. xpd&aien .Idiecadaaiey aey oidodinyit . 1ie-
i1a écaaied», 2004). Ei daéaed iaienaia ilitasaoey 1a 1ail ec 1ao-
a06 eeoianéed énilceoiota Nafila  ofiéana- Eeslovo Sasnausko gyvenimas
ir darbai («/Eécil & 0d6a0 xanétaana Nafidnéana», 1988(Ambrazas,
Palionyté 2003: 250).

Ei&iil 0aéei 160ai 6181636 aony aea

éiadaaiey, iiiayuaiiay ee+iifioyi eeotanéed éfiiiceoid 6 fi-
éapofy ififadadee, a 8101600 idaanoaacail ed oaio+anéead aeiadaoee,
aiaéeceddporiy idlecadadiey anaoc noeeaé e 2 i I}

€ sedidia, aapony Aiefiée io1-
ecadadieé e eiai epadé, oilieiaailto a 0aénoa.

A naidieead noanaeé, eieaas & iiiadaneyo aiagecedd Aaony 0ald+a-
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5a Stasys Dimkuy y0da ohéania, Picana Adaena (Juozas Gruodiy. 1a-
6aie04 Madiolaeea écaaied Stasys DimkusStraipsniai. Dokumentai. Laid-

ai. Ampininke atsiminimai («Noafiéfi @eiéo ii. Coaoue. Aiési&iod. iendia.

ifiniefaiey nadaiaiieéia», 1967). Eieao Mikas Petrauskas(«i@éaf
yoda Gnéar», 1976) ilaaioiacea boaod Addieaéod.Ecaaia éieaa Aavél-
aana piaié nena(Vaclovas Juodpusi¥i 04i8+anoaa éiiiiceoisda & aede-
dda bicana laéaguiena ( Juozas Pakalnis1972), éiedalacaieod Valanda
su kompozitoriumi Antanu Ragitinu («xaf fi éiilceoidn Aidaianai ba-
+piafili», 1970), éiéda 1 0a16+an0aa idaienoa & éfiiiceoida Noanefia
Aaéipiana ( Stasys VainiGnas 1991;iTadlotaééa 1ada00aid). Aiageoe-
+anéea 086ad, MRayuaiiia éeanneéo eeolanéié i6ciée e iicaandep
ae0ianéné géiea eincesiona A dGaeno, alio foee Aladacan. Yor éigae
Kompozitorius Juozas Gruodis («ETiil ican

< > X O

fiifceold bicail A ddaéf», 1960, ia
8oNMeén ycliéd — 1964 ) & Juozo Gruodpio gyvenimas ir kiryba(«/Eecit &
04ai0+4&noal bicania Addaena», 1981, ia ddifiél — 1985 ).

Aigiaiey i6chiéiadaia oainoieeeni & adaoued ftaddidiind én-
ifce@oidn Péph beyépiani ( Julius Juzelina}, Yaoadaan AasufierHdu-
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éan (Osvaldas Balakauskay & Adilipfi E 60aaé+pfi Bronius Kutaviéius),

79 N~ Q AN

16+8M0aT 101806 ennedadiony a éiecdéoeains ecaaieyo.

a
o i a aanyoesaoey O :
ifagadéeé Kazimieras Viktoras Banaitis («<Eaceiddan Aeéoidan Aaiaé-
fi

AL AXNANAQ PP AA N AN

006ad 1T 16¢chéaeliié éoeoeéa ieaiefioa, é0eoeéa e éil
ig N0adeoaél Eiddoa Ayioeaiéaia
(Loreta Venclauskiend. Chéaed ecaail iacddoeagl a 4406 01iad ia da-
4280604¢é 1ada004ia & Yaioiaana A yaadaana Edmundas Gedgaudas ii-
fiayudiind a0aapudio Ay iaieioo & éiiicedidd Aéoa 60ano Aasyae-
+pfAd: Vytautas Baceviéius. Gyvenimo partitira. Sudarytoja Ona Narbutiené
(«Aeoaoan Aasyae+pi. 1a60e06da seécie». Nifidaaeodsi lia adacoaid,
2005), Vytautas Bacevieius. 1dsakyta podpiais. Sudarytojas Edmundas Ged-
gaudas(«Aeodoan Aasyae+p. Néacail ieoaaie». Nificadeodel Yaioi-
an Aasaaan, 2005)1y0da ofiéacod i 2011 Alaa d0&TaTaeo 1614eof &i-
édiadioesiaaiey a yedéosiiil aéad iociée éliiiceoisia yiedsaoee.
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aiioé iotaéo 1a iacaaieai Lietuvig muzikiné kultGra migracijg kon-

tekstuose (1870-1990): tautinio tapatumo ir muzikings raidkos saveikg«Ee-

fanéay idgliéagiiay e6ei06da a éliodénoas ieadacee (1876 1990): ia-
fiaeliay eaaioe+inou e 30114 A0daseadied») 6eiaifieds  aony

=4 >

paled

obeaéf

muzikai Vokietijoje 1944 —1949 metais(«E&oianéed i6¢0eaion A &diaiee
& 19441949 a4, 2005),Eikagos lietuvig opera («[idda £601a0da xeeaai»,

(«i3ae0a eaiaafees seoiacda Neaaa Aacsiaa AAaiyeecd», 1995)Lage-

rininko teatrai. Balys Radpius («(Ba0d0 €aaadilal caéep+aiital. Aaeen
Daasepfi», 1995), &iéad ietuviai ir muzika Sibire («E€oTad0 & 16¢iéa Ne -
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aede», 2013) faienaia a ifaaoidnoaa i yoiiiogaé
(Gaila Kirdienég).

EARg&aiaaiey 16ctéaguiné eo eiodi XVI-XX a&éa
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muzikos bei kultiros veikéjai: XVI a. — XX a. pirmoji p. («Adyoaee ioclée
& 86eD06d0 1asié Eeoal XVI adéa —iadaié ieiagino 00 a&éax, 2000),
Muzika Mapojoje Lietuvoje: lietuvig ir vokieeig kultlrg saveika («16¢0éa
lagié Eeoal: acaeiiadénoaca eeoianéié e ididoéié eoeiu  00a0», 2003).
Efioidep 10c08aslilé seecie a iNanouys, 4a1d6ad & A1d14a0 ef-
fiedado Eyoedéeeod a iiitasadee XVl a. Il pusés — XIX a. muziking

Lietuvos dvarg kultdra: stiliaus epochg sankirtose(«i6¢léaéiiay é6eu 06da
2040 a1 40i61é 11é1aeia XVII — XIX adéa: ia 1adana+aiee
& 0
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&ceoia a Eeoad», 1995) Klavyring XVIl ampiaus Lietuvos muzika («E&a-
e i6 Eeoal XVII 44éa», 2004).

iey iocheaediie ol 0000 Aeelipfia Aaéooeod 1alaueea
iaus miesto teatras: egzistencinig pokyeig keliu. 1785-1915
d aioiaa Aeélipn: aio1alé yécenodioeasnins 1asaiai a 1785
14a6», 2011). E&lie4an 1aeuieéan (Leonidas Melnikas) éfifiédado
806006806 a éiéadlietuvos pyde muzikinio paveldo pédsakais
gaeliié eoeli 0080 44044 E€oal», 2010). lyosaieaéoa
6eé  Klaipédos muzikos mokykla 1923-1939 («Eéaéida-
aéuiia 6+eeeud 1923-1939», 1998), Petras Armonas muzikinig
kultdrg krypkelése («Iyodan Adiliafi ia 1a0&é6arioead i6¢cieasiins eoeu-
003», 2005) & éigadPrudencija Biekiené(«idoadioey Ae+éaia», 1998).

A 2002 146 écaai 0d6d ietuvos muzikos istorija. | knyga: Tautinio
atgimimo metai 1883-1918 («Efioidey eeoianéié iogtée. E A
faoefiagninar aigdieeddiey, 1883-1918», 481 i.), 114410
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A. Aiaiade+ai&. Efiolée & 5acaeoed 8eoian

2009 &40 écaaii idiaieseaiea aaiiial 0d6aa  Lietuvos muzikos istorija.
Il knyga: Nepriklausomybés metai 1918-1940 («Efioidey &eoianéié io-
cOée. Eiéda Il: Aal facaaeneiifioe, 1918—-1940», 798 fi.). Nifidaaeodél &

10440M0adii0é d4aaeoid Aiadacan. A 4200 01iad 10aafoaacdia 1agediay
éadoeiaiociéasliie seécie, 440100 ie@do 116¢héaguii ainiecaiee,
adadiaad, i6¢léaelild géiead, 03aodad e ed 6aiado0asa, élivadoiié
aeécie, I6céascuiié é5e0eéad. Aaoidl daaio Tiedapony ia ad6eaita aai-
04, éieae eeepnodediaail imoitie Todnaéaie, 610iadadeyie
Qiisey iochée

B36iia aa0isia — efiilceoidn beyspian, Deiaidan Riyeyo Rea
(Rimantas Janeliausksioctiéiadan Aiadacan, Peéia leéaiaéod (| Rima
Mikénaitg), bicaf Aidaiadé+pfh ( Juozas Antanavieiuy, BDooa Aéaaiade-

+po& (Rita Gaidamavieilte), Deidadoan Eagiiiefi ( Rimtautas Kadponig,

Maseeia Axiidaae+4id ( Grapina Daunoravigiend, yoiliociéiada bi-
i6aguaan Aiaiadé+pi ( Romualdas Apanavigiug — efifieaaopo ~enot 0ai-

daoe+anéea aniaéol ioguée.
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yR0A0REA 638EyhO Ad6aySeR, Aadaan ladiien Vaidas Matonis), D6oa Noai-
ayae-pod (Rata Stankevieiltd, 16c0easiiié ifesie : A
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(o))

an Albertas Pilieiauskas,
8360&04a (Antanina Jurgutyte), i6¢tiéaguiié eioasi

Eaoédi (Donatas Katkus), 16c0éaéuilé aéo foeéd

°)

(Vytautas BigiGnag, Aiaiade+pfi, 1a0diaoees e aaiiaodee a i6gléd —
Pbeéialoaeedidid ( Rima Povilionieng, ifiiadadey  Musica mathematica.
Tradicijos ir inovacijos diuolaikingje muzikoje — «Musica mathematica.Cba-
aeoee e eiffaacee a niadaiaiiié 16¢tiéa», 2013).

Nayce eeoodae+anee éfiota il i6ghéie effieaadpo Eaiesd Doidé-
aéo ) & AEeaeed Nofieod (pivilé Stonyté), fiedad Nay-
T4l lenaiey a nfasaiaiiié eeoiané & faédaguiinol i6¢heé
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(Alé Gutauskiend). Yiveééiiaae+anée
(Lietuvig liaudies muzikos instrumentai — «E€oTanéea iad -
04 eifodoiaiot», 1991, ii ladéaé Aagodaiaid /  Marija Baltrénieng),
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Qx
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«Eeéoianéea éfiiiceoidl», 2004) & yodarn biayeéd ( Petras JuodeléSkamba

kanklés — «Cad+ao éaiééan», 1994: aéiadadee énieieodeaé ia iasdia-
{10 einodadiaioad).
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Ad30GESR. 1850 Oegeilé & cadeéli», 2007), Mu2|kos avykiai ir avykiai
e i (oey a i6¢léa», 2008) é1o1o0a atee
&+p0a defidao 1ianodop
yaony daaaeoisn
) if

ofafnéieé iogléeé», 2005), Kirybinig stilig pédsakais (I ig¢daai 0418+ éﬁ-
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faoiaiié iagiaéée [/ Lietuvig liaudies daing

melodikos bruopai (ia d6fifél ycléd — 1966, ia eeotanél — 1969). Aa
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e
Lietuvig liaudies d
iad1ai06 1afdi», 1998). Tia oaéeed
Lietuvig liaudies daing antologija («Aioiéiaey ée-
ofanées iadiaitd 1anai», 1966, 2-é alié fié 1968), ecaaied eeol
1ail ai  DzOke melodijos («Acoéeériéed idéiaee», 1981) & a8
e (Karadka 2000a).

ia A6dépacoaiad ( Laima Burkdaitiend
0

aiefiaéa 1é1éi 10 odny+

éeofan 1 iaetaeé, fitficaaéeéa naioi Aukotaiéig melodijos
(<<Aééﬂ€)é1é0ééﬁé i&&1aée», 1990), fi Aaicoa Edeégoiiagoa (Danuté
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iefé Kadu buva kadojo («E1d&a-01 40&1», 2012).
Aagy (baaiaae+ai& (Dalia Urbanaviéiend) enfeédado dacaeoed oda-
oefiita 0 = 3, 14074680 caiéneé oaida e nenoaid iioacee,
2 oeé aeés saaiod

Q
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fageca yoiisisaiasadee, iao
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A. Aiaiade+ai&. Efiolée & 5acaeoed 8eoian

é1a enoise+anées oiiiadadce+anéed caienaé (i Pooié Aasnéaid/Rata
parskiené)*.

Ab@da AEé+éaia (Audra biekiend itadiotaeéa
XI (1995), XVII (2003), XVIII (2004) 0114 écaa
dainynas(«Eeoianiéeé iadiaité ianaiieé» )2 (pie
caienaéa 1éféi 700 1anai iacétiaeits iaiugeifioa (4adeiso A
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/Eaodféaia (ifffadcadey  Skuduéiai ir skuduéiavimas diaurés rytg Europoje-

™~
ox
@
>
Q o
mow o P
m

1 Nakiené, Austé (2014). Parengti tautosakos daltiniai http://www.lIti.[t/It/
auste_nakiene[idifiiiod 26 epiy 2014 .

2 piekiené&, Audra (2014). Sudaryti ir parengti leidiniai. http://www.|Iti.It/It/
ausra_zickiene[idifiiiod 26 epiy 2014 .
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kultdroje SOTaMe g+anéié e6eu068a», 209)
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yoiliiloeagiiia, efifelicopudad a éa+anoaa aéaaiiai einodoidioaia  6+-
iial efinedaiaaiey nioeieiae+anéea iaofad.
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A. Aiaiaae+aia. Efoiée & dacaeoed eeoian

ififaocabéeé Folkloro ansambliai dabartingje Lietuvoje: etnologinis aspektas
(«Oleueeidina aifiaiace a Madaidiiié Eeoad: yoileiae+aneeé aniaéo» ,
2010)Caa&éaia eLietuvininkg etniné muzika: tapatumo problemos («Yo-
je+anéay iochéa eeolanaa lagié Eeoal: ia1acail eadioeodoa» |, 2007)
Eeil Iyodig Lina Petrodiend.

104460118 jaidaaedied 164af0aa6ypo enneaaiaaiey &
yoiliogiée . Eeadd yoial iaidadgdiey loocan ficaeesl
0&é Maposios Lietuvos evangelika liuterong liaudies apeiginé muzikéia-
Tai0a 1adyaiand ianiniaiey aaaiadeenoia-epoddai lagié Eeoal»,
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aia (

Y

Qx

AEyiagoee é Eaanoiné iooi» | 1994),Ligatuvos kalvarijg Krypiaus kelig isto-
rjja, apeiginiai paproéiai ir muzika («Efoioey éeoiafiéed éacaaoeénéed
E84&Moi00 160a¢é, 1adyal & i6¢héa», 2003), Veprig Kalvarijos: istoriniai,

etnologiniai ir etnomuzikologiniai aspektai («Ayidyénéed Easaadee: enoi-
de+anéea, 1adyaiana, yoiieiae+anéea e yoiliocléieiae+-anéed aniaéol,
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A. Aiaiaae+aia. Efoiee & dacaeoed eeoianéial iochéiadadiey
Aoaian

A i516a7iA4 foaiiacaiey eeoianeid 16c061adaaiea aifiseryer
AiB0AST 1801480 4D6AED BTAN0ARIN0 1a  66. il idleel Aeteeité i6oU -
10 6cATAT alaéeca 16¢c06ABUING TBTecARAAieé & THaduAley eRoidee
0als+Af0AA &Tiilceoidia 4 651aly iaceasRoeiseiasial ia 6+1141 fa-
i5aasaiey, AMATAITAT ec6-~a0u 1A ofeuel AGA0AT AiAdeoe+aniees, i &
Refeeiacped eNisaening alisinag o6ieseliesiaaiey ibcaeasnial
efedifnoaa a eroaia ecdipan ATadaiAiial Talanoaa

Eeotaceia i6cheiaaadiea ia yasyaony aimiieeoié fa 68ié. A
1aied efifieaaaaieys i 2280 eA0TSe-ane -8

fifou effeaaiaaiey, efoide+aneea l6eoe+4f-
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Lithuanian Musicology: the Origin and the Development
Virginija Apanavieiené
Summary

The development of Lithuanian musicology since its origin in the begin-
ning of the 20" century has been complex. In the early period of the develop-
ment (the beginning and the middle of the 2@' century) the musicological
issues were based mainly on the narrow empirical analysis of musical pieces
and the reflection of the history of music. Since the middle of the 20 century,
musicology has developed its own methodology, as well as adopted the
methods of other scientific research directions. Consequently, it has become
one of the theoretical research directions of the humanities and has reached
the level of interdisciplinary research. This enables musicologists to study
not only specific, but also complex questions concerning the functions of
musical art and those of the modern society’s culture and life (Diagram 1).

That is why Lithuanian musicology today is not a monolithic scientific
direction. Two branches of studies are distinguishable. The first one is related
to the history of music and the other reflects new theoretical discoveries.
The historical branch includes systematic research, according to which
historical data are analysed in a wide political and social context.

All innovations of the current research of the Lithuanian musicology
are determined by the methods and the data, traditionally used by other
scientific directions, as well as the interdisciplinary view of the problems
researched. Furthermore, interdisciplinary studies are determined by the
appearance of new music styles, especially with the styles of the postmodern
directions of modern music.

It is evident that the development of Lithuanian musicology had given
an impulse for the formation of new research branches of the so-called
‘parallel’ directions, and particularly for ethnomusicology. The process of
its development was similar to that of musicology: it began from the local
empiric studies of folk melodies, songs, dances, instrumental music, which
in the past was connected with the heritage of only one nation. Finally, it
grew to wide comparative research of ethnic culture, social and cultural
functions, creation of new models of the revival of ethic music, the usage of
the cultural heritage for the contemporary society’s needs (Diagram 2).

Moreover, musicology noticeably influenced musical pedagogy, as well
as the formation of a new direction of research on music interpretation and
to the practise of musical journalism. Nowadays, musical publicistic writing
in Lithuania is considered to be a branch of musicology.
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Finally, the activity of the distinguished leaders of Lithuanian musicology
and the great scope of their scientific interests enable them to achieve high
positions in universities and other scientific as well as musical and cultural
state institutions, where the results of their scientific research are being
adopted in pedagogical and musical practices.
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Francois Couperin’s Trio Sonatas
as a Genre and Stylistic Phenomenon
of Baroque Instrumental Music

Dr. art. Olga Savitskaya

Associate Professor of the Music Theory Department
of the Belarusian State Academy of Music

Trio sonata as a genre is different from those commonly regarded as
representants of French Baroque instrumental music, including harpsichord
suite and organ mass. Nevertheless, those were French composers who added
one of the most important chapters to the history of the genre.

Having covered virtually all European countries by the end of the 17
century, the Italian influence brought a new sonata genre to France. Francois
Couperin was the first French to produce compositions following the Italian
tradition. In 1692 he completed the work on his trio sonatas La Pucelleand
La Steinquerque,which were followed by La Visionnaire, L’Astr éeand La
Superbe(1693), and a quatuor sonatalLa Sultane (1695). In 1710, the trio
sonatal’Imp ériale was created

Frangois Couperin started his composer’s career as an adherent to
Arcangelo Corelli's chamber-instrumental style, which he stated in the preface
to Les Nations. “The first sonata in this collection, the first sonata created
by me and the first sonata composed in France,” he said. “It is an extra-
ordinary story. Enchanted by Corelli’'s sonatas, whose works will inspire me
till my last day as well as the French compositions by Monsieur Lully, |
decided to create a sonata and suggested a concert similar to that which
acquainted me with Corelli's sonatas. Being aware of French avidity for all
the various foreign novelties [...] | pretended that one of my relatives [...]
had sent me a new sonata of a young Italian composer. Using the letters of
my own hame, | made up an Italian name to sign the composition. The sonata
was eagerly welcomed, and | have nothing to say in its support [...] | have
created other sonatas using my Italian pseudonym, which have been praised
as well” (E¢iddai 1973: 72).
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The first and the only lifetime edition of four Couperin’s trio sonatas
appeared almost thirty years later, in 1726. It included a number of additional
pieces for which “the trio sonatas served as preludes and introductions”
(E6iadai 1973: 72). Even though the composer insisted on no significant
changes made compared to the manuscript copies, the included alterations
were fundamental. Unlike the manuscripts, all sonatas of the published edition
of Les Nations were presented as the first parts of more developed macro-
cycles connecting dancing and non-dancing pieces.

The works created in the 1690’s were followed by a large trio sonata
Le Parnasse, ou L'Apothéose de Corelli(1724), with each of its seven con-
trasting parts accompanied by side notes similar to a theatrical libretto, and
Concert en forme d’Apothéose de Lully (1725). Based on a detailed prog-
ramme and bringing out vivid associations with spectacular and colourful
French ballet,L’Apoth éose de Lullywas comprised of three big parts. The
first part included nine pieces with a figurative plot, the second — an essay in
a form of overture, and the third one — a four-part ‘sonate en trio’ namedLa
Paix du Parnasse

Itis obvious that Couperin originally stuck to Corelli's principles, treating
the trio sonata as a separate, integral and complete cycle. However, his
views changed by the mid 1720’s. The composer arrived to the concept of a
randomly arranged multipart composition, including the pieces of various
genres and forms. A trio sonata was accordingly included into a grandiose
macrocycle as its largest and compositionally completed first or final part.
Otherwise, it was inherently expanded to cover the pieces characteristic of a
theatrical divertissement or a programme suite. Thus, considering Couperin’s
trio sonata, it does not only reveal new facets of his individual composing
style, but also enriches the panorama of the development and evolution of
both trio sonata and large instrumental Baroque forms.

Following Corelli's model, Couperin predominantly relied on the most
representative features ofla chiesacycle, including the principle of alternating
slow and fast parts, homophonic harmonic and polyphonic parts, and the
parts contrasting in genre and metrics. Moreover, Couperin was able to
integrate the Italian tradition with the rich old French stylistics rooted in
lute and organ music with its specific sharp and intricately punctuated rhyth-
mics, copious ornamentation, harmonic rigidity, and a unique polyphonic
writing technique. Of special importance was the influence exerted by theatre.

! The changes also applied to the names of several trio sonatdsa Pucellg L'Astr ée
and La Visionnaire were published ad_a Francaise La Piémontaiseand L'Espagnole.
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It was manifested not only in the programmatic principles, but also in the
peculiar narrative nature of French instrumental music populated by multiple
images, masks and traditional characters. This whole conglomeration of
traditions, genres, languages and styles was implemented in Couperin’s
sonatas to create their stylistic peculiarity and artistic attractiveness.

Let us consider the way Couperin treats the main genre formation
elements of sonatala chiesa The most important element is the principle of
contrasting comparison of textures, tempos and genre types. Couperin
preserves the fundamental meaning of opposed textural types, but com-
pensates it by smoothing the contrast between ‘slower’ parts, which, according
to the representative genre canon, incline to homophony, and ‘faster’ or
fugal parts. It is accomplished by polyphonizing slower parts, as well as
Couperin’s composing method, which specifies the distinct homophonic
features of fugal parts.

A well-defined cadence system logically dominating the harmony and
the architectonics creates a disconnected and discrete musical form. This
phenomenon just adds to its homophonic potencies. Combining the specified
typical tonal plans and the principle of repeated reprise results in the modi-
fication of fugue towards a homophonic form.

The first parts are of special importance, there the theme is alternately
repeated. These may be called fugue expositions, but for some tonal harmonic
and syntactic features, including a steady tendency towards ending in the
main tonic and separating from the further caesura development.

In order to clarify the compositional function of these parts, let us con-
sider the concept of ‘initial structure’ developed by Vladimir Protopopov.
According to the researcher,it “ has special distinctness and cadenamm-
pleteness, as it virtually states the theme of a compositiof..]. Serving as a
theme transmitter, it is set as to immediately draw the audience to the area
1981: 64).

The polyphonic themes in the fugue parts of Couperin’s sonatas are
very laconic (similar to a nucleus,inceptum) and do not possess sufficient
intonation and figurative pithiness, which are solely acquired in a better
developed and completed initial structure. Thus, the latter serves as an inter-
vener between a fugue exposition and an exposition period of a homophonic
form.

By way of example, let us consider a number of initial structures.

The initial structure in Part IV ( L égérement) of La Superbetrio sonata
is presented by the four-fold reiteration of one-bar theme.
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Example 1. Trio Sonata La Superbe. Part IV

The initial structure of Part VI ( Gayment) of La Superbetrio sonata is
even shorter and includes the three-fold theme reiteration.
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Example 2. Trio Sonata La Superbe. Part VI

The initial structure of the fugue parts in Couperin’s sonatas shape the
integral composition logics and generate its polyphonic nature. In most cases,
heterogeneous correlations of musical forms occur. According to Protopopov,
the fugue techniques provide inclination with irregularly emerging homo-
phonic regularities (I870TiTiTa 1981). This is how the structures combining
the features of fugue and an old two-part musical form (a piémontaise,
Part Il), and of fugue and a classical rounded binary form [La Superbe Part
II) appear.

A separate group of the fugue parts comprise the compositions based
on the principle of reiterating the initial structure theme, which broadly
covers dominant and subdominant tonalities (variable rondo forms’ according
to Protopopov: 187107iTiTa 1981). The phenomenon is best illustrated by
the finale of L'apoth éosede Corelli trio sonata.

Under the certain circumstances, reinforcing the textural contrast of
thematic and interlude parts stimulates the development of sonata charac-
teristics. This can be exemplified by the architectonics of.’Apoth éosede
Lully finale, which rounds the dramatic development of both the trio sonata
and the whole macrocycle forL’Apoth éosede Lully to reach its climax. The

thematic material is grounded on two equivalent elements relating to each
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other as a dynamic fugue initial structure and a homophonic interlude based
on stringed ‘fanfares’ imitating the sound of trumpets. Both elements
contrasting, and yet maintaining the musical integrity, create the atmosphere
of exultation. The features of ‘variable rondo forms’ and interlude are coupled
with those of sonata. Due to the textural and intonational contrast, and the
tonic dominant correlation (G — D), the main theme and the interlude can be
compared to the first and the second subject of the sonata form. Its exposition
is followed by a middle (development) section, where both elements are
given further tonal elaboration (e — G — D — a), and a full recapitulation
beginning with the subdominant C-Major.

The Structure of the finale of L’Apoth éosede Lully

exposition link development recapitulation
a b b |a b o a b
first second first second first second
subject  subject subject  subject subject  subject
initial homophonic
structure period
G D e G a C G
D
8 8 6 41 6 3+4

The dramatic genre distinctness and contrast are among the main typical
features of Couperin’s trio sonatas and the indicators of the influence exerted
by old French music on his works. Marc-Antoine Charpentier states in his
Rules of Composition that “diversity is the very essence of music [...] and
makes harmony totally perfect, while uniformity is a source of flatness and
unattractiveness” (Efaaiiaa 1994: 192). In this regard, Couperin assigns
the main role to small parts of the cycle. They are chiefly concerned with
interpreting the native French style and manner.

One of the favourite Couperin’s genres is ‘air’, the indispensable part of
almost all his trio sonatas irrespective of whether it is stated in the title or
not. The air implements the lyrical, melodic andgallant-sentimentalprinciples
in Couperin’s trio sonatas. Following the exposition, the air theme is further
repeated as a contrasting tonal double or a textural variation. At the same
time Couperin strives to diversify a rather simple development mode and
creates the imaginary scenic effects with textural means. He uses a special
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model of ensemble ‘voices’. The leading voice is the first to come against the
miserly basso continuoharmonic background. The introduction of the second
voice begins a dialogue, which can be intonationally antithetic. The final
partis a sort of concord duet, with Couperin’s typical addition of thirds and
sixths. This scheme is found in the airs olLa Piémontaise (Part V) and La
Superbe(Part V) trio sonatas. A similar principle applies to the cases where
the word ‘air’ is not mentioned (La Superbe Part IIl)2.

Dramatizing the techniques used in Couperin’s sonatas reflect his artistic
view, which allows for reconsidering familiar genres and lifting them to the
level of symbolic generalization. Thus, in Parts | and Ill ofLa Piémontaise
Couperin treats sarabande, a traditional dancing suite, as a symbolic image
representing a particular style, tradition and cultural stratum. He refuses a
typical two-part dancing structure and replaces it with a through-composed
form. Sarabande rhythmic structure and its representative cadences are
coupled with the harmonic poignancy, rigidity and dissonance, which are
not accidental. According to Baroque poetics, the free usage of dissonances
is an attribute of theatrical style and signifies a mediated composer’s attitude
towards a modelled object.

However, such ‘representative’ functions in these parts dfa Piémontaise
are not performed exclusively by theatrical style. The score itself reminds us
of the so-called ‘unbarred preludes’ popular in French lute, viola and harp-
sichord music of the 17" century. By the time Couperin le Grand created his
trio sonatas, the tradition of unbarred prelude had almost passed into history.
The composer used it as a symbol of the national culture. Despite the bar
lines and the regulated metrics, he was able to preserve several elements (rich
syncopation, veiled metrical coordinates, time value relativity) and to disclose
new intensional facets of music, when coupled with specific lute voice harmo-
nization.

The diversity of slow parts in Couperin’s trio sonatas seems inexhaus-
tible. Besides the already named examples, let us mention small preludes
(L’Apoth éose de Lully, Part I, and L'apoth éose de Corellj Part 1), intro-
ductions to fugue parts (La pi émontaise, Parts VI, Part VII, and L'apoth éose
de Corelli, Part VI, Part VII), a specific ‘arrangement’ of lute harpsichord
rondo (L’Apoth éose de Lully, Part Ill), and an imaginary dramatized pasto-
rale (L’apoth éose de Corellj Part lll, Part IV and Part V).

2 La Superbeis a unique example of all three slow parts related to air genre.
Perhaps, the phenomenon is due to sonata’s programme nature, which was first
named asL'astrée and cast by the plot of a then popular novel by Honoré d’Urf é.
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The absolute freedom and unrestricted genre and compositional structure
of Couperin’s trio sonatas point to the active centrifugal factors stimulating
the contrast enhancement and the diversification of a cyclic form. A necessary
correlate is the complex of contradirectional and centripetal means unifying
the whole heterogeneous world in terms of integrated artistic concept.

Its programmatic nature is of special importance. Couperin said, “While
working [...] I always kept in mind some story suggested by all the various
circumstances” E6iadai 1973: 64). The programmatic nature of trio sonatas
was produced by their names implying a deep connection between Couperin’s
compositions and what was happening in the literary, socio-political and
high-society life during the rule of Louis the Great. If a mere heading was
insufficient, Couperin used side notes, subheadings and explanations proving
a sort of “imaginary theatrical” plot ( L'apoth éose de Corellj L’Apoth éose
de Lully; A6&0+&432000).

The programmatic nature also influences the genre semantics and the
usage of rhetorical figures. In a certain way, the programme nature of
Couperin’s trio sonatas is a magic crystal refracting both the composer’s
individual style and the features of French instrumental Baroque music.

Musical factors played a unique role in organizing the whole Couperin’s
cycles. The tonal aspects of his sonatas are diverse, unrestrained and seman-
tically capacious. Alongside the traditional single-tone structure allowing
for new tonality introduction in one of the middle sections, Couperin also
turns to unconventional and plot-related tonal logics.

In line with the aesthetics of his time, Couperin establishes certain rules
of ‘key’ tonality interpretation. B-minor, the main tonality of L'apoth éose
de Corelli and the tonality of ‘sentimentality and melancholy’, prevails only
in the cycle’s beginning (Parts | and Il) and ending (Part VII). Its central
section (Parts Il to V) is presented by a gallant dramatized pastorale with
‘cheerful and joyful’ D-major ( E6iadai 1973: 99).

Couperin pays much attention to the ways of uniting cycle’s and thematic
aspects. This can be exemplified by a well-ordered system of intonational

% Besides the already mentioned'astr ée, a novel by Honoré d’Urf é, and Pascal
Collasse’s and Jean de La Fontaine’s opera, which appeared in 1692 under the same
name, we need to mentionLa Pucelle, a famous poem by Jean Chapelain telling a
story of Jeanne d’Arc and giving a name to Couperin’s first trio sonata. In 1692 the
French won the battle of Steenkerque and a Couperin’s trio sonatha Steinkerque
appeared.
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connections inLa piémontaise It allows us to track (expressly or implicitly)

an ‘intonational formula’ providing the thematic material for the whole cycle.
This formula is a conjunct descending sequence, which acquires a specific
pitch, rhythmic, textural and tonal implementation in each part. It becomes
either a thematic basis, or hidden background. It runs in straight or opposite
direction, getting either chromatic or diatonic inclination. The implementation

of this intonational formula in terms of a cycle can be compared to monothe-
matic development in an old ricercar or an instrumental canzone. This com-
parison is exclusively based on the genetic memory of the genre, while the
intonational formula is rather anticipated, than initially stated. Its artistic
role is revealed gradually, along with dipping into the musical material.
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Example 3. Trio Sonata La piémontaise. Parts |-VII

Thirty years later, when Couperin added a number of pieces to the
sonata for editing Les Nations collection, he continued developing the system
of intonational relations in terms of a new macrocycle.

Francois Couperin was not the only French composer, who paid tribute
to trio sonata. This genre was addressed by Michel de la Barre, Jacques Mar-
tin Hotteterre le Romain, Jean-Frargois Dandrieu, Thomas Sanders Dupuis,
Jean-Marie Leclair the Elder, and Jean-Joseph Casseémde Mondonville.
However, Couperin’s trio sonatas hold a special place. Hid_es Nations and
Les Apothéosesstand out against the richest European tradition of the end
of the 17 and the beginning of the 18" centuries. They embody the unique
composer’s vision and worldview, and indicate the originality of French
Baroque sonata. Couperin’s trio sonatas represent a specific type of sonata
cycle as a part of concert instrumental music. They carry the features of
French programme harpsichord suite and theatrical divertissement, while
preserving the essential genre characteristics of the sonata chiesa

Conclusions

The article considers the little-studied genre and form aspects of Cou-
perin’s trio sonatas, the outstanding accomplishments of ensemble music of
the end of the 17" and the beginning of the 18" centuries. Based on Couperin’s
musical and didactic works, the author considers the genre evolution of his
trio sonatas. Special attention is given to studying the genre and the compo-
sitional features of Couperin’s sonata cycle, and the musical aesthetical and
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the inner stylistic prerequisites of forming the new structural principles of a
multipart composition. The universal sonatada chiesamodel developed by
Corelli is shown to obtain original interpretation in Couperin’s trio sonatas
in the light of unique composer’s style and national musical tradition.

Fransud Kupergna triosonates ka baroka laikmeta
instrumentalmazikas panra un stila fenomens

Olga Savicka

Kopsavilkums

Raksts veltits Fransua Kupergna triosonatcm — vienam no vismazak
pctitajiem panriem o komponista radodaja mantojuméa. Balstoties uz pada
Kupergna maziku un metodiskajiem darbiem, analiz¢ta vioa triosonadu pan-
risk& evollcija saikng ar autora daiirades procesa ipatnibam.

Kupergna laika instrumentalmazikas formveidi raksturo loiika un arhi-
tektoniska skaidriba, gan homofon&, gan polifoné rakstibas stila izmantojums.
Daja konteksta tiek pladak aplikotas divas intonativi tematiskas vienotibas
izpausmes:

— monotematisms, kas saistits ar renesanses kanconu tradicijam,
— vadtematisms, kas atspoguio tieci uz Jauno laiku instrumentélo ciklu.

Liela uzmaniba raksta atv¢lcta Kupergna daudzdaiu skaddarbu analizei.
Sakotngji komponists, attistot Arkandpelo Korelli principus, traktcja trio-
sonéati ka atsevidiu ciklu. Bet ap 1720. gadu vida pieeja mainijas, un viod
radija daudzdaiu kompozicijas, kuras apvienoja dapadus panrus un formas.
Tiedi triosonate tagad parasti nosl¢dza dadus grandiozus makrociklus, KiGistot
par to visizvgrstako un kompozicionali pilnigako daiu.

Raksta aplikoti vairéki Kupercna triosonatcm raksturigi formveides
un tclainds attistibas aspekti. Sekojot Korelli modelim, komponists parasti
izmantoja sonata da chiesaipisko homofono/polifono un Igno/atro daiu,
ka ari panra un metra kontrastus. Turklat itaiu tradicijas vidod apvienoja ar
senajam franéu lautas un c¢rieimQzikas tradicijam — tas atspoguiojas asi
punktctajos ritmos, bagatigaja ornamentacija, stingrajas harmonijas un ipada
polifonas rakstibas tehnika.

K& vienu no svarigakajam Kupergna triosonadu panriski stilistiska feno-
mena izpausmg¢m autore izcei programmatisma principu. Programmatisms
ir pladi izplatits franéu baroka instrumentalmQzika un atspoguio apkartcgjas
pasaules reélijas. Nosaukumgriosonate Kupercnam biepi papildinats ar
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remarkam, paskaidrojumiem, kas apliecina ne vien teatra kultdras iespaidu,
bet arf ciedu saikni ar notikumiem literatra, politika, talaika sabiedriskaja
dzive.

Kuperc¢na triosonates 17./18. gadsimta mija piedercja pie popularakajiem
instrumentéalajiem ansambiiem. Lidzigi Korellisonata da chiesaarf franéu
komponists bija izveidojis universalu panriski kompozicionalu modeli, kas
vida pada daiirad¢ ieguva individualu, viegli uztveramu, ar franéu nacionalo
makslu saistitu stilistisko veidolu. Eiropas mizikas ve¢sturg Kupergna trioso-
nates iezimigas ka ipads cikla tips, kas apvieno programmatiskas franéu klave-
sfna svitas un teatra divertismenta iezimes aonata da chiesgpanra elementiem.

Atslcgvardi: baroks, franéu mdzika, Fransua Kupergns, triosonate, panrs,
stils, forma, intonativi tematiska vienotiba, makrocikls, programmatisms.
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The Late-Romantic Harmonic Techniques and Specific State of
Tonality (Specific Tonal Structures) in the Works by Anton Bruckner,
Hugo Wolf, Gustav Mahler, and Max Reger

Tatsiana Mdivani

Summary

The period of the end of the 19" — the beginning of the 20" century was
marked by the development of a new harmonic system in the works of
Austrian and German composers. In terms of this system, chromatics acquired
the status of separate harmonic category, which became as important as
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diatonicism. The extension of the major-minor system in thelate-romantic
works was due to the introduction of (1) chromatic mediants and submediants
into the tonal-harmonic system, and (2) the subsystem elements including
secondary dominants and subdominants to Sp and Dp, functional equivalents
and functional indicators providing remote coordination.

Of special importance for the attenuation of the fifth chord ties were
expressivity, linear and coloristic factors. As a result, there appeared a non-
classical tonal-harmonic system — an extended tonality including functional
ambiguity, latent tonic, and dissonant context. The new tonal-harmonic
phenomenon is referred to as, literally, a tonality having no tonic to represent
in the form of a chord, a tone or an interval. The late-romantic atonical
system covers four types of tonal structures, or specific state of tonality,
underlying the dodecaphonic system of the 20 century. They are flying,
vibrating, multivalent and removed tonalities.

The flying tonality is a type of pitch structure with one supposed
centre and no tonic. Itis characterized by strong unidirectional functionality,
i.e. the prevalence of functionally definite chords pointing to a specific tonal
centre, consonant/dissonant context based on alteration, and major-minor
tonal scale. Thevibrating tonality is a type of pitch structure having over
two supposed centres, but atonicality lacking centre’s integrity and tonic.
This tonality is characterized by strong unidirectional functionality, which
is alternately directed towards different tonics. It is also dominated by con-
sonant/dissonant context based on alteration, and by major-minor tonal
scale. Themultivalent tonality is a pitch structure with several centres
and no tonic, with weak multidirectional functionality of harmonic elements
and functionally indefinite chords belonging to several tonalities. Dissonant
context and chromatic scale can be found here as well. Theemoved
tonality is a type of pitch structure without centre and tonic. It is featured by
weak functionality operating in terms of dissonant context and based on
chromatic scale.

Key words: late-romantic harmonic, atonicality, specific state of tonality:
flying, vibrating, multivalent and removed.
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Sekvence dpeza

Dr. art. Cvalds Daugulis
Daugavpils Universitates profesors

Jcdzienasekvenceé dapadi skaidrojumi sastopami gan vacu, krievu un
angiu/amerik&dou muzikoloiiskaja literatGra, gan pedagoiiskaja praks¢. Ka
zindms, sekvence pieder pie svarigakajiem skaddarba formveides lidzekiiem
un ir saistita ar tonalo un modalo procesu padziiinatu izpratni. To nosaka
sekvences ké izteiksmes lidzekia v¢sturiska evoldcija, klatbatne dapéadu laik-
metu un stilu skaodarbos. Neiesligstot jcdzienaekvencebitibas detaliz¢ta
skaidrojuma@, turpindjuma iezimg¢sim galvenos posmus sekvences evol(cija
un tendences &i jcdziena lietojuma, taeu pladak pakavgsimies pie sekvences
nozimes dpeza mazika.

Sekvences evollcija

Sekvence ir daudzpusiga paradiba. Dapados mizikas evolQcijas periodos
priekdplana izvirzijies tas vai cits sekvences izmantojuma veids.

Mapora un minora skaokartu veidodanas laika, proti, 16. un 17.gad-
simtd, ar sekvences palidzibu tika organiz¢ta harmoniska attistiba, [idz ar to
mazikas praksc iekiavas jauni akordi.

Vines klasiii savukart priekdplana izvirzija sekvences saikni ar tematisko
attistibu sonates form4; to apliecina, piem¢ram, Ludviga van Bgthovena
(Ludwig van Beethoven) muzikalas doméadanas veids.

Romantiiu mazika sekvence gast ipadu lomu koloristikas un ekspresijas
izccluma. Vairums petnieku, piemcram, Jurijs Tjuiins(Cpééi  1966), apstip-
rina domu par sekvences koloristikas atkaribu no sekvences posmu tonalajam
attiecibam. It ipadi ekspresiju akcentc kapinajums, ko veido augdupvcrsta
sekvence (sevidii tad, ja td izskan augdgjas balsis uz ¢rieipunkta fona). Tadc-
jadi jo spilgti atklajas sekvences melodiska daba.

20. gadsimta sekvences nozimiba pieaug. Sekvencc¢danu ka attistibas
principu atrodam v¢lind romantisma un impresionisma stila skaddarbos,
20. gadsimta populéraja mazikéa un it sevidii — dpeza melodijas un improvizacijas.

! Par sekvenci (no latidusequentia— seciba, sekodana) harmonijas maciba sauc
kada akorda vai akordu secibas parvietodanu augdup vai lejup (Karkliod 2006: 182).
Otra 6i jcdziena nozime — sekvence ir viduslaiku katoiu baznicas dziedajums.
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Sekvence zinatnieku atzidoas

Pakapeniski terminssekvenceienak muzikoloiiskaja leksika. Krievija
to sastopam jau Pctera Eaikovskalgod xaééianéeé ) gramataboéiatanoal
@ 1daéoe+anéno eco+aiep dadiiiee (“Praktiskds harmonijas macibu
lidzeklis”, 1872), vclak ari Nikolaja Rimska-Korsakova ( i@éléaé beifiéeé-
Eidfiaéia) darbaidagoe+anéeeé 6+-aaieeé aaaiiiee (“Praktiskas harmonijas
macibu gramata”, 1886). Sekvences nozimi un lietojumu pctijudi mazikas
teorctiii Georgijs Katuars ( A&idaeé Eao6ad 1925), Sergejs Skrebkova{adaaé
Nédaaéia 1952), Jurijs Tjuiins (Pd&é Opéei, 1966), Boriss Asafjevs Aiden
Afiadiida1971), Viktors Berkovs (Aeéoid Aadéia, 1971) u. c. autori. Vioi
aplOkojudi sekvences kustibas virziena nozimi, parvietojumos sastopamos
intervalus, sekvences posma akordu sastavu, 60 posmu stingrakas vai brivakas
attiecibas, sekvences tonalo organizéciju, sprieguma pieaugumu kapjoda vai
noplakumu kritoda sekvencg un citus jautdjumus. Masu reiiona krievu skolas
tradicijas iespaida praksc biepi tiek izmantots sekvenéu trejads iedalijums
(diatonisk&, hromatisk& vai modulgjoday. Rietumeiropas un it ipadi ASV
mazikas zinatne aprobepojas ar dalijumu tonalas (jeb diatoniskas, nemodulgjo-
das) un transpongjodas (jeb hromatiskas, modulgjodas) sekvencgs (DrabRD01).

Rietumeiropas mizikas zinatnieku sastaditajos leksikonos, enciklopg-
dijas un harmonijas gramatas parasti atzimgcti beiiu teorctiia Fransua bozefa
Fetisa francois-Joseph [tis, 1844) nopelni sekvences jcdziena skaidrojuma.
Laikam ritot, sekvences izpratne un uzskats par tds nozimi mainas. Atziou
loku izvgrd vacu teorctiii Ernsts Fridrihs Rihters (Ernst Friedrich Richter,
1858), Hugo Rimanis (Hugo Riemann, 1896), Radolfs Lui (Rudolph Louis)
kopé& ar Ludvigu Tilu (Ludwig Thuille 1907), Ernsts Kurts (Ernst Kurth,
1917), Hermanis Erpfs (Hermann Erpf, 1927) u. c. Bie zinatnieki, rakstot
par sekvenci, nodala tds izmantojumu mapora vai minora skaokartas un
diatonikas vai hromatikas konteksta.

Angiu/amerikaou teorctiiu vida bltiskas atzidoas par sekvenci paududi
Ebenizers PrautsiEbenezer Prout 1885), Bruno Veigls (Bruno Weigl) un jo
ipadi Volters Pistons \(Valter Piston). Vida skatijuma, “sekvence ir viens no
mdzikas evollcijas avotiem” (Piston 1959: 212). Pistons nodala modulgjodas
un nemodulgjodas sekvences. Vida teorija atspoguio 20. gadsimta vidad ASV
muzikologu vidg valdodo skatijumu uz sekvenci k& svarigu skaodarba form-
veides lidzekli.

2 lespgjams ari vl sikaks sekveneu dalijums — pcc to funkcijam skaddarba (iekd-
tonalas vai modulgjodas) un pcc piederibas kadai no skaou sistgmam (diatoniskas
vai hromatiskas) (Karkliod 2006: 182).
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Savukart Rietumu dpeza harmonijas specialisti— Rodpers SedRofer
Session 1951), Dpordps Rasels George Russell 1958), Leonards F¢zers
(Leonard Feather, 1960), Marks Levins (Mark Levine, 1996), Franks Haun-
dilds (Frank Haunschild, 1997) u. c. — par sekvenci raksta samc¢ra maz. Arf
dpeza tcmai veltitajos krievu avotos, piemcram, lgora BriiaEaidu Adeéi
1979), Jurija Eugunova (Pd&é x6&06iia , 1980), Jurija Holopova (bdéé Oi-
darbos o1 tcma skarta vien lakoniski. To arf var saprast, jo dpeza harmonijas
specialisti pirmam kartam ir praktiii, kas ar analizi un visparinddanu neaiz-
raujas. Tomgr atsevidias viou atzidas daja raksta izvegrtgsim. Bet vispirms
pakavcgsimies pie t. s.zelta sekvences- mizikas valodas padcmiena, kas
vieno akad¢misko un neakad¢misko maziku.

Zelta sekvence

Ipada nozime sekvences evoldcija ir Johana Sebastiana Batiah@ann
Sebastian Bach 1685-1750) daiiradei. Vidoa mizika koncentrcti atklajas
attistitai polifona stila rakstibai tipiski sekvences lietojuma paog¢mieni. Lidz
ar to pieaug sekvences nozime saites posmos, intermgdijas, vispargjas kustibas
formas. Visparzinams, ka Bahs biepi lietojis diatonisku, pa sekundam kritodu
sekvenci minora, kur basa Iinija atrodas kvartu-kvintu attiecibu skaoas. Ta
kiGs par invariantu vienam no nakotng izplatitiem sekvences modeiiem, ko
mg¢s dgvgjam parzelta sekvencipgc analoiijas ar tadiem jgdzieniem kazelta
gajiens zelta griezumsu. c. Zelta sekvencesastopama ari citu baroka kom-
ponistu mQzika. Daja sakara var atgadinat Georga Fridriha HendeiaGeorg
Friedrich Handel, 1685-1759) 1710. gada tapudo Pasakaljg moll no Septitas
svitas klaviram, k& ari Johana PahelbelaJphann Pachelbel, 1653—-1706)
slaveno KanonuD dur (No Kanona un bigas trim vijolgm un basso continug,
kur sekvences posmi virzas lejup pa tercam—A-Hm—F*m-G-D-G-A).

Rodas jautajums—kas Tsti jasaprot ar jcdzienuzelta sekvence Zinams,
ka sekvences pamats ir sekvences motivs; vairaki ts posmi veidojas domi-
nantestonikas attiecibas, lidz tiek sasniegts sékotncja motiva atkartojums
oktavu zemak. Zelta sekvencevisbiepak iekiaujas minor4, proti, ta veidojas
no tonikas Iidz tonikai (piemg¢ram, Am—Dm—G-C—F—-Hm®>—E-Am) vai no
dominantes lidz dominantei (piem¢ram E—Am-Dm-G—C—-F-Hm>-E).
Vairums pc¢tnieku, piemg¢ram, Fransué bozefs Fetiss (1844), Ernsts Fridrihs
Rihters (1858), Volters Pistons (1959), do sekvenci uzskata par diatonisku,
lai gan tajé iekiaujas ari harmoniskais minors.Tomgcr dapi citi autori, piemg-
ram, krievu teorgtifis Igors Sposobins (E&18i Niifitaei , 1952), paup viedokli
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par hromatiskas sekvences klatb(tni, jo iezim¢jas viena novirze uz paralglo
maporu (C dur). Te vecrojamas dapadu tradiciju, uzskatu, koncepciju atéii-
ribas. Skaidrojums akad¢miskaja mazikéa nesakrit ar hromatiskas sekvences
izpratni dpeza teorija, kur hromatiska sekvence nozimg motiva parvietodanu
pa pustooiem lejup vai augdup. Dpeza teorija sekvences skaidrojumam ir
otrdiiriga nozime, galvenais ir brivi improviz¢tad mazika. Zinams, ka dpeza
lieto tonalas vai arpus tonalitates esodas sekvences.

Angiu/amerikdou mizikas teorgtiiu (Drabkin 2001) skatijuma, modula-
cijas jcdziens lietojams tad, ja rodas jauns pievilkdanas punkts — jauns tonalais
centrs. Jaatzimg, ka amerikddu harmonijas maciba nelieto terminaovirze,
lidz ar to ikviena atkape no tonala centra tiek uzskatita par modul&ciju.

Sekvence dpeza

Rundjot par sekvenci dpeza mQzika, janodiir divi aspekti — sekvences
klatbatne dpeza t¢cmé un sekvences iekiavums improvizécija. bBaja raksta
pladék aplikosim pirmo aspektu, savukart otro atstasim kadai no nakotnes
publikacijam.

Koncentrcts sekvenéu apskats sniegts krievu dpeza komponista un teorc-
tifa Jurija Eugunova gramata Aadiiiey & dseacd (“Dpeza harmonija”).
Eugunovs atzim¢ sekvences lomu formveidg kopuma un nodala divus tas
veidus: melodiskds un akordu sekvencesxpaodiia 1980: 33). Analiz¢jot
sekvences uzb(vi, autors izcei, vidaprat, visbiepak lietoto harmonisko secibu
llm_—V_, kura ikreiz atkartojas no citas pakapes. Uzmanibu piesaista art
Eugunova sniegta sekveneéu klasifikacija. Vidod nosauc eetrus dpeza harmonija
visbiepak lietotos sekvenéu veidus:

— tonélas (jeb diatoniskas) sekvences, kad sekvences posmi virzas pa
tonalitates pak&pcm. Peit akordu sastavs (to intervalika) dapos posmos
mainas, piemgram, lim-V_; lim _-VIm_; IV*"=VII_*3; utt.;

— veseltodu sekvences, kad sekvences posmi virzas pa veseliem todiem
lejup. Ari deit akordu sastavs posmos var daigji mainities, piemcram,
Mm_=VL; lIm_=V_; I=IV*7; utt.;

— harmoniska sekvence pa tercAm. Ari te intervalika akordos mainas,
piemgram, I~V ,; VI~ IV ~VIL; utt.;

— hromatiskas sekvences (posmi virzas pa pustooiem). Intervalika akordos
paliek nemainiga &kéaoiia 1980).

Acimredzot Eugunovu uz dadu klasifikaciju rosinajusi gan dpeza miziia
pieredze, gan ari krievu klasiskas skolas teorctiiu izklastitas atzioas.
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Savukart dpeza praktiiis Aleksandrs Rogaéevs gramatBléfiodiiné éoon
Aaditiee aseaca. Caioey & 1daéoeéa (“Dpeza harmonijas sistgmisks kurss.
Teorija un prakse”) galveno uzmanibu pievgrd modulgjodadm sekvencem.
Kapcc tik dauri? Rogaéevs skaidro to 0adi: visa harmoniska attistiba dpeza
balstas uz septidiem akordu kustibas tipiem, kuri ir pamatéa ari sekvencgm.
Tie ir sekojodi: kustiba pa kvartam vai kvintam, kritoda kustiba pa pustodiem,
kapjoda vai kritoda kustiba pa mazajam tercam, kapjoda kustiba pa todiem,
kritoda kustiba pa lielam tercam, kustiba pa tritonu un vienvarda mapora
vai minora harmoniskas secibas mija. Sekvences posma pamata ir vienkardoa
vai sarepiita harmoniské seciba. Rogaéevs lieto termingekvences solisar
to apzimgjot modulgjodas sekvences posma parvietodanu pa noteiktu inter-
valu. Tadgjadi sekvences solis(sekvences posms) ietver vienadus vai atdii-
rigus intervalus starp blakussoiu tonikdm kapjoda vai kritoda virziena. Lidz
ar to skaddarba tematiskaja un harmoniskaja attistib4 modulgjodam sek-
vencem (tikai par tam viod raksta) ir bltiska nozime, jo sekvences tiek lietotas
galvenokart mizikas formas attistodajos posmos, kuriem raksturiga tonala
nenoturiba. Dpeza tcmu izklasta parasti doming divas vai tris modulcjodas
frazes P1aa+a42000: 15). Tatad Rogaéevs norada sekvences veidu un tikai
virzibas intervalu. Tiesa, vioa t¢zei par sekvences izmantojumu dpeza skao-
darbé péarsvara attistodajos posmos varam piekrist vien daigji. Raksta turpi-
najuma iekiautie piemcri atspoguio pretcju tendenci.

Salidzinot ar Eugunova klasifikaciju, Rogaéevs sekvences attistibu
diferencg vgl sikék (pa lielam vai mazam tercadm) un norada pérvietojuma
virzienu. Tapat batiska ir uzmaniba, kas veltita sekvencgm pa tritona inter-
valu. Lidz 8im neviens cits pc¢tnieks par to nav rakstijis. Svariga ir ari doma
par skaokartas nozimi sekvences harmonisko secibu attistiba.

Masuprét, dpeza tcmu melodijas biepi sastopamas gan tonalas, gan
modulgjodas sekvences. Raksturiga ir sekvence pa kvartdm augdup — to
izmantojudi, piemg¢ram, Leons Rapolo Leon Rappolo) skaddarbaTin Roof
Blues (Skéarda jumta bllz9, Nials Hefti ( Neal Hefti) skaddarba Teddy The
Toad (Pielidgjs), Deivs Brubeks Dave Brubeck) skaddarbaBossa Nova USA
un daudzi dpeza mazikas autori (skat. 1. piemcru):

8 Sekvence sastav no motiva un vairakiem posmiem.
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Bossa Nova USA
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1. piemc¢rs. Deivs Brubeks.Bossa Nova USA

Sekvenci pa tirdm kvartdm lejup saklausdm Dperoma Kernalerome
Kern) All The Things You Are (Tu esi visg, Dpona BonbergeraJohn Schon-
bergern Whispering (Eukstot), Dpona Leitona (John Leyton) You’'ve Gone
(Kad esi prom) un citu komponistu skaodarbos (skat. 2. piemgru):

All The Things You Are
Em Bhn eby » o G7 c
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2. piemcrs. Dperoms Kerns.All The Things You Are (Tu esi viss)

Atbilstoda dpeza specifikai ir sekvencgdana pa lielam sekundam lejup,
dapkart tuvinoties pat zelta sekvenceikura gan pilna veida tcméa sastopama
Toti reti. Atcercsimies Djlka Dpordena Duke Jordan) Jordu, Kleo Henrija
(Cleo Henry) Boblicity , Kliforda Brauna ( Clifford Brown ) Daahoud, trom-
petista Dizija Gilespija (Dizzy Gillespie) spglcto skaodarbuGroovin High ,
Morgena Levisa (Morgan Lewis) How High The Moon (Cik augsts ir mgnessy,
Dpeka Montroza (Jack Montrose) Headlike (Galvveida) un citus skaddarbus.
Biepi atskaootais Deivida Raskenaavid Raskin) dpeza skaodarbd. aura
veidots uz kritodas sekvences motiva pamata (skat. 3. piemcru).

Dpeza mlzikas parzinataja, komponista Glena Millera Glen Miller)
skaodarba Moonlight Serenade (M¢hesnicas serenadesekvences motivs
parvietojas kvintu augstak (skat. 4. piemgru).

Savukart Pola Dezmonda Paul Desmond) skaddarbaTake Five(Piecas
ceturtdaiag sekvence veidojas pa lielam sekundam lejup (skat. 5. piemcru).
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3. piemgrs. Deivids Raskens.Laura

Moonlight Serenade
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4. piemgrs. Glens Millers. Moonlight Serenade (M¢nesnicas serenade)

Take Five
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5. piemcrs.Pols Dezmonds.Take Five (Piecas ceturtdaias)

No iepriekd izklastita izriet, ka sekvences motivu parasti veido divi vai
eetri akordi kvartas intervala attiecibas. Dapkart sastopam ari izvgrstus
sekvenéu motivus, kuros iekiaujas [ldz astooiem akordiem (skat. 3. piemgru).
Parasti motiva attistiba ietver vienu vai divus posmus, un tikai retumis to ir
vairék. Raugoties no formveides viedokia, jasecina, ka sekvence visbiepak
atrodama pirmaja vai otraja tcmas teikumé un tadgjadi veicina attistibu,
mcritiecigi sasaistot dapadu disonantu akordu icdes, reiz¢m veidojot ari
eliptiskus savienojumus. T¢mas beigu daiai sekvence nav raksturiga. Kopuma
sekvences iekidvums tcma neizjauc kvadréatisko formu.

Teikto apliecina Djdka Elingtona (Duke Ellington ) un Bilija Streihorna
(Billy Strayhorn) dziesmaSatin Doll (Satina lell§, kur pirméa teikuma
attistibas pamaté ir kdpjoda sekvence pa lielam sekundam (skat. 6. piemgru)
un vienlaikus saglabéjas sakotngja frapu struktdra:
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6. piemcrs. Djdks Elingtons un Bilijs Streihorns. Satin Dol (Satina lelle)

baja piemcra sekvences motivu veido dpeza harmonijai tipiska divu
atkartotu akordu sectba (Ilm7 — V7).

Dpeza tcmaszelta sekvenceilna izklasta sastopama gaupam reti. To
gan nevarctu teikt par popmazikas melodijam. Spilgts piemcrs ir bozefa
Kosmas (Joseph Kosma dpeza skaodarbsAutumn Leaves (Rudens lapas
skat. 7. piemcru):

Autumn Leaves

E"ma,z

B}’maj

7. piemgrs. bozefs Kosma.Autumn Leaves (Rudens lapas)

K& redzam, visi seciba iekiautie akordi veidojas uz minora skaokar-
tas pamatskaddm no tonikas Iidz tonikai. Sekvences pamatéa ir motivs (-
IV7) un tris krituma posmi (VII7-1117; VI7-II7; V7-I). Harmoniskais sa-
stdvs posmos daicji mainds — mazais minora septakords tiek aizstats ar
mazo mapora septakordu (skadkartas diatoniskas pamatskadas). Sekvencg
iekiaujas tritons starp basa skaoam (VI7—-117). Kopuma veidojas pilnazelta
sekvencé.

4 Dapkart zelta sekvenci d¢vg parelta secibuykura katrs ndkamais akords atrodas
kvartu augstak par iepriekdgjo. Visi secibas akordi veidojas uz skaokéartas pamat-
skaoam.

207



Mdzikas zinatne dodien: pastavigais un mainigais — VII

Dabpi visparingjumi

Tadcjadi varam secinat, ka dpeza tcmas sekvenéu klatbatne ir ikdienidia
parédiba. Visbiepék lietotais intervalu parvietojums ir kapjoda vai kritoda
kustiba pa kvartdm vai kvintdm, kas ari ir zelta sekvencepamatprincips.
Tapat raksturiga ir sekvenc¢dana pa lielam sekundam lejup, posmu kritoda
kustiba pa pustooiem un kéapjoda kustiba pa tooiem. Daudz retak sastopama
képjoda vai kritoda kustiba pa mazam tercam, kritoda kustiba pa lielam
tercam, kustiba pa tritoniem un vienvarda mapora vai minora harmoniskas
secibas mija. Batib& sekvences posmos iespg¢jams jebkura intervala parvie-
tojums — te piemincti tikai biepék sastopamie. Vienlaikus rodas jautajums —
ko veicina citu intervalu klatb(tne sekvences posmos? Masuprat, daigji zad
funkcionalas attiecibas starp akordiem, jo dpeza mizikas harmonija pamata
ir funkcionala. Savukart citu intervalu lietojums sekvences posmu izkartojuma
radis funkcionali nesaistitu akordu savienojumus, resp., veidosies eliptiskas
secibas. Protams, modernaja, postmodernaja un brivajdrée) dpeza stila tas
sastopamas visai biepi.

lepriekd nosauktie sekvences intervalu parvietojumi attiecas tikai uz
dpeza t¢cmas uzbQvi. Improvizacijas valda politonalas harmonijas, lauzti ritmi,
daudzveidiga melodika ar sekveneu izmantojumu un nosacita briviba, ko
daigji ierobepo stila, panra, formas, skaokartas, tonalitates vai modalitates
klatbatne. No skaokartiska viedokia raugoties, sastopamas k& modulgjodas,
td nemodulcjodas sekvences. Lidzigi ka4 akad¢cmiskaja mQzika, ari dpeza
vcrojama sekvences un formas vienotiba un mijiedarbe.

Sequence in Jazz
Cvalds Daugulis

Summary

The understanding of the notion ‘sequence’ (from Latin ‘sequar’ — ‘to
follow’) is included in German, Russian and Anglo-American music research
literature and pedagogical practice. As it is known, sequence belongs to the
most essential means of the form development of a composition, and it is
related to a more thorough understanding of tonality and modality processes.
This is determined by the historical evolution of sequence as a means of
expression, its presence in various epochs and styles of musithe term
‘sequence’ gradually entered the practice of music. In Russia it is found already
in the D6é&1aianoai é idaéoe+anéiio ecé+aiep aadiiiee (“Book of Practical
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Harmony”) by Pyotr Tchaikovsky (1872), later — in 1886 — also byNikolai
Rimsky-Korsakov. The importance and the usage of sequences have been
studied by the music theoreticians Georgi Catoire (1925), Sergei Skrebkov
(1925), Yuri Tyulin (1966), Boris Asafyev (1971) Victor Berkov (1971),
a.o0. The scholars have considered the questions of the significance of a
sequence direction, intervals in transpositions, the composition of chords in

a pattern, the tonal organization of a sequence, the strong and the weak
relationships of sequence patterns, the growth or the fall of intensity in
correspondingly ascending and descending sequences, and other issues.

The lexicons, dictionaries and books on harmony developed by European
music scientists, in their turn, draw attention to the Belgian theoretician
Francois-Joseph [tis (1844). With time, the understanding of a sequence
and the views concerning its importance were subjected to changes. The
range of findings was enlarged by the German theoreticians: Ernst Friedrich
Richter (1858), Hugo Riemann (1896), Ernst Kurth (1917), Hermann Erpf
(1927), Rudolf Louis and Ludwig Thuille (1907), a.o. In their evaluation of
sequences, these scientists relied on the major or the minor scale, on their
use in diatonic and chromatic scales.

Essential findings in this issue are to be discovered also in the research
carried out by the Anglo-American theoreticians Ebenezer Prout (1889),
Bruno Weigl (1925), and especially by Walter Piston (1962). But nowadays,
jazz theoreticians provide different information — Ron Miller (1992), Leonard
Feather (1960), Roger Sessions (1951), George Russell (1958), Frank Hauns-
child (1997), Mark Levine (1960), a.o.

Sequence in jazz has been briefly discussed by the Russian jazz theore-
ticians Igor Bril (1979), Yuri Chugunov (1980), Yuri Holopov (1988) and
the practitioner Alexander Rogachev (2000). In our opinion, the whole har-
monic development in jazz is based on seven types of chord transposition,
which form the bases for sequences as well. They are: movement by fifths
and fourths, descending motion by halftones, ascending or descending motion
by minor thirds, ascending motion by tones, descending motion by major
thirds, motion by tritone and the motion of a harmonic sequence of the
same-tone major or minor. A particularly frequently used sequence in jazz is
the diatonic descending sequence by seconds in minor, where the bass line
consists of the tones of fourths-fifths relations. The sequence of this kind is
named the ‘golden sequence’, similarly to the terms ‘golden move’, ‘golden
section’, etc. But these are not the only sequences... Sequence and form in
jazz are also discussed in this article.

Key words: jazz, form development, sequence, mode.
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Folk Inspirations in Zbigniew Namyslowski’'s
Jazz Compositions
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The Second World War brought many losses to the substance of towns
and cities, to the cultural output of the Polish artists; many works of the art
and documents were missing, numerous Polish cultural and educational
organisations ceased to operate. The war also caused enormous losses in the
music industry. During the inter-war period in Poland, existed bands playing
entertainment and dance music, patterned on the American big bands, e.g.
the Paul Whiteman’s orchestra well known for its music films. However, it
would be difficult to reference the music played by the Polish bands at that
time as jazz. This music had certain elements of improvisation, however at
the time nobody called it ‘jazz’.

The Polish jazz environment started to evolve only in the second half of
the 50-ties of the 20" century. The first years of the Polish jazz were recalled
by Wojciech Karolak, who at that time was starting his adventure with jazz,
as follows: “[...] at the beginning, jazz in Poland was played by intellectuals,
who usually were amateur musicians. When the jazz madness was over,
most of these amateurs returned to their real jobs, particularly that there
were more and more professional musicians who played much better music,
however quid pro quo — they were often less interesting personas. The social
structure of this environment got completely changed. The intellectuals set
out” (Andrus 2013: 240). In February 1956, the first magazine dedicated to
jazz was published in Gdafisk — the monthly periodicallazz new jazz clubs
were opened, and these activities were possible due to the political thaw
which occurred in Poland at that time. In the same year, 1956, on August 6—
13, the First International Jazz Festival was organised in Sopot (Karewicz/
Piatkowski 2013: 28).

Only national musicians participated in the Festival, as the Party activists
did not allow for much freedom in the jazz environment. The real jazz school
for the Polish musicians was the programme broadcasted by th¥oice of
America: The Jazz Hourby Willis Conover.
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The First Jazz Festival in Sopot demonstrated the existence of two trends
in the Polish jazz music: traditional and modern jazz. At the beginning there
was no definite distinction between these two kinds of jazz. Musicians
successfully played both traditional and modern jazz. The example was
Andrzej Kurylewicz, who played New Orleans jazz on the piano, and the
modern jazz on the trumpet and the valve trombone. Zbigniew Namyslowski
was in a similar situation. His fascination with the traditional jazz made
him play in various Dixieland bands on the trombone, and his desire to
search for new tones made him play modern jazz on the violin.

Zbigniew Namyslowski was born on 9" September 1939 in Warsaw.
His father studied journalism in Krakow, was an amateur pianist and his
mother graduated in the Music Studies from the Conservatory in Vilnius.
His parents died during the Second World War, and it was Zbyszek’s grand-
mother, Julia Yeromska, who took care after his upbringing. After the war,
the grandmother and the grandson moved to the uncle in Krakow. It was
there, where Zbyszek begun to learn how to play piano in the Primary School
of Music in 1946. After graduation, he continued his education in the Secon-
dary School of Music, however this time in the violin class. It was where his
jazz education begun. In the same Secondary School in Krakow also future
top Polish jazz musicians studied: Jan Byrczek, Andrzej Dabrowski, Roman
Dylag, Wojciech Karolak and of course, Zbigniew Namyslowski. At the
breaks between classes, ‘jam-sessions’ took place, which were not positively
regarded by the teachers. “However, young enthusiasts were not discouraged
by the suggestions of certain tutors that jazz was a bad, pub and dance
music, deprived of the artistic taste, and that it hampered the proper music
development of students of the National Secondary School of Music in
Krakow” (Brodacki 1984: 10). In 1954 the grandmother and the grandson
returned to Warsaw, where in 1957, the 18-year old Zbigniew Namyslowski
graduated in music education from the Secondary School of Music with
diplomain the violin class (Podhajski 2005: 657). He also started to play the
trombone in the Secondary School in Warsaw, which resulted from his fasci-
nation with the traditional jazz.

Namyslowski debuted as the jazz musician in 1955. For the first time,
he played as the pianist in theFive Brothers band, which he established
together with his peers from the Secondary School of Music, in the student
club Hybrydy . The band played only once and had the following composition:
Zbigniew Namyslowski — piano and the leader, Jozef Gawrych — vibraphone,
Wojciech Kacperski — clarinet, Zdzislaw Orlowski — double bass, Andrzej
Kozerski — drums. In the following year he played trombone: at first in the
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Dixieland band of Mieczyslaw Wadecki and then in the bandModern Dixie-
landersof the pianist Witold Krotochwil. With this band he participated in
the Review of the Student Jazz Bands in Wroclaw, where the young trom-
bonist received an award (Piatkowski 2005: 542). 1957 brought another
change to Namyslowski’s instrumental interests. He replaced the trombone
with the violin and played that instrument in the Krzysztof Sadowski’'s band
Modern Combo. He participated in the Second Jazz Festival in Sopot in July
1957 as the cellist (Brodacki 1984: 11). That was the festival of Namys-
lowski’s big entry into the international jazz environment. He was 18 years
old at that time. Further steps in Namyslowski's jazz activity involved playing
the trombone in various traditional jazz formations, such asModern Dixie-
landers Zygmunt Wichary’s band or New Orleans Stompers

It was the last band, for which he composed the first folk melodies.
These were the compositions — as referenced by music critics — “insulting
traditional playing techniques” (Brodacki 2010: 262). Namyslowski arranged
for the Dixieland composition, among others, the works from the repertoire
of the Song and Dance Ensembleglazowszeand Ulask such asEj przelecial
ptaszek(“A little bird flew by”) or  Starzyk (“Smoke piper”) , as well as the
song based on the Podhale’s folk musidMotywy goralskie (“Highlander
motives”).

Namyslowski’s folk inspirations and their impact on his jazz compo-
sitions will be presented herein based on the selected worksotywy goral-
skie, Siodmawka, Kuyaviak Goes Funky and Po styry (“ Po cztery' — “For
four”).

In the arrangements ofMotywy goralskie for the Dixieland band New
Orleans Stompers Namyslowski compiled two songs from the Podhale
region: Hej bystra woda and Na wysokiej Cyrli. Hej bystra woda- — is a
brigander’'s march in the F major key, in the vivid tempo and with the
syncopated rhythm. It is contrasted by the second melodyNa wysokiej
Cyrli. It is maintained in the same key (F major), performed in the rubato
tempo and with the use of pauses — example & 2.

Example 1. Folk melody from Podhale regionHej bystra woda
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Example 2. Folk melody from Podhale region Na wysokiej Cyrli

Namyslowski based the topic of his arrangement on these songs. The
composition topic has a three-section format: a+b+g where in the section
‘a’ he used the songHej bystra woda, and in the section ‘b’ — the songNa
wysokiej Cyrli. The extreme sections are played at the lively tempo, and the
medium part —the same as the original — at the slow tempo and with recitative
character. The topic of the arrangement is initiated by a trumpet, and clarinet
and trombone complement the whole composition counterpointedly, and
the rest of the instruments: banjo, double bass and drums perform the har-
monic and rythmics structure of the topic. Once the topic has been introduced,
improvisations of respective instruments take place, in the following order:
clarinet, trumpet, trombone, however the musicians perform only the part
‘a’ of the topic in their improvisations ( Hej bystra woda). The arrangement
is closed by a repeated presentation of the topic, while skipping its slow
part.

Namyslowski possessed the exceptional easiness of playing various
instruments. Already in the late 50-ties, his colleagues called him “the
orchestra man” (Brodacki 2010: 262). According to what he stated, he got
to know the alto saxophone by accident. “We were coming back from one
concert with Krzysztof Komeda. Komeda purchased the alto and practiced
it a little. | remember, that then in the train | grabbed that instrument and
practiced it all the journey, in the locked compartment. It was then when |
realised that you could play much more on the saxophone than on the
trombone” (Brodacki 1981: 6).

Namyslowski played the trombone during the Jazz Jamboré 1960.
However, at the same festival he also played saxophone, this time with the
big band Hot Club Hybrydy . In the questionnaire of the monthly magazine
Jazzin 1961 he was awarded with the title Musician of the Year, he also
came to be first as the trombonist and the alto saxophonist. Namyslowski
as the trombonist played for the last time on 10" February 1962 with the
band New Orlean Stompersat the welcome of the vocal trio Peters Sisters
from USA at the Warsaw Okecie Airport. Concurrent engagement in the
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two jazz styles — traditional and modern was impossible in the long term.
Since that moment the saxophone became Namyslowski’s principal instru-
ment, he decided that modern jazz offered broader opportunities in terms of
words and expression.

The first band in which Namyslowski played alto saxophone was
Andrzej Trzaskowski's formation The Wreckers It was 1960. Except for
Namyslowski and the leader playing the piano, the band was composed of
the following musicians: Alojzy Musial — trumpet, Wojciech Karolak — tenor
saxophone, Roman Dylag — double bass, Andrzej Dabrowski — drums. At
that time, apart from Krzysztof Komeda, they were the top jazz musicians
in Poland.

As the time passed, Namyslowski established his first bandazz Rockers
At the beginning, the musicians played in the quartet, and with the time, the
band transformed into quintet, when Michal Urbaniak joined the band as a
tenor saxophonist. Namyslowski continued to discover his own way of
expression, his own style. Depending on the needs, he used to change the
composition of his groups. He said about searching of his own style: “I
don't feel jazz where the driving force is missing. Free jazz was required —
you had to reach extremes to be able to play in the centre again. But if you
loose your rhythm once — the jazz is over” (Brodacki 1984: 50). In one
interview Namyslowski confessed: “Jazz fills up my life. It means everything
to me. Until recently | did not set great store by composition. But now to be
successful one cannot merely play Horace Silver’s themes and other people’s
arrangements. And so | have created my own quartet and my own music, to
be able to play what | want and how | want” (Radlifiski 1963). First and
foremost, he decided to play his own compositions with his bands. One of
his inspirations was the Polish folk music. He was particularly inspired by
the highlander’s folk. He compiled it with non-jazz rythmics sections. He
stated: “I wanted with my own new band to introduce certain formal and
scale innovations, certain freedom in the construction of the phrase and the
harmonic material, simply speaking: elements of free jazz. It turned out that
when we played the American standards, there was nothing left from the
guartet’s style. Therefore, despite the fact that it was difficult for me to get
involved, | had to start composing” (Borkowski, Stuawifiski 1965).

One of the first compositions of this type wasPiatawka — a song in the
5/4 metre based on the highlander’s scale. The uneven metre was the beginning
of series of various compositions, in which Namyslowski experimented with
various rhythmic structures. He explained it in the following way: “Polish
melodies are usually built in 3/4, very rarely in 2/4 or 4/4. Adoption of the 3/4
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rhythm for the purposes of jazz made it necessary to add rhythmic elements
and that is how my lames and goffers were created” (Brodacki 1984: 27). In
1966 Namyslowski recorded a long play in the serie?OLISH JAZZ entitled
Zbigniew Namyslowski Quartet . The record is opened by a songiodmawka
(“Dance in seven”), the arrangement with connotation to his previous expe-
riences with the highlander’s folk. As stated in the title, the song was written
in the 7/4 metre, however at times also the 4/4 and 3/4 metres appear. The
structure of his composition Namyslowski based on two topics. Topic 1—
based on the highlander’s scale and referring to the highlander's melody
(example 3).

tﬁ’kv
)
o
)
R

Example 3. Highlander’s scale

The harmonic course of this topic is based on the harmonic scheme:
G—-E-C-D-C. The second topic drifts away from the folk connotations and
becomes the harmonic basis for improvisation of respective instruments,
however in various records improvisations are also based on the Topic 1.
One characteristic of Siodmawkaare the concurrent quints in the accompa-
niment of the piano and the trombone. At this occasion it is worth mentioning
the shape of the improvised fragments, which Namyslowski requested from
his musicians. He stated: “I am a fan of improvisations in a dynamically
extensive manner. Not necessarily from pianissimo to forte. The form itself
should decide on the dynamics, it should complicate itself during the develop-
ment of the arrangement’s plot or during the improvisation. | am not interested
in the melody. The form is the most significant. The arrangement must start
and end, have a logic construction, should be mathematically explainable.
Also when in the middle occur some uneven times, or something else is
taking place. | would put the architectonic part on the second place, on the
third the harmony and the melody only on the fourth position” (Brodacki
1984: 57-58).

One of the most mature and perfect compositions created by Namys-
lowski is the arrangement from 1973 Kuyaviak Goes Funky. The title itself
demonstrates strong reference to the folk music. This composition was written
by Namyslowski in the bus, in which he travelled to Stockholm. He was to
record the long play in the Europa Film Studio. The work on Kuyaviak
Namyslowski recalled as follows: “For this record | was to prepare four
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compositions, but | managed to do only three. So | had to come up with
something on the way, and the journey lasted two days. | brought the score
paper with me. When we arrived to Stockholm,Kuyaviak was almost finished.
On the site | created chords on the piano. The most fascinating things are
developed in the brain and not on the piano” (Brodacki 1984: 49). It should
be added here that kuyaviak is a Polish folk dance from the central Poland,
Kuyavian region. It is characterised by a slow tempo of 3/4.

Kuyaviak Goes Funkyis a suite maintained in the 15/8 metre. It consists
of three movements, which have the following titles:Kuyaviak Goes Funky;,
Gesowka and The Appenzeller's Dancé. The whole composition has the
title of the first movement. The suite melody references to a kuyaviak idiom,
and each part is supported by the ostinato rhythmic figure. The ostinato
figures confer emotional, funky character on the composition. The first theme
Namyslowski introduced from the one-bar phrase (example 4).
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Example 4. Leading motive of Kuyaviak Goes Funky

The composition mellics of the first movement is maintained around
the E minor key. The composer treats the first theme with a number of mo-
dulatory effects and the progression (example 5). One can observe here certain
affinity with John Coltrane’s harmonic concept and his use of progression.
“However, progression [...] is an integral attribute connected with the
innovation of John Coltrane. Coltrane was simply the first jazz musician,
who composed melodies based entirely on the progression of Major'Stonal
transpositions” (Guowczewski 2013: 36).

! Appenzell — a German speaking town in the north-east Switzerland. It has approx.
600 inhabitants.
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Example 5. Topic of the arrangement Kuyaviak Goes Funky

In Namyslowski's compositions, the progression takes place in the
interval of the quart and the mellics begins with the sound ‘d1’ and progresses
in sequence from the sounds: ‘g’, ‘c’, ‘f and ‘b’. The second movement
Gesowka has a slow tempo and has a melodious character (example 6). In
the last, third movement —The Appenzeller's Dance-the rhythmic element
dominates, and this part is built based on the expressional contrast with the
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second movement. Itis performed in a vivid tempo and as already mentioned,

it is based on the constant rhythmic and harmonic figure of the piano and
the bass (example 7). The respective movements of the entire suite have a
non-symmetric construction: the first movement consists of 21 bars, the
second movement — of 15 bars and third movement of 12 bars. The com-
position is also enhanced by links, codes and cadences.
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Example 6. Gesowka (mm. 1-8)
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Example 7. The Appenzeller's Dance- beginning

Example 8. The Appenzeller's Dance- the theme played by the alt
saxophone and the grand piano (mm. 9-12)
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The next step in the Namyslowski's relationship with the folk was the
record produced by his quintetKolysanki gorskie (“Highlander’s ballads”).
The recordings were produced forPolskie Radio (Polish Radio). The recorded
compositions are characterised by richness of folk inspirations. The compaosi-
tions contain, inter alia, the motives of the highlander’s dances such azboj-
nicki or Krzesany. And in their developments and arrangements you can
clearly observe Namyslowski's own style. The highlander’s folk left a clear
stamp on his music output. It resulted in establishing the cooperation between
Namyslowski and the highlander’'s band of Jan Karpiel Buteck&uuecki
Together with this band he played many concerts and participated in the
International Jazz Festivallazz Jamboré in Warsaw in 1994. The arrange-
ment of the highlander’s dance krzesany entitleéPo styry arouse great interest
of the public and the critics. This work is performed jointly by: the five-
member highlander bandBuueckiof Jan Karpiel Butiecka composed of four
violinists and one bass player and the quartet of Zbigniew Namyslowski.
Particular attention should be paid here to the formal structure of the compo-
sition, which has the form of reflective construction. The composition is
introduced with the lead violin player of the band, who performs the main
melody of krzesany. It is characterised by many melismas, is very lively, and
the hexadecimal motion dominates its development phase. This is where the
phase of swelling occurs. After the lead violin player, the following instruments
join the music action in sequence: the second and the third violin, and the
fourth violin with basses, which create the harmonic and rhythmic foundation
of the whole work. The band’s musicians also perform short vocal parts of
bluff and erotic tone (“ ozen ze sie, ozen, kiej ci staje korz€p, (“marry,
marry, if your stick is ready”, etc.), after which the musicians of the jazz
guartet gradually join the playing band. First the soprano saxophone of
Zbigniew Namyslowski imitates the character of the mellic initiated by the
violins and the emotional atmosphere created by the band. It is not a realistic
imitation of the violin mellics, but its jazz interpretation. Next the remaining
musicians of the quarter join: the trombone player, the drums player and
the pianist. All of them try to convey the atmosphere created by the highlan-
der’s band. The band becomes silent, and the jazz quartet performs complex
solo parts on the piano and the drums. After a short link played by the
piano, the band joins again the music narration. Here the culmination point
of the composition is performed, and afterwards — the mirror image of the
whole construction, where the respective instruments stop playing one by
one. The composition starts to be performed as if in the opposite direction,
the elimination phase begins. Only the band itself is left, and the composition
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is ended — the same as at the beginning — by the lead violin player. Through
such treatment of the form, the musicians moved from culmination to dischar-
ging the emotional tension.

After participation in the Jazz Jamboré Festival, the leader of the
highlander’s Jan Karpiel Butiecka in one of the interviews said: “The first big
success of the project ‘Namyslowski and the highlanders’ was the partici-
pation in the Jazz Jamboré festival in 1994. We had everything precisely
matched and arranged at that time. What a wonderful experience. We
received standing ovation. Then —the interviews. [...]. Zbyszek Namyslowski
is a class himself!” (Maleszyk 2013). In the discussed record the following
musicians took part: the highlander’'s band — Jan Karpiel Butiecka, Stanisuaw
Majerczyk, Piotr Majerczyk, Wojciech Stopa, Jan Zatorski (Maleszyk 2013),
and the Namyslowski's quartet: Zbigniew Namyslowski — soprano saxo-
phone, Leszek Mozdzer — piano, Zbigniew Wegehaupt — trombone, Cezary
Konrad — drums.

Conclusions

Zbigniew Namyslowski adopted Polish folk music for the purposes of
jazz in a variety of arrangements. He either used fragments of folk melodies
or entire songs, transforming them in his own way, thus creating new melodic,
harmonic or textural constructions. However, his compositions were always
a more or less allusive reflection of the folk mindset, they had a jazz feeling
and origin. “Fragments of kuyaviak or other topics of folk origin, played in
the complex, uneven and asymmetric metre, loose their dancing nature in
order to emphasise more interesting, purely music qualities” (Brodacki
1984: 49).

The artist gained recognition of the public, music critics as well as his
peer-musicians. A leading Polish trumpeter — Tomasz Stanko — said about
him: “Namyslowski had a strong standpoint since the beginning, in particular
from journalists, as the child prodigy. As a child he fantastically played
traditional jazz on the trombone, then he established the bandRockers
together with Urbaniak. And he was, as the quartet a really famous band”
(Stafiko, Ksisepyk 2010: 170).

He had broad interests, was connected with the jazz tradition, e.g. by
playing the New Orleans jazz. Jerzy Radlinski wrote about him: “From the
desires beyond jazz he draws other ideas than Komeda and Trzaskowski.
These desires concern in particular the microstructure of his music, details
and particulars; his compositions hardly ever have a pre-planned construction.
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He certainly knows that he does not have to appeal to such moments in the
music as the form, he realises that his music individuality is sufficiently rich
to express himself interestingly in free narration and he does not want and
does not need to support it with any reasons beyond the music, neither he
mustimmerse forms and European techniques into jazz” (Radlinski 1967196).

Namyslowski derives strength from the folk music, however his language
remains jazz. The rythmics of his compositions is characterised very often
by the opposition between the even and uneven metres and their various
combinations: 5/4, 7/4, 15/8. The critics had a reason to name this kind of
Namyslowski’s output as ‘jazz and folk’ style.

The characteristic remark for Namyslowski is the openness and freedom
with which he treats the format of compositions. He usually treats his com-
position as a particular configuration of bricks, which can be combined into
various forms. Such attitude to the format makes it possible to produce
various constructions from the same material, where each performance of
the arrangement is different. Another characteristic of his music is variability:
harmonic and agogic, while the composer applies changes to the tempo often
during the same performance, using in the presentation of the topic material
such harmonic means as modulations and progressions. Namyslowski worked
out his own style which resulted from the synthesis of the American jazz of
the 50-ties and 60-ties, enhanced with his own achievements and elements
of the Polish folk. Therefore Namyslowski has undergone a very long journey
in the development of his own artistic workshop, from arrangements of
simple folk melodies through individual compositions with reference to the
Polish folk. He started from the traditional jazz and uncomplicated expres-
sions, to reach to complex, mellic-rythmics and construction arrangements.

Folkmdzikas iespaids Zbigoeva Namislovska dpeza kompozicijas
Gpegops Rubins
Kopsavilkums

Zbigoevs Namislovskis ir viens no izcilakajiem Polijas dpeza mQziiiem.
Viod debitgjis 20. gadsimta 50. gadu beigas ka eellists Koiotofa Sadovska
grupa Modern Combo. Eells ir instruments, kas dpeza nav biepi sastopams.
V¢lak Namislovskis nomainijis €ellu pret trombonu un iesaistijies Vardavas
tradicionalaja dpezbendaNew Orleans Stompers Tiedi dai grupai viod radijis
savus pirmos aranpgjumus, ko iespaidojusi folkmdzika. Var mingt tadus
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darbus k& Motywy goralskie (“Kalnu motivi”)un Starzyk (“Pipct4js”). Tomgr
pcc kada laika vioa interese par diksilenda stilu un trombonu mazingjusies.
Tad Namislovskis nomainijis trombonu pret altsaksofonu un pievgrsies
modernajam, tostarp brivajam dpezam. Vidd ir viens no pirmajiem Polijas
dpeza maziiiem, kas savas kompozicijas izmantojudi jauktos taktsmcrus.
Tiedi 6adiem skaodarbiem raksta ietvaros veltita ipada uzmaniba. Autors
analiz¢ Namislovska pirmas kompozicijas 5/4 un 7/4 taktsmcros.

1973. gada Namislovskis sacergjis v¢l vienu folkmQzikas iedvesmotu
skaodarbu —Kuyaviak Goes Funky (“Jautrais kujavjaks”). Bis kompozicijas
pamata ir 15/8 taktsmers, un ta ietver tris daias; melodija izmantota kujavjaka
idioma, un balstu veido ostinctas ritma figlras. Jaunékais veikums folkma-
zikas joma ietver sadarbibu ar Jana Karpjela kalniedu mizikas grupBuutecki
Kopigi tapudie skaoieraksti un koncerti rosinajudi kritilus apzimc¢t Namis-
lovski k& dpeza un folka maziii.

Atslcgvardi: Zbigoevs Namislovskis, folkm(zika, dpezs, dpeza mizika
Polija, trombons, alta saksofons, kalniedu mdazika.
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Sports Opuses of Erik Satie: A Look into the Future

Natalia Khilko
Summary

The interest of European composers in sports images grew in the first
third of the 20 ™ century. The significant compositions were created by Claude
Debussy, Arthur Honegger, Darius Milhaud. In the works dedicated to sports
games they formed a new genre variety — sports scherzo. Paying a tribute to
their artistic achievements, we should not forget about Erik Satie’s creative
discoveries. In his instrumental compositions on sports theme Frois gymno-
pédies(1888), Sport et divertissement$1914), he opened up new expressiveness
of genres.

15 0ea il Lifar 1950: 222.
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The Greek name of the piano SuiteTrois gymnopédies refers to the
rituals of the Hellenistic world. One of them existed in ancient Sparta and
was famous for young men’s gymnastic competitions. Satie embodied the
beauty of smooth, rhythmic movements by combining the expressiveness of
waltz and sarabande. A slow tempo, quiet sound, ostinato, modal elements
in harmony weakened the dynamism and emotion of the dance, but did not
affect its basic properties — smoothness and the latitude of movements. He
united three partsif this suite into a whole by using variant development.
The lack of events, long-term focus on one type of motion, its character and
beauty contributed to the emergence of the effect of a painting. The motion-
based musical picture would become the further basis of all sports scherzo.

Satie’s Piano albunSport et divertissementss the first music Vernissage
on the theme of sports. The composer added verbal remarks to the musical
text, which reproduce the replicas of the participants of the competitions,
the comments of the public. The two-voice texture of these pieces consists of
the motifs imitating sports movements. Each piece contains the tone-formula
from which the motifs and the figuration elements are formed. Free combina-
tion of these sound elements arranges the composition with ostinato elements.
Such organization of a musical text became typical of sports compaositions
of the 20" century.

Key words: Erik Satie, Trois gymnopédies, Sport et divertissements
sports scherzo.
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Female Images in the Finnish Chamber Vocal Music:
from the Goddess to the Peasant

Irina Gornaya

Summary

The formation of national cultural traditions took place in Finland with
very active participation of women from all sectors of the society. Talent,
diligence and persistence allowed some Finnish women to take an important
place in the cultural life of the country already at the beginning of the 20"
century. Sibelius was attracted by the legendary women of remote eras —
goddesses, queends¢ Frigga, Hymn to Thais). The beginning of the 20"
century is characterized by a particular interest in all the mysterious and
fantastic. Poets saw in woman not only the traditional virtues, but also spon-
taneous, sensual features. Sibelius’ sontheodora represents a portrait of
such a woman. Gripenberg’s poem draws an image of the queen Theodora,
the femme fatale with a regal bearing and unbridled passions. The song
Theodora designated for the first time a subject of the seductive evil, aggres-
sive beauty in the Finnish chamber and vocal music. The description of a
sensual charm of the heroine includes the aroma of sensuality of the East
from Scheherazades’ fairy tales. The era of national romanticism was charac-
terized by searches of the heroine capable to represent the best qualities of
women. Admiration of woman gave rise to an ode genre that was reflected
in such names of compositions a§ he Finnish Madonna by Seppo Nummi
and Yrj6 Kilpinen.

A graceful, gentle, refined woman was quite often associated with a
nymph. Fragile nymphs and fairies not always were kind beings. Chamber
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and vocal music of Finnish composers includes many compositions in which
water nymphs entice the victims into water streams, and forest nymphs —
into dark thickets. Certainly, Finnish poets and composers saw heroines of
songs not only goddesses, nymphs and exotic women of the East.

The majority of songs represent ordinary happy or suffering women.
At the beginning of the 20" century Finnish poets, writers and artists consi-
dered rural life as an ideal of a harmonic combination of human and nature
life. The set of female destinies was imprinted by Elias Lénnrot’s collection
of lyrical poetry Kanteletar, which has become the encyclopaedia of national
life. These are complaints of orphan girls, complaints of servants about back-
breaking toil in other’'s house, crying of the women who have lost their
beloved. Many composers looked for inspiration in Kanteletar. The poetici-
zing of a rural life found expression in Toivo Kuula's song On a Farmyard.
The song is constructed in the spirit of a national and genre sketch — with
the tender appeal of the country girl Anny to the cows, her discontent with
the country man Taavetti. Thus, Finnish musicians found an ideal of a beauti-
ful woman not only in myths and legends, creativity of national storytellers,
but also in the way of northern country life.

Eeodda0068a
Ee6d6 Véii , iegei  Adiafi (2001). OTeue&idi04 efolee «Easaaasiy iaodica-
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1af0T 4 id1fi0daif0ad 1aadeaasiiiné «eoel 06d0» OO adéa. Yol iaiaiic-
fa+i1a, ediie+iia, faieiaiina a idioealiéleeiiiou AATaIo facaa-
iep aeoaiéel nianen fi+eidiéa 6adgado Tiiicedep odaaeoetiiia /
{a08aaeseliita  a ogie+il éedaoedansgi eep+a, ii+acay «ilaaoisnéeé
AcEEYA 1A 188, YERiadeiaid i 05a48081iMé oi+6ié coaiey» (O dasieia
2006: 183). Nicaaiina a iicaieé iadeia 0aid+anoaa éfiiiceoida iaa-
dedaeq, i 1aiié noiatia, idiaicaeapo eéiep 44T aanddaenonéed 1io-
fita, A480U0p ia+aél 10 ciaiaieolo ediie+anée aeépceaild Aventures
a, i a864aié foisiin, a ied 1atauaacny & a éaéié-of 1404 iasainitnee-
A240My 184aeanoadpueé éliiiceoidnéeé 1iic , Baeé enoide+aneeé, oaeée
e ee+inoii-eiacaeadaénine

1[adalia+aéuil Eeadoe iifcaaé +ao06a i1ada, 16aitada 101600 fAinoiyeanu
25 fiaidyady 1988 diaa ia iaaded Addeeinélal 6anoeaasy. (haa aed aaoid ifi+e-
0aé fi+efdiéa iacaéli+aiiti & a neaaopuai, 1989 &iao , iaiefiae 1yodeé iaa-
deaas, idicad+aageé 28 1eoyady a Efialia a casd éidiedan Aeecaadon a 5aiéad
oanoeaaéyligeti by Ligeti . xaotda diaa niohoy 1i iicaae ganoié iMag, Mnay-
&4 &4l 4461 ~6aial aifaiaey, Nagitio Eaddeiastio ( Simon Carringtoné Aéaf-
0186 Oupi6 ( Alastair Hume).
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+ejiey iteeil fi+eoaol ieendie<iti. N 14ilé noiaiia, Nonsense
Madrigals — Yo7 T&fpiiaii, iféleues Eeadoe Ta5auadony & &aidd |, o-
eée+-eodeuiié +adoié éioidial yaeyaony nindaaioi+aiitnon eiaiil ia
AiORETaTé fod0e06d4 0aénod N 466a1é foiaNil, iacaaied aidesedsd &o é
f1aTi6 064ieeadrioadiiiio iaidaaéaiep aiaeeénéié ee0adanddq, ieos-
+@agait6 pedieop ecadnoiiiol a aeéoideainéie Aiacee. A iiilaa iaa-
3eaAsTA BAsea0 (TRAIR EUpeRa Eyddieea (11,58 6)e O eslyia Adasoe
Dyianad (* 1 & 2). A fii+eidiee oaéeed eniléliciaail noedioaidaied ia-
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enoi+-ieé 1éacaeny eaé ieélaaa aaecaé 1o adnielé eese+anéié iycee,
Tidaadeyawgaé ia oieltél ioctiéaeiop 6idio , IT € Aaio AGOU Adadeiiial
iaadeaaesa. Aiai+ai, & 104100 0aéfioia éfiilceoid ilalgae aafniia fodi-

al. Ta yoii ésafiioa+eal naeaandéinoas ao eioddaup, aaiifa el Musical
Americaa 1987 diadliadéeageni naieie oaid+anéeie iéaiaié ia a6ao-

043, Eeadoe aiMiyioe 11aadeaacad e 1idiacaid ataisa odénoia. Ti-
féieluésd ni+eidied nicaadasinu niddeaedit aey adeoainées 1aaoia, i
eneae +oi-01 1oeaeiasiiina e aiaeeénélé e20a0aoddl. Eidadaipad idda-
élaeeé NOedI0aIdAIed Eyddieea Jabberwocky éc¢ fiéacééThrough the

0 Y a
Looking-Glass, and What Alice Found There, 1aiaét &liiiceoid aicoa-
' i 0éicit» 5 (Soria 1987: 13).
. N a .
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Aaéoe+aneop 66ieésep & anée iadaeail ia of, +0ial 106+eoil 440a¢é 10 4844i06
i5eal+aé

5 Da+U €340 1 7a0aié nodioa noedioaisaiey, nladdeeanaé 0aé factiaaaita
«Nélaa-adiazeieéex, 0T Aol iaiéiaecia, 1adaciaaiiia ivoai eaéne+anéié &ii-
oaiéjasee
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1 FURIES, buries, buried, burked, barked, barred, BARREL.

12 QUILT, guilt, guile, guide, glide, slide, slice, spice, spine, spins, shins, shies,
shier, sheer, SHEET

12 Noesioaidaied danidaadony ia
ianié Ah, vous dirai-je, Maman, adi

1 xefea atidaseapo &iee+ano

1aétaep caanoié 68aiooeiiené
06iapuaé a éa+anoaacantus firmus.
7 ATAGIGG, NTaddeeanediy 4 46€0a8uiiRoyo.
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imeiapueié T Aisi-noace+anées éiiiiceteys Eesddoe 1960-0 ai4ia,
+Uy 1adaciay oada daidacaioediaaéa élivdioep canotagdar adaiaie

i5e148 2. Nonsense Madrigals * 1:

Two Dreams and Little Bat, 00 45-52
[a04G14 é foaoe+ilié cadéialio iifolyiep, 1e€640aidypuaio «caii-
deediiifioli» adaiaie, eiffiededtaai naité neaceié Eydaieea. Ca +aa-
i20R8l @éyiieé danfieaciaado Aeena enoidep naiaé Anon At Adaia-
iai. [a10eaid 6 Eidledan ii alesedi 406 efiigiyou ianaieo Twinkle,
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A Semantic Space in thé&Nonsense Madrigals
by Gyorgy Ligeti

Ekaterina Okuneva

Summary

In the 20" century, many genres and forms of the ancient polyphonic
music revived anew. A madrigal had almost disappeared from the composer
practice of the 18"-19" centuries and received a new life in the 20century.
Among the many works in this genre theNonsense Madrigalsof Gyorgy
Ligeti deserve a special attention. They were written for the English male
vocal sextetThe King's Singersin 1988—1993.

The title of the work is polysemous. On the one hand, theNonsense
Madrigals represent an oxymoron, because Ligeti addresses the genre, whose
distinctive feature is the focus on the semantic aspect of the text. On the
other hand, the title appeals to the special artistic direction of English litera-
ture, which received wide popularity in the Victorian England. The Nonsense

258



of Lewis Carroll and William Brighty Rands became a poetic source of the
madrigals. The work uses also a poem of the German poet and psychothera-
pist Heinrich Hoffmann (* 4).

Two important themes of Ligeti’'s creation — a problem of time and the
relationship of sense and absurdity — are reflected in thBlonsense Madrigals
The topic of time receives conceptual importance in the cycle. The analysis
demonstrates that the context of Carroll'sAlice’s Adventures in Wonderland
has an important role in the semantic space of theNonsense Madrigals
No. 1 contains a quatrain from the chapterA Mad Tea-Party, in which the
heroes talk about the Time.

Carroll introduces children to the different sensation of time in an
allegorical manner. Time moves measuredly or incredibly rapidly and then
suddenly stops, as Hatter’s clock whose hands always show six. The different
sensation of time in music of the madrigal develops through the special
organization of metro-rhythmic space which creates an illusion of polytempo.
The colourful vertical sound complexes at the end of the madrigal remind of
the beginning of the Atmospheresand symbolize the frozen time. The idea
of stopped time connects to idea of the lost sense in No. 1. It works as a
reflection of mindless pastime in No. 6.

The relationship of sense and absurdity in the work is based on the
principle of a ‘looking-glass’. The first three numbers are directed towards
the desemantization of the semantic space, which is promoted by the polytexts
in No. 1. This movement has the transition from the verbal to the nonverbal
utterance (the vocalise at the end of the madrigal). There is the onomatopoeia
in No. 2. The climax of absurdity in the form of setting the alphabet occurs
in No. 3. Atthe same time, since this madrigal, all the subsequent development
submits to the return process — semantization of the elements, which have
been desemanticized. The alphabet is treated as the potential verbal environ-
ment, because the transcription of some letters in English makes sound asso-
ciations with the concrete words. The homophonic game corresponding to
the spirit of Carroll's logic puzzles receives its culmination in No. 6.

Ligeti as an amateur of paradoxes created the magnificent work in which
humour and seriousness, sense and absurdity, chronometric and illusory
time are merged in the indissoluble integrity.
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Treize couleurs du soleil couchantby Tristan Murail:
A New Type of Music Program

Irina Koposova

Summary

Music of many contemporary works is associated with the conceptual
aspect. Conceptualism has its own characteristics of existence in the field of
music. Researchers regard the concept as a new type of the music program.
It determines not only the content of works, but also the organization of its
different aspects.

Composers often associate the conceptual side of their works with colour.
The features of the conceptual method in music are obvious ifireize couleurs
du soleil couchant(1978) for flute, clarinet, violin, cello and piano by Tristan
Murail.

This work demonstrates the specifics of the spectral method of compo-
sition. The title does not make this music picturesque. It is the impetus for
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the organization of the pre-compositional and the compositional stages of
work.

13 colours from the title gave 13 intervals, which were derived from the
spectra of multiple sounds. The composer connected the intervals by means
of additional sounds. They were obtained on the basis ofpectral germination
(proliferation). The sound of each interval was instrumented. The deduced
intervals always pass from the flute and the clarinet, the sounds of prolifera-
tion process — from the other instruments. These steps form the pre-composi-
tional stage.

The interval sequence is a basis for the form of the work. The composition
is divided into 13 sections, each of which corresponds to 13 numbers of the
score and the number of intervals. The sections of the form are connected
with the emergence and the dissolution of a certain interval, its transition to
the next interval.
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Andrzej Koszewski — from Choir to Vocal Orchestra
(Based on Selected Works)

Dr. art. Marlena Winnicka

Assistant Professor at Faculty of Music Art,
Kazimierz Wielki University Bydgoszcz

Andrzej Koszewski’s career activity was diversified and multi-surface.
He was a composer, musicologist, teacher, publicist and music critic. How-
ever, in the common opinion of the music world he is primarily known as
the choral music composer, as one — apart from Jozef Swider and Romuald
Twardowski — of the creators of the 20" century Polish choral music. His
first contact with choralism occurred in his teenage years, when he sang in
the Poznan Cathedral Choir directed by the priest Waclaw Gieburowski
from 1935 to 1939. After years, he recalled this period as follows: “My
artistic career path was prejudged by the experiences, mystagogies and feelings
of a young boy derived from the several years of ‘apprenticeship’ in the said
choir of priest Gieburowski. They did not however, entirely destroyed the
disposition to make instrumental music, but it became dominated by the
choral compositions as the time passed” (Koszewski 1986b: 3). Except for
Koszewski, in the same choir also Stefan Stuligrosz and Jerzy Kurczewski
acquired their choral experience. In the adult life, Stuligrosz and Kurczewski
engaged in the conductor’s work, and Koszewski in the composition.

In his composer’s work three periods can be distinguished:

— the 50-ties — reference to the choral tradition and folk,
— the 60-ties and the half of the 70-ties — modifications of the sonic language,
— since the 80-ties — reversal to tradition.

In herein paper, | am going to try to present the creative journey, the
development of the musical language, choral pattern and introduction of
the new sonic material to the choral music, which has been experienced by
Andrzej Koszewski in his choral compositions.

* k *

The 50-ties were the period, in which two artistic and political trends
overlapped the musical work, including the choral music. From one side, it
was a continuation of the interwar music and the great needs resulting from
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the development of the amateur’s choral movement. And on the other hand,
there were the guidelines of the Polish Nationwide Convention of Composers
and Music Critics in Lagow Lubuski, which took place from 5 " to 8" August
1949. Pursuant to the principles stipulated by the authorities, the music
should primarily be approachable and understood by the wide social masses,
and should have a national character. The musicians, in order to not get
exposed to the accusation of formalism, turned their attention to the folk
music. Composers produced folk melodies for choir, or created compositions
sustained in the spirit of folk — the output of Stanislaw Wiechowicz represents
exceptional achievements in this regard.

At the beginning of his composer’s activity, Andrzej Koszewski chose
this journey too. In his first works — both instrumental and vocal, Koszewski
looked for inspiration in the Polish folk. The following compositions represent
this trend: Socz— Taniec wielkopolski (“Socz — the Greater Poland dance”
for small symphonic orchestra, 1951),Kantata sielska(“ldyllic cantata” for
mixed choir and symphonic orchestra, 1951),Mazowianka (“The Mazovian”
for mixed choir, 1952), Kolysanka (“Lullaby” in various arrangements —
for voice, for various choir types a cappella and choirs with piano, 1952),
Suita kaszubska(“Kashubian suite” for mixed choir, 1952) or the work
written in the 60-ties Tryptyk wielkopolski (“ Greater Poland Triptych” for
mixed choir, 1963) and Mala suita nadwarcianska(“Small Warta suite” for
mixed choir, 1969). The impulse which resulted in Koszewski’s interest in
the folk was the activity of two ethnomusicologists from Poznan — Jadwiga
and Mariana Sobieskie. This is how he recalled those years: “While coopera-
ting and accompanying them in the site visits, | got to know, at the first hand
to some extent, the folk music of many regions. It was them who encouraged
me to write a choral composition using the little known Kashubian choir. It
was 1952 and at that time | composed myopus 1 (however | do not number
my compositions)” (Koszewski 1986b: 4). This composition was the already
mentioned Suita kaszubska(*Kashubian suite”). It consisted of four move-
ments: 1.Polonaise 2. Lullaby, 3. Ballade, 4. Finale. Two of these movements-
the first and the last — have a dancing nature: the polonaise and oberek
(Finale). The composer built theSuitebased on the principle of word contrast,
and the songs used have various text versions in the Kashubian, depending
on their region of origin. All texts have a stanza construction, describe folk
rituals, cultural events or interpersonal relations. References to the Kashubian
folk pertain also to the musical layer. Koszewski uses irsuitefolk melodies,
compiling them according to his own artistic taste. In some fragments he
kept the original melodies, enhancing them with interesting harmonistic ele-
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ments, exposing the main melody in various choral voices, meanwhile caring
about the clarity of the verbal text. Itis illustrated in the pattern of Lullaby,
where the verbal text contains only the voice singing the main melody, and
the accompanying voices keep their melody at the ‘a’ vowel or asormorando.
“Both the emotional content and the construction of the texts used are in
explicit relation with the adopted formal construction of all suite parts. The
quantity of fragments distinguished in the respective sections almost always
corresponds with the quantity of stanzas of the poem used. Consecutive
formal sections are either repetitions with slight changes of the previous
sections, or contain variations rich in construction ideas” (Podhajska 1978:
68). In terms of the composing technique, Koszewski works with traditional
sonic material, using above all, the dur-moll sonic material. He uses patrtial
chromatisation of the sonic line, or the variation of the dur-scale characteristic
for the Kashubian melody. In addition to homophonic configurations, the
composer also uses polyphonic measures, such as fugue in the final movement
of the Ballade. “He references Suite to the folk of Pomorian region, in par-
ticular the folk origin of the text layer and the melodic formulations. For
melodics, in addition to the fragments similar to the originals, new interval
formulations, phrases of characteristic line direction and expressions, which
imitate certain musical techniques of the folk bands have been introduced”
(Podhajska 1978: 79). Similar elements of the composing techniques were
used in theMala suita nadwarcianska(“Small Warta suite”) for mixed choir
a cappella which was composed in 1969. In this work too, Koszewski refers
to the folk, this time to the Greater Poland region, which rarely inspired
Polish composers, who more often referred to other Polish regions such as
Kurpie or Podhale. Koszewski used folk of other Polish regions such as Greater
Poland and the Mazovian also in his other works. His interest in the Polish
folk refers both to the musical and the textual layer.

The turning point in Andrzej Koszewski’'s composition was his work
for mixed choir a cappella MUZYKA Fa -Re-Mi-Do-Si (“Fa—Re—Mi-Do—
Si Music”). The impulse to create this composition was the 150 anniversary
of Frederique Chopin’s birth. The work was completed in 1960, and Kos-
zewski’'s innovation was to use five sounds in the musical scale: F-D—E-C—
H, to which he assigned five syllables comprising the Chopin’s first and the
last name: Fry-de-ryk Cho-pirt. For the convenience of the choristers, he

! First performance of the composition took place in 1961 during the International
Festival of the Modern Music Warsaw Autumn. Sang by the Polish Radio and Televi-
sion choir from Wroclaw under direction of Edmund Kajdasz.
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replaced the letter phrases with solmisation words. This five-element arrange-
ment determines both the shape of the melodic lines, construction of all
harmonic accords, and it becomes the foundation for forming the work’s
pattern. The composer treats the choir as the instrumental band.

Koszewski introduced new composition method to the choral music,
which involved non-specification of the score sound picture. Aleatorism,
which is mentioned here, was transferred from the instrumental music. It
assumed loosening the time relationships between the sounds. It was mani-
fested, inter alia, through resignation from the metric regulation of the com-
position’s rhythm structure. “Musicians perform their parts according to
their time feeling, without accurate adjustment to the rest of the group, thus
individual voices are pretty loosely synchronised with each other, and do
not form ‘rhythmic lines™ (Zielinski 1972: 230). Koszewski applied this
composition technique into the cycle of four works entitled Ba-No-Sche-
Ro. The cycle was composed in the years 1971-1972 to Jozef Ratajczak’s
words. The title was derived from the initial syllables of the respective works
comprised in the cycleBallata, Notturno , Scherzeand Rondo. Each compo-
sition contains a different text theme and a distinct sonic material. Thus
Ballata represents the illustration of everyday, dull life.Rondo is a multilin-
gual protest against war. The word ‘war’, recited in various languages,
interlaced with contrasting, dancing refrain based on such words as ‘amo’,
‘amare’, ‘amavi’. On the other hand, the musical contents ofScherzoresults
from the composition’s title. Notturno forms the bridge betweenBallata
and Scherzq which paints the spirits of the night silence. It is the work, in
which aleatoric arrangements are the most visible. The composer’s
accomplishes them by using short mellic and rhythmic motives, being ‘aleato-
ric cells’. These cells are performed individually by each chorister through
singing, whistling, or rhythmised recitation of syllables. Through using
aleatorism, the composer achieved spontaneity of performance, liveness and
richness of the rhythm, which could not have been achieved with the tradi-
tional note record. In addition, the use of the said composition technique,
which was aleatorism, brought the choralBa-No-Sche-Ronear to the instru-
mental music.

The tendency to treat the choir instrumentally is reflected also in the
development of the performance apparatus. The composer is no longer
satisfied with the four-voice choral pattern. In the following compositions,
he increases the quantity of voices through adding numeroudivisi, often
the voice groups consist of quadruple castZdrowas Krolewno Wyborna
(“Hall Exquisite Princess”), Spotkanie w Szczecini€¢‘Meeting in Szczecin”),
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Canzone e Danza Prologus. Further complexity and development of the
performance apparatus in Koszewski's choral compositions inspired him to
compose works for two or three choirs.

The work Trzy choraly eufonicznée (“Three euphonic chorales”) com-
posed for two mixed choirs, consists of three compositions entitledSentencja
(“Sentence”), In memoriam, and Pax hominibus. Each composition has an
individual dedication. Sentencjds dedicated to “The memory of Karol Szyma-
nowski in his 100 birth anniversary” 3. The composer based the verbal text
on the Latin sentence from the Hippocrates’Aphorisms: “ Vita brevis, ars
longa” . Sentencjais a form of the choral prelude, which structure the com-
poser’s builds on the three sound layers:

— chorale, sang unisono by 2¢ choir,

— the preluding part, sang by sopranos and tenors of the L.choir — partially
based on the vocalisation and using to a large extent the chorale mellic
material,

— vocal quasi pizzicatoof alts and basses of the ¥ choir.

The choral melody is the Koszewski’s own melody and similarly to the
layers 2 and 3, it is based on the full twelve-tone scale.

The next composition —In memoriam, is dedicated to the memory of
the composer’s father. The composer used here the Latin text from the 12
century: “In memoriam omnis mundi kreatura, quasi liber et picture nostrae
vitae, nostrae mortis, nostril status, nostrae sortifidele signaculurh

The main construction principle of In memoriam is the division to two
sound plans:

— repeatable incantation on the text of “in memoriam”, based on septime
and quint arrangements in the 29 choir,

— the main music thought performed in unisono by the ¥ choir.

The third composition — Pax hominibus — Koszewski dedicated to his
past teacher, under whose direction he studied composition in the National
Music College of Poznan — Stefan Boleslaw Poradowski, in “the 80 birth
anniversary”s. As indicated in the title, Koszewski used here the fragments

2 Euphonics — pleasant, harmonic sound. From Greek languageuphdnia —good,
loud voice, from euphdnos —well-sounding (Kopalifiski 1996: 242).

8 Andrzei Koszewski, Trzy chorauy eufoniczne— partytura (“Three euphonic
chorales” — the score). Krakow: PWM, 1986, first composition: Sentencjap. 3.

4 Hippocrates, “Vita brevis, ars longd’ — “Life is short and art long” (Jeedraszko
1970: 230).

5 Andrzei Koszewski, Trzy chorally eufoniczne- partytura (“Three euphonic cho-
rales” —the score). Krakow: PWM, 1986, third composition: Pax ho minibus, p. 19.
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of the third movement of the massGloria and vocalisation for the ‘a’ vowel.
In this work also, the composer compiled together two sound plans: lively
choir 1 and static chore 2. From one side, the whole composition is charac-
terised by the masterly show of the performance apparatus, and on the other
hand — the linearism of the euphonically treated plans, formed by the sound
and the contrast. The basis for forming these three compositions is the “non-
functional diatonics, deprived of tone relics, based on the centrist technique;
however it is not an example of the experimental sonorism. While the basis
for composing the contents remains the condensed, quantitatively limited
thematics” (Szulakowska-Kulawik 2010: 131). Ascetic and restrained emo-
tionality of Trzy choraly eufonicznebrings them in terms of character close
to the neoclassicism. “The variegation of the course is enriched by the accen-
tuation net, paused formed in hoquetus broad treatment of ostinato, the
effects of poly-choralism and dialogism, referring to the baroque motives in
terms of the type of motorics alternatively used with the choral pattern”
(Szulakowska-Kulawik 2010: 131).

In his next composition for two choirs, Koszewski returns to the con-
struction assumptions used in 1960 inMuzyka Fa—Re-Mi—-Do-Si, to the
five-tone diatonic series. The basis for forming_a esperq is a non-semitone
five-tone es—ges—as—b—des, using a—c—d—e—g transposition. To decrease perfor-
mance difficulties in two choirs, the composer uses the anhemitonic scale.
The connection of sound of the two choirs is made by a 10-tone accord,
consisting of the full series with transposition. “In terms of the text and
construction, the composition is based on five verses, exempted from the
hymn written by Ludwik Zamenhof in the Esperanto language (La espero=
hope). In the first verse, both choirs expose the es—ges—as—b-des series, and
in the verses 2—4, the first choir performs the transposed a—c—d—e—g series; in
the last verse the second choir switches to the notes of the transposed series
too” ( Szulakowska-Kulawik 2010: 131). In addition to the previously known
new performance measures, Koszewski includes here: characteristic vibra-
tions, falsetto, scream and diversified harmonies, also those basing on the
tone properties of the words derived from Esperanto. The scoréa espero
sets high technical requirements for the choir, in certain fragments they are
on the verge of the technical capabilities of the choir a cappella.

His cantata from 1966 for three mixed choirs a cappella entitledNicolo
Copernico dedicatumbrings a performance apparatus that was even more
developed. Koszewski based the composition textual layer on the Latin
translation of the poem W holdzie Mikolajowi Kopernikowi (“In the respect
of Nicolaus Copernicus”) by Jozef Ratajczak — his long-term coworker, a

275



Mdzikas zinatne dodien: pastavigais un mainigais — VII

poet and prose writer from Poznan. This poem is a poetic paraphrase of the
Copernicus’ thoughts presented inDe revolutionibus orbium caelestium.
Koszewski enhanced the textual layer with the names of certain heavenly
bodies, planets, constellations and stars of the first magnitude known to
Copernicus. If the three passages of the Ratajczak’s poem determined the
main composition part and stipulated the work emotional aura, then every-
thing that pertained to the sound arrangement techniques was derived by
the composer from the elements of Copernicus’ astronomy and truths” (Mar-
kiewicz 1971: 12). Therefore, the form of the performance apparatus of the
said composition was influenced by the elements of the Copernicus sky: the
sun, the stars and the six planets known to Copernicus. The apparatus com-
prises of: choir a cappella divided into three groups — each consisting of six
voices, while Koszewski divided the quantity of each voice depending on the
astronomic meaning. Thus the larger choir represents the sun, and the soloist
group is a symbol of planets. The arrangement of artists is of great signifi-
cance, since they encircle the listeners, which causes stereophonic sound
movement. This arrangement resembles the Sun planetary system. Three-
dimensional movement of the sounds in this compaosition has greater signifi-
cance than the melodics and harmonics, whereas the harmonic layer and the
sequence of sounds are arranged by the diatonic seven-tone scale. The seven
results from the Copernicus interest in the Pythagoras cosmogony.

The first movement of the composition represents the Copernicus’ exal-
tation over the magnificence of the universe. Its music contents is performed
by two choirs, where in the articulation the emphasis was put on exposing
the scream, glissando, and the third choir lists and recites the star catalogue
organised by appropriate selection of vowels. The second movement is a
condensation of the principal theses of the Copernicus heliocentric theory.
In this movement, Koszewski used the spatial arrangement of performers.
“In the context of the long-held sound surfaces, in the soloist circle ‘revolve’
sounds divided into syllables merging into words in this spherical movement
acting as the symbol of the progressing movement. Further the text is recited
in the octave jumps as the symbol of the rotating movement, finally the
three choirs are divided into the contrasting patterns — which conveys the
contrast of the sky and the earth” (Markiewicz 1971: 13). In addition to
recitation of the heavenly bodies, where the word ‘sun’ (sol) takes the lead,
the composer uses glissando courses and other sound constructions. The
composition ends with exclamation of the three choirs on the text: “Coelum —
quid speciosus?It should be stressed once again, that in order for the entire
musical content to reach the listeners, the condition of the spatial arrangement
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of performers must be met. “Only then the polyphonics — which in the final

part of the work has something from the Netherlander’s technique and the
Venetian School — will work by adding to it the third dimension — stereo-

phonics” (Markiewicz 1971: 13).

The next step of Andrzej Koszewski in the direction of further instru-
mental treatment of the vocal group is his composition from 1979 entitled
Ad musicarrf. In the subtitle, the composer added, that the composition was
designed for the “vocal orchestra”. He based the textual layer on the com-
monly known Latin expressions, such as ‘toncinamus omneg, “ canta mus
omnes, as well as on various syllable variations that allow to perform mellic
lines, rhythm structures or harmonic arrangements inmormorando. Kos-
zewski divided the performance apparatus into four groups: they are comprise
of two choirs performing vocal parts, a whistling group and a rhythmic
group — vocally performed.

Koszewski builds the composition’s form through sequential compilation
of the music material. At the beginning, through imitating the sound of
trombones, the two choirs create a three-sound cluster (c—d—e), gradually
expanding it to minor septime (a—dg). The composer ends this fragment by
the consonance of three major seconds. The development of this narration is
interrupted by the quintet interventions of the whistling group. The next
phase consists of showing canon variances, which will later become an impor-
tant part of the composition”. The composer provided for the audience the
involvement in the composition performance, which he explained in the
exhaustive annex to the score. “In the favourable conditions, the conductor
may propose the audience to get involved in the joint musical performance.
It should consist of the audience singing a 2-voice canon. For this purpose,
the conductor divides the auditorium into two mixed groups or one female
and one male group. In the first case, the canon will be sang in unisono, and
in the second case in the octave. The basis for recognising and remembering
the words is the composition performed on stage, based on the melody com-
posed by Koszewski to the Latin wordsvivat, vivat musica, vivat, crescag
floret. [...]. The conductor demonstrates to the audience the sequence and

6 The first performance took place on Jyly 12, 1980 in Warsaw at the ISM World's
Congress. The composition was performed, as for most of Koszewski's works, by
the Academic Choir of the University of Technology in Szczecin under direction of
Jan Szyrocki.

” Koszewski used the same canon in the first movement of the cycle for the mixed
choir a cappellaCantemus omnescomposed in 1985.
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the point of entrance of one of [...] the variances provided. The joint perfor-
mance of the canon is taking place, where the choir on the stage adopts a
supporting role. On the conductor’s sign, the canon stops and the choir
performs the coda or the final tacts of the composition” (mm. 282—-289).
Koszewski formulated the construction of the Ad musicamin the open
form, allowing the conductor to shape each time a different interpretation
of performance. The compoasition is characterised by great richness of vocal,
rhythmic, percussive effects, imitating also the sound of various instruments
(drums, trombones or tremolo imitating mandolin), rich articulation ( quasi
pizzicato), using bourdon quintet. In the said work, he achieved his artistic
credo, which he mentioned in the previously cited article, where he said:
“The Composer may not act passively, may not please the fancies of the
choirs and conductors. He will then neither develop his workshop nor will
contribute to the development of the Polish, not to mention the international
choral output. He must demonstrate creative initiative” (Koszewski 1986b: 4).

Conclusions

The music of the second half of the 2@ century was the scene of inter-
secting various artistic styles, schools and trends. The music became a ter-
ritory, where significant changes in terms of the means of artistic expression
occurred. The most significant changes took place on the grounds of harmo-
nics, but also in terms of the forms, rythmics and the sound colouring. These
changes pertained also to the choral music. All these transformations led to
searching new sonic values. They can also be found in the Andrzej Koszewski's
output. In his compositions he created individual stylistics.

The development of Andrzej Koszewski’'s composer workshop, in par-
ticular in the field of choral music, concerned many aspects. He stated that
“Voice apparatus, as the basic instrument of the band’s musical performance,
has rich, inexhaustible para-vocal means, resulting from the apparatus
construction. They include not only vocal resonators, but also the tongues
and lips, components vested with great mobility and colouring features (they
are also the source of artistic whisper). Therefore, the verbal text has a double
value: in terms of the meaning and the sound. That is why | strive to treat
the choir as the equal partner of the instrumental music, as the human voice
orchestra” (Koszewski 1986b: 5). Such an artistic career path of Koszewski

8 Annex to the score of the composition Ad musicam. Krakow: PWM, 1983,
p. 28.
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is evidenced by the compositions discussed in this paper. Andrzej Koszewski
was developing his sonic language from the dur-moll systems through to
twelve-tome material, aleatorism and through the use of various para vocal
elements, in addition to singing, such as: whistle, speech, whisper, scream,
recitation, glissando or using sonoristic qualities of the verbal text, from the
simple music forms, which were the compositions of stanza folk songs, through
to complex vocal forms (Nicolao Copernico dedicatum) or the open form
(Ad musicam), from the simple, traditional 4-voice choir pattern through to
compositions for two and three choirs for the vocal orchestra. Through these
compositions he was developing the idea of the three-dimensional sound
and poly-choralism. Due to their impressive and original music languages,
his choral compositions are often used by both the Polish choirs as well as
are incorporated into the repertoire of the European, American and other
international choirs. His works are included as mandatory compositions in
many choral contests in Poland and abroad, and they also accomplished
rich discography.

Andpejs Kopevskis — no kora lidz vokalam oriestrim
(uz atsevidiu skaodarbu analizes pamata)

Marlgna Viooicka
Kopsavilkums

Komponists, muzikologs un pedagogs Andpejs Kopevskis dzimis 1928ada
Poznada. Viod ir viens no Polijas laikmetigas korm(zikas autoriem. Lai arf
komponistam 2013. gada jau apritcjudi 90 gadi, viod turpina aktivu radodo
darbibu. Kopevska profesionala ceiaizvcli noteica lidzdaliba méacitja Vaclava
Geburovska vaditaja Poznaodas katedrales korf, kura vidod dziedaja pusaudpa
gados (1935-1939). Vida komponista darbibé iezimgjas tris periodi. Pirmie
skaodarbi tapudi 20. gadsimta 50. gados. Daja perioda Kopevska daiiradg
liela loma ir tautas mQzikas iespaidam. 60. un 70. gados v¢rojamas nepar-
protamas izmaidas skaduraksta: korm(zika ienak aleatorika, tiek izmantota
runa, meloreéitacija, éuksti, kliegdana, svilpodana, k& ari divpadsmitskadu
rinda k& harmoniskas struktiiras pamats. Lidztekus mdzikas valodai mainas
ari Kopevska darbu atskadotajsastavs: no tradicionala eetrbalsiga kora (sop-
rani, alti, tenori, basi) uz kompozicijam diviem (Tris eifoniskie koraii) vai
pat trim koriem ( Nicolo Copernico dedicatum). Turpméako radodo mekicjumu
gaitd Kopevskis, raksturojot savas mizikas atskadotajsastavu, atsakas no
jedzienakoris un aizstdja to ar terminu vokals oriestris (Ad musicam).
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Raksta ir vispusigi analiz¢ti vairaki skaddarbi, kas parstav Andpeja
Kopevska plado radodo mantojumu. Bie skaddarbi atspoguio garo ceiu, ko
veicis autors virziba no vienkarda, tradicionala eetrbalsiga kora uz kompo-
zicijam diviem vai trim koriem un vokalam oriestrim.

Atsl¢cgvardi: Andpejs Kopevskis, poiu kormizika, koru veidi, skadu
materials, vokals oriestris.
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Contemporary Choral Texture: Modern and Traditional
(on the Basis of the CompositionBirth of Wing by Dmitri Smirnov)

Olga Dubatovskaya

Summary

A texture as one of the music language systems is the completeness
joining musical expressive means and providing their synthesis. All laws
according to which the musical text is created find their manifestation in the
texture. The musical texture possesses a powerful sense-creative and style-
forming potential. It appeals as to the fixed, constant elements of a musical
text, or the coordinates of the sound tissue — melodies (including the pitch
and the rhythm) and harmony, as well as to the unfixed, variable elements,
which have no accurate measures — agogics, dynamics, timbre, articulation,
etc. All of them are involved in the creation of an artistic image.

At the end of the 20" century, the role of the variable textural elements
in choral music acquired a new context. On the one hand, updating the free
dissonance and rhythmic freedom, the semantization of timbre, register,
dynamics, agogics, and articulation determined the renovation and expansion
of texture thesaurus. On the other hand, a character of functional relation-
ships of textural components with new ideas got new forms.

For example, the sonorous formation in the choir, being by definition a
background, began to perform the function of a voice and relief. Whereas
the voice, pronouncing the melodic line and placed in the soprano or the
alto, was often performing as a background. New ways of textured solutions
are presented in a number of choral works byGyérgy Ligeti, Krzysztof
Penderecki, Alfred Schnittke, Vyacheslav Kuznecov. In this papeg cappella
choir Birth of Wing by Dmitri Smirnov from his choir concert with the same
title has been chosen as an analytical object. The composition is remarkable
for the combination of the traditional textural assets, such as melodic relief,
chord way of statement, accent meter and so on, and of the non-traditional,
new assets, related to the change of the functions of textural elements, the
harmonic content of the texture, fluid and unstable chronos and so on. How-
ever, the texture of the chorus in this composition retains the essential function
of an effective force in the formation of a complex and multi-faceted way.
This is arising in the nature and the dynamics of its transformation and in
the ways of organization of the sound tissue. To identify the textured struc-
turation features of the composition we examine the parameter of its density,
the multiple deployment steps, ‘stratified’ textural lines. We also consider
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I. A6 aaotangay. Niasaidiiay 6161aay 6a606da: i1a1a & 0daaeseliita..

the system of operation and the dynamic deployment of such an important

component of musical integrity as the melodic aspect of texture.

Based on the analysis presented in the paper, we can conclude that the
texture is the synthesized complex phenomenon, which includes the inno-
vative and the traditional principles and techniques of formation of choral
tissue. Some of its characteristic features should be singled out:

— choral parts intensively exchange their functional ‘roles’ at the retaining
number and functional sense of voices. It brings the possibility of textured
instability;

— functional division of the musical tissue has great influence on the
functional textured division. The theme and the accompanying voices
are moving in different fields of the register. This is associated with a
gradual extension of the register frames;

— the formative properties of the texture appear not only in the synthesis
of all the parameters of the choral tissue, but also in its specific com-
ponents (sustained sounds, ostinato);

— the melody, which possesses some traditional genre characteristics, is
based on the dissonant context.

Eeo820683
lacaéeeiniees, Aaaaieé (1982). Efaeea iocaeasuiié efiificesee . Iifieaa:
i6c0éa
Cheei, P36 (1976). O+Aaiea T16c0eABIITE 6a8060A & 1a6Tae+ANeTé 6ea6da0ee.
ineaa: 16caea
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0225
238
> Q)
,

d8aodaia (B-dur, C-dur, Es-dur) — aicdanioapudp aeiaieééd neaaineiaey.
18 pacadé | —Gloria in excelsis(Néaaa a atgied), Il — Domine Fili unigenite
(Anitae, Nof Aaeiiaraiae), Il — Quoniam tu solus sanctus(E&i O 0 1aéi fayo).
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Nod6eooda +ano&koria

l&niTiaiéd  Sanctusiiiioleo éc 5 iddaéiaedieé 9. A adeaideainiél
616284 iTeedi iaéoe disideuiia odiaiead (0a6ieéd vaioiiecanee) yoié
agesaianee. AT inaialeinee Aeleesann eliceoey &c 08,6 Bacaie--
106, 1anfeains, ~anot & odladce+anée RAycaliis dacadsia (Sanctus
Osanna |, Osanna ll) & 4260 aieda éaiasind (Pleni, Benedictug, ééé 4a-
gaied ia 444 1044&0i0a +~anoé —Sanctuse Benedictus 11fiéd ee068ae+an-
&ié 54610i0 Aoidial Aaoeeainiélal Niaida Sanctusiiyol ¢caé+eo éaé
Tait idnitidied-agéeaiacey (éaé iaia éiiiicecey).

E yoié +afioe i&nfia Edefoeia Aaneeyoneaéod iasiaeo intadiil ecla-
d&0a0aeui (0adeesa 11). Sanctuse¢laniia & +anou Idanayoié Adad ladee

e

9| — Sanctus(Nayq Nayqg Nayo), Il — Pleni sunt caeli(iié
i a0gied), IV —  Benedictus (A&aainie

o
o @

Hosanna (Ifiaiia).

20 T§,6+afoiifiol: | — Sanctus-Pleni, Il — SanctusBenedictus-Hosanna, 1l —
Sanctus-caéep+aied. Aads+anoiniol: anodiediéd — Sanctus | +. — Dominus Deus—
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Kristina Vasiliauskaité’s Masses: the Tradition and the Present
Danuté Kalavinskaité

Summary

Lithuanian composers again started writing masses and other church
music about 1990 when the country re-established its independence and the
freedom of faith after the Soviet occupation. Over this time, professional
composers wrote about sixty mass cycles of different sizes. Besides several
requiems, masses for the Blessed Virgin Mary, St Cecilia, St Casimir and
other saints, also masses devoted to Christmas, God’s Mercy, the Holy Spirit
and others were composed. Like their counterparts from other countries,
Lithuanian composers have composed experimental masses (e.g., Feliksas
Bajoras’Missa in musica Viktoras Miniotas’ Messa da camergLinas Rimda’s

2 Gyia Kancheli: One can be religious without writing religious music and vice
versa! But a musical work should convey the impression of beauty and eternity and
evoke a general feeling of religiousness, which is contained in all the music that is
dear to me (Duffek 2004: 96).
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Missa lituana); the attempts were also made to create in the old style (Alvidas
Remesa'sGregorian MassedNo. 1-7). Although, almost half of the musical
compositions of this genre are not large mass cycles; due to the broken tradi-
tion of church music very few contemporary professional Lithuanian com-
posers could and would create masses that would be suitable for liturgy.
Mostly choir conductors are engaged in this kind of creation.

Vasiliauskaité is one of the few composers, who succeed in combining
artistry and functionality. Besides other religious compositions, she has
written four mass cycles:Missa brevis in honorem Beatae Mariae Virginis
(1992) for the choir a cappellg Christmas Mass(Christmass Missa Brevis
1995) and Mass in Honour of St. Cecilia (2000) for choir and organ, Missa
de Angelis(2006) for children’s choir and organ, as well asGarbé Dievui
aukadtybésdgGloria in Lithuanian, 2012) for children’s choir and piano. Her
masses are based on the scheme of four parkg/rie — Gloria — Sanctus —
Agnus Dei and should be attributed to the type of ‘short mass’. Due to the
Christian viewpoint instilled in her by her parents in her childhood, the
composer’s church music is not marked by hesitation looking for the relation-
ship with God or for the ways to address Him. Her belief in God’s boundless
love and the trust in His kindness lie at the basis of her religious works,
which determines how the composer expresses the request for merdy(rie,
Agnus Dei) or glorification ( Gloria, Sanctug. Expressing her faith in sounds,
Vasiliauskaité forms an image of the loving Creator in the listeners’ mind.

The paper reviews the formation of the regularities of the mass cycle
and its separate parts and the musical rhetoric in Vasiliauskaité’s creative
work.

The Kyrie movements of Vasiliauskaité’s masses are characterised by
the serene or solemn, cheerful mood as the music is in major tone and medium
tempo (Andantino, Adagio); the movement is most often in duple or changing
meter, or trioles. They are joyful hymns to God’s grace, not the sinner’s
tearful lament begging for the Almighty’s mercy. A lively or medium tempo
is characteristic of theGloria movements, mostly in duple meter and short
notes. A festive, joyful mood traditionally characterises this part of mass;
however, Vasiliauskaité retains the reserve that is a characteristic feature of
the church style: she uses neither sharp syncopation nor dance elements.
The Sanctusmovements are in duple meter, they have slower tempo and
particular melodiousness Dolce cantabile, Andante dolce Adagio cantabile).
They differ from other parts by their mysterious mood that is expressed by
softly changing harmony (Missa brevis in honorem Beatae Mariae Virgini$,
continued accords Christmas Masg, or the ‘waving’ melody (Christmas
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Mass, Mass in Honour of St. Cecilia). In three masses by Vasiliauskaité, the
Sanctusis tonally open (f-sharp—A, D-G, F-A). The final movements of
Vasiliauskaité’s masses the Agnus Dei— are mostly in duple meter, tranquil
and melodious, and rather slow. They are characterised by more or less
varied musical repetition that is determined by the liturgical text, therefore,
also stability. As in the Kyrie, the composer does not give in to a demonstrative
repentance dictated by the words: all theAgnus Dei movements are in major,
light, even joyful finales of the mass cycle.

The schemes of the structure of the mass parts presented in the paper
demonstrate that Vasiliauskaité writes in an original way avoiding clichés,
combining variability, binary and/or ternary (mostly of repetitive nature)
and the rondo form. According to the way the composer harmoniously
develops the musical material, three different spheres can be found in her
masses (as well as other church music):

— the tonal stability that is linked to the liturgical text expresses undoubted
affirmation, confession and tranquillity at the same time;

— an unexpected tonal change, which takes one completely by surprise,
expresses a sudden burst of unusual (heavenly) reality or miracle into
the ordinary (earthly) flow of music;

— intensive consistent development that can be perceived as anxiety, acti-
veness; and if it goes on for a longer time it becomes an original way of
expressing stability (especially in theSanctusmovements).

The masses written by Vasiliauskaité are marked by great mastery, and
they are popular in Lithuania’s Catholic churches. Other musicians who
would like to write music for church liturgy but do not have specific education
in composition could employ some of the principles of composing church
music used by Kristina Vasiliauskaité.

Key words: Kristina Vasiliauskaité, Lithuania, church music, contem-
porary composers, tradition, Catholic Church, mass cycle,missa brevis
ordinarium, musical language.

E€0852008a & eila efnoi+ieée
Adoremus Bulletin. Directory for Masses with Children. http://www.adoremus.org/
DMC-73.html [ i87iii708 1 6aadaey 2015]
Adoremus Bulletin. General Instruction of the Roman Missal. http://www.adoremus.

Adoremus Bulletin. Musicam sacram. Instruction on Music in the Liturgy.

http://www.adoremus.org/MusicamSacram.html [i§ifiiiod 1 6aadaéy 2015]
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Jura Karlsona sakralas mdzikas teatralitate

Mag. art. Andris Vecumnieks

Jazepa Vitola Latvijas Mlzikas akad¢cmijas
asocictais profesors

levads

20. gadsimta 80. gadu nogale ir aktivs radodo vcrtibu parvertcdanas
laiks latviedu komponistu daiiradg. Lai gan ir komponisti, kas turpina jau
agréak aizsékto sakralas tcmas risinajumu (Pcteris Vasks), daudzu citu autoru
(piemgram, Paula Dambja, Andra Vecumnieka) darbiba pievgrdanéas dadai
tematikai iezim¢ radikélu un negaiditu pavcrsienu. Dapi savukart tiedi 90ga-
dos sék savas sakréala komponista gaitas un gadsimtu mija kiGst par Latvija
un pasaulc visnotai pieprasitiem skaorapiem; viou vidd ir Rihards Dubra un
Criks Edenvalds Maksimali intensificgjas komponistu radodie meklgjumi,
tiek leiitimizcti iepriekd nevclamie panri, un bez sakralas mazikas nav iedo-
majama neviena komponista radoda darbiba. o daudzpusigo procesu sava
promocijas darba ir apldkojusi Jalija Jonane, kura veikusi arf Latvijas kom-
ponistu sakralas mizikas panru klasifikaciju (Jonane 2009).

Viens no mdsdienu skaorapiem, kas devis lielu ieguldijumu daja panru
sferd, ir Juris Karlsons. Raksta meriis ir stkak aplQkot vida sakralas mizikas
ipatnibas, kas daudzcjada zidoa izriet no Karlsona radodajai personibai
raksturigas teatralas domadanas.

Atslcgvardi: arsakralais garigums, garigais saturs, sakralais sipets un
filozofiskais v¢stijums, meditativa vizualitate, monotembréalas dramaturiijas
mobilitate, ritudla transformacija, rituals un ceremonials, panru daudznozimiba,
sintcze un mobilitate, sakralas daiirades teatralitate, sakralas tematikas un
sakralas sipetikas mobilitate un transformacija, simbolu (tcla personifikacija)
un instrumentacijas (tembraléa individualizacija) dramaturiiska sistcma.

1. Jura Karlsona sakréala daiirade

Garigais saturs un sakrala tematika Jura Karlsona daiiradg¢ ipadi aktuali-
zcjas beidzamaja gadsimta ceturksni. Bldams audzinats katoiu reliiijas
ietekmc, komponists arf iepriekdnelegaliir m¢iinajis pieversties sakralajiem

! Pladaks ieskats daja tematika sniegts Jaoa Torgana pectijuma (Torgans 2010:
271; u. c.).
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panriem, tikai tos meistarigi ietcrpjot cita ideoloiiskaja mcrcg: “Mani vecaki

bija Toti reliliozi cilvcki, Tpadi mana mamma. Vidi bija katoii. Taja laika par

to nerundja, bet ka jau visi d¢cma bg¢rnus lidzi uz baznicu. Protams, b¢rniba

un jauniba ir citas aizraudanas, domas un vajadzibas. Bet ar gadiem sac

saprast un atgriezties pie lielajam likumsakaribam” (LOsidoa 2011a).

Kopd 1989. gada Karlsonam ir iespgja risinat sakralo tematiku brivi,
un lidz 2014. gada vasarai daja joma rodas ap 20 darbiem (dapi vairakas
redakcijas):

— Jubilacija astodiem mepragiem (1987)

— Magna opera Domini, kantate jauktajam korim, solo un c¢rielgm:
110. psalma teksts (1989)

— Quisisanajauktajam korim a cappella Baoutas Rubesas dzeja (1989)

— Ave, maris stellajauktajam korim a cappella katoiu himnas teksts (1990)

— Deus, conversuskantate sopranam, jauktajam korim, instrumentalajam
ansamblim: katoiu himnas teksts, 42. psalma teksts (1990)

— Ziemassvctku kantate mecosopranam, jauktajam korim un simfonis-
kajam oriestrim: Kéaria Skalbes, Austras Dales un Elzas iezberes dzeja
(1991)

— Quisisana jauktajam korim a cappella Baoutas Rubesas dzeja — Il re-
dakcija (1994)

— No debesim es atnesu., fantazija un flga par Martida Lutera koraia
tecmu (1539) crielcm (1995)

— Uz dievhamu m¢s ejam Ziemassvctku dziesmas apdare jauktajam korim
a cappella(1998)

— Vakara lGgdanastigu oriestrim (1999)

— LOgodana dziesma sieviedu vokalajam ansamblim ar klaviergcm: llonas
Miezites dzeja (2002)

— Te lucis ante terminum (Kad vakarblazma zemi kla) viru korim a
cappellaar z¢na solobalsi: katoiu himnas teksts (2002)

— Carmina Riga, kantate lielam z¢nu korim: Bazilija Plinija 1595. gada
dzeja (2005)

— Magna opera Domini, kantates Il redakcija — diviem solistiem (z¢nu
balsim), jauktajam korim un simfoniskajam oriestrim: 110. psalma
teksts (2006)

— Vakarblazma, simfoniska vizija tautas teicgjai un simfoniskajam
oriestrim (2007)

— Cantate Domino, kantate diviem solistiem, meitedu un z¢nu koriem,
trim jauktajiem koriem, simfoniskajam oriestrim un c¢rielcm: Kéria
Skalbes, Johana Volfganga fon Gg¢tes un latidou himnas teksts (2007)
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— Adoratio, simfonija korim un oriestrim: katoiu l0gdanu teksti (2010)
— Orapronobis... sieviedu korima cappella katoiu IGgdanas teksts (2011)
— Ora pro nobis... jauktajam korim a cappella katoiu llgdanas teksts

(2013)

— Le lagrime dell* anima (Dvc¢seles asarasklaviercm, jauktajam korim

un krotaiiem: komponista teksts itaiu valoda (2013)

— Mgnessgaismas darzsopranam, alta saksofonam un crielgm: Jaoa

Poruka dzeja (2013)

Kapcc skaodarbu skaits (ap 20) iepriekd mingts tikai aptuveni? Tapcc,
ka Jura Karlsona sakréalas daiirades galvena zime ir gariga satura, sakréala
sipeta un filozofiskéa vestijuma mijiedarbe. Filozofiskais vestijums biepi vien
doming par sipetisko piedavajumu (e lagrima dell’ anima; M¢cnessgaismas
darzs). Nav svarigi, par ko, kur un kad ir runa, galvenais — ka tas tiek pateikts.
Sakrala mentalitate ir komponista daiirades telpa, tadcjadi Karlsona sakrala
mdzika nav tikai baznicas ritudla sastavdaia, bet arf laicigs ve¢stijums, kas
ietver arsakrala gariguma izpausmi — resp., sakrala tematika un mazikas
saturs var paradities arf arpus sakrala panra skaodarbiem. Ta atklasmg lielu
nozimi gist mizikas izteiksmes lidzekiu komplekss un ta teatralas iezimes.
Lidz ar to var uzskatit, ka sakralo mdziku tai vai citd aspekta parstav ari
dapi citi darbi (piemc¢ram, filozofiskais v¢stijums Koana simfoniskajam or-
iestrim), savukart viena otra skadodarba iekiaudana sakralaja kategorija ir
tikai nosacita un tos varctu uztvert ari ka citiem panriem piederigus; piemcgru
vid( ir Vakara lGgdana Vakarblazma un M¢nessgaismas darzs

Ari vairéaki citi Karlsona skaddarbi apliecina, ka 6T komponista daiiradc
sakralo panru traktcjumam piemit daudznozimiba un mobilitate: proti,
vcrojama dapadu panru sintcze. Ceremoniala un sakrala panra apvienojums
izpaupaslubilacijaastodiem mepragiem; sakrala elementa un folkloras sintgze
vcrojama gan simfoniskaja vizijaVakarblazma, gan Dziesmu sv¢tku gariga
koncerta atkladanas skaddarb&antate Domino, kur gregoriskais korélis
apvienojas ar tautasdziesmu. bPanru sint¢ze izpaupas ne tik daudz argji, cik
iekdcji (saturiski), biepi pat saikng ar kadu literari programmatisku stastu
“Nék mazais be¢rns no piavas ar ziediem, skan tautasdziesma, kas savienojas
ar gregorisko korali. Tautasdziesma un greogoriskais koralis — tas viss ir
manis izdométs!”?

Un otradi — skaddarbos, kuri nav ar sakralu ievirzi, m¢s sastopam sakra-
lajai mOzikai raksturigus izteiksmes lidzekius (gregoriska koraia izmantojums

2 Karlsons, Juris (2012). Intervija Andrim Vecumniekam 16. augusta Zosg¢nos.
CD ar intervijas ierakstu A. Vecumnieka privatarhiva.

314



A. Vecumnieks. Jura Karlsona sakralas mizikas teatralitate

Sinfonia brevis). Turklat praktiski visas iepriekdminctas Karlsona kompo-
Zicijas ir radudés ké pasitijuma darbi ar konkrctu veltijumu, kas ari norada
uz zindmu laicigumu. Laiciga un sakrala ceremoniéla apvienojums, kas o1
skaorapa muzikai tik ioti raksturigs, ir konceptuali daudz pladaks vestijums
neka vienkards sakralais rituals.

2. Jura Karlsona sakralas mizikas klasifikacija

Tiedi panra mobilitates un neviennozimibas dc¢i piedavaju veidot Jura
Karlsona sakralas mizikas sistematizaciju, demot v¢ra dapadus aspektus —
pirmam kartam tekstu un atskaootajsastavu.

2.1. Teksta aspekts (verbalais faktors)

Skaodarbi ar tekstu

Latiou valoda:

— Magna opera Domini, kantate jauktajam korim, solo un ¢rielgm:
110. psalma teksts (1989)

— Ave, maris stellajauktajam korim a cappella katoiu himnas teksts (1990)

— Deus, conversuskantate sopranam, jauktajam korim, instrumentalajam
ansamblim: katoiu himnas teksts, 42. psalma teksts (1990)

— Te lucis ante terminum (Kad vakarblazma zemi kl&j) viru korim a cap-
pellaar z¢na solobalsi: katoiu himnas teksts (2002)

— Carmina Riga, kantate lielam z¢nu korim: Bazilija Plinija 1595. gada
dzeja (2005)

— Magna opera Domini, kantates Il redakcija — diviem solistiem (z¢hu
balsim), jauktajam korim un simfoniskajam oriestrim: 110. psalma
teksts (2006)

— Cantate Domino, kantate diviem solistiem, meitedu un z¢nu koriem,
trim jauktajiem koriem, simfoniskajam oriestrim un c¢rielcm: Kéria
Skalbes, Johana Volfganga fon Ggtes un katoiu himnas teksts (2007)

— Adoratio, simfonija korim un oriestrim: katoiu lagdanu teksti (2010)

— Orapronobis... sieviedu korima cappella katoiu Iigdanas teksts (2011)

— Ora pro nobis... jauktajam korim a cappella katoiu Iigdanas teksts
(2013)

Itdiu valoda:
— Le lagrime dell’ anima (Dvgseles asarasklaviercm, jauktajam korim
un krot&iiem: komponista teksts (2013)
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Latviedu valod&

— Quisisanajauktajam korim a cappella Baoutas Rubesas dzeja (1989)

— Ziemassvctku kantate mecosopranam, jauktajam korim un simfonis-
kajam oriestrim: Karia Skalbes, Austras Dales un Elzas iezberes dzeja
(1991)

— Quisisana jauktajam korim a cappella Baoutas Rubesas dzeja — Il
redakcija (1994)

— Uz dievhamu m¢s ejamZiemassvctku dziesmas apdare jauktajam korim
a cappella(1998)

— LOgodana dziesma sieviedu vokalajam ansamblim ar klaviercm: llonas
Miezites dzeja (2002)

— Mgcnessgaismas darzsopranam, alta saksofonam, ¢rielcm: Jada Poruka
dzeja (2013)

Skaodarbi bez teksta

oriestrim —
— Vakara lGgdanastigu oriestrim (1999)

atsevidiiem instrumentiem—

— Jubilacija astodiem mepragiem (1987)

— No debesim es atnesu., fantazija un flga par Martidoa Lutera koraia
temu (1539) ¢rielgm (1995)

Daicjs teksta izmantojums(balss un teksts k& mizikas instruments, nevis
sakrala sipeta paudgjs):
— Vakarblazma, simfoniska vizija tautas teiccjai un simfoniskajam or-
iestrim (2007)

Teksts paspilgtina teatralitates faktoru, bet mizika bez teksta vairak
jatama ir arsakrala un laiciga filozofisk& vc¢stijuma prioritdte. Doming
skaodarbi ar latiou tekstu, kas ietver daudz universéalaku vestijumu neka
latviedu teksti (kuros savukart vairak ir individuala). K& redzam, katoiticibas
sakrélais vestijums komponistam ir krietni tuvaks neka luteriskais.

2.2. Atskaootajsastava aspekts (panriskais faktors)

Vokali instrumentalie panri: kantates

Koris, solisti, simfoniskais oriestris:
— Ziemassvctku kantate mecosopranam, jauktajam korim un simfonis-
kajam oriestrim (1991)
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Magna opera Domini, kantates Il redakcija — diviem solistiem (z¢nu
balsim), jauktajam korim un simfoniskajam oriestrim (2006)

Cantate Domino, kantate diviem solistiem, meitedu un zgnu koriem,
trim jauktajiem koriem, simfoniskajam oriestrim un ¢rielgm (2007)

Koris, solisti, instrumentalais ansamblis:

Deus, conversuskantate sopranam, jauktajam korim, instrumentalajam
ansamblim (1990)

Koris, solisti, ¢rieles:

Magna opera Domini, kantate jauktajam korim, solo un ¢rielgm

Vokali instrumentalie panri: simfonijas
Adoratio, simfonija korim un oriestrim (2010)

Kora mizika

Koris a cappella

Quisisana jauktajam korim a cappella(1989)

Ziemassvctku kantate mecosopranam, jauktajam korim un simfonis-
kajam oriestrim (1991)

Quisisana jauktajam korim a cappella(1994)

Uz dievhamu m¢s ejam Ziemassvctku dziesmas apdare jauktajam korim
a cappella(1998)

Te lucis ante terminum (Kad vakarblazma zemi kla) viru korim a
cappellaar z¢na solobalsi (2002)

Carmina Riga, kantate lielam z¢nu korim (2005)

Ora pro nobis... sieviedu korima cappella(2011)

Ora pro nobis... jauktajam korim a cappella(2013)

Koris un instrumenti:

LOgdang dziesma sieviedu vokéalajam ansamblim ar klaviergm (2002)
Le lagrime dell’ anima (Dvc¢seles asarasklaviercm, jauktajam korim
un krotaiiem (2013)

Mdazika solobalsij un instrumentiem
Mcnessgaismas darzsopranam, alta saksofonam, ¢rielgm (2013)

Oriestra mdzika

Vakara l0gdanastigu oriestrim (1999)

Vakarblazma, simfoniska vizija tautas teicgjai un simfoniskajam
oriestrim (2007)
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Mazika atsevidiiem instrumentiem vai to grupam

CrieimQzika:

— No debesim es atnesu., fantazija un flga par Martidoa Lutera koraia
tecmu (1539) crielcm (1995)

MGzika pGdaminstrumentiem:

— Jubilacija astodiem mepragiem (1987)

Vokalas un vokali instrumentalas mizikas panri neapdaubami tiecas uz
daudz subjektivaku, personiskaku vestijumu neké instrumentalmazika, kuras
izteiksme biepék ir objektiviz¢ta. Balss un it sevidii solobalss izmantojums ir
viens no sakréalas teatralitates pad¢mieniem — vokala tembra individualizacija
paspilgtina v¢stijuma intimitati. Juris Karlsons savos vokali instrumentéalajos
0pusos vienu vai vairékas solobalsis iekiauj regulari, turklat katrs solists per-
sonific¢ noteiktu dramaturiisko t¢lu (to varam verot, piemcram, skaddarba
Cantate Domino).

3. Simfonija korim un oriestrim Adoratio

Par komponista sakralas mizikas (un iespgjams, ari visas vidoa daiirades)
virsotni neapdaubami jauzskata simfonija korim un oriestrim Adoratio
(2010). panru mijiedarbe un mobilitate, laicigas un sakralas sfcras sint¢ze
deit glst savu kulminaciju un vgrd 8o skaddarbu krietni atdiirigu no sakrala
rituéla t& sékotncja izpratng. Adoratio ir unikals piemcrs pasaules miazikas
praksc, jo sakralais ceremonials daja darbéa apvienojas ar filozofisku vgstijumu
un simfonisku koncepciju. Turklat izteikti sakrédlam panram pievienots laiciga
panra apzimcjums, kas v¢lreiz izgaismo sakrala un laicigé sint¢czes nozimibu
Jura Karlsona radodaja personiba.

Skaodarbs radies pg¢c diriienta Sigvarda Kiavas pasdtijuma, gatavojot
sakralas mdzikas koncertu ar Radio kori un oriestri Sinfonietta RigaLielaja
piektdiena 2011. gada 22. aprili. Saskaoa ar ieceri, Jura Karlsona opuss nosl¢-
dza programmmu, kuru aizsaka Arvo Perta un Gijas Kaneeli skaodarbi. Ka
trapigi noradija Orests Silabriedis, dis koncerts ietvgra visu Lieldienu rituala
vestijumu — Lielo piektdienu (Perts), Kluso sestdienu (Kaneeli) un Lieldienu
apskaidribu (Karlsons), pelniti iegUstot Latvijas Lielo mazikas balvu nominacija
Gada koncerts’. Skaodarba moto un virsuzdevumu (ka arf visa koncerta
koncepciju) netiedi atklaj Ineses Lisidas recenzija retoriski uzdotais jautajums:
“Kad tauta atgriezisies no saviem iaunajiem ceiiem?” (L{sioa 2011b).

8 Silabriedis, Orests (2011). Runa Latvijas Lielas mizikas balvas p(rijas scdg.
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Adoratio pamata ir komponista ripigi pardomata programma — lite-
rarais vestijums. Unikalu liecibu par to sniedz éetri mana riciba esodi Jura
Karlsona stasti par savu skaddarbu — intervija péris gadus pirms darba atska-
oojuma?, pirmskoncerta intervija Inesei L{sioai(LOsioa 2011a), programmas
anotacija (Karlsons 2011) un intervija tris gadus p¢c pirmatskadojuma.
Eetri stasti, kas radudies dapados laikos — skaddarba tapdanas procesa (pirma
intervija), pirmatskaoojuma gaidas pcc darba sacergdanas (otra intervija),
Tsa uzruna klausitajiem (anotécija) un atskats uz savu veikumu p¢c vairakiem
gadiem (treda intervija). Die avoti atklaj to milzigo vgstijuma atéiiribu, ko
nosaka radoda procesa meklicjumi, nezidoa, v¢l negatavaugia briestodie
iedigii, tad — pabeigta veikuma sajita, komponistgp¢dcjie vardi un visbei-
dzot — reminiscence, atskatoties uz savu garadarbu.

Pirmé intervija notiek laika, kad Juris Karlsons ir pardoemts ar darba
radidanu. Komponists vesti bripam Igni, nesteidzigi, nosverti, citkart atkal
nedaudz satraukti un saraustiti, pat nervozi, riipigi apdomajot un izmekigjot
katru vardu. Viod ir pardemts ar darba tapdanas procesu, taéu ta nav sajlisma,
kaisle, bet ripiga savas literaras dramaturiijas (“ludzidas”) muzikala repija
un montépa. Un runas valoda ari v¢l tikai top, tiek mekicta: “Dodien kon-
sult¢jos ar [Guntaru] Préni, es tik labi psalmus un Svctos rakstus nezinu,
protams, esmu [tos] izp¢tijis, un [man] ir dzives pieredze. [Man] literatlra
un luga ir tik svariga. Kapcc es to gabalu rakstu, kur irknifs? Ideja tada:
oriestris jau ir uz vietas; [tad] sanak tenori un parcjas balsis pa grupam klat,
staigad pa baznicu, [skan] gregoriskie dziedajumi, tauta sanak kopa, un ir
I0gdana. Liela piektdiena, Lielas piektdienas nakts, adoréciju ligdanas lidz
Lieldienam, iegremdcdanas ioti bltiskas lietas. Litanija. Llgdanas — “Uzklausi
mas...” “Piedod masu gr¢kus...” Tauta vgrdas pie Dieva, un nav atbildes,
nevar sagaidit atbildi!!! Jo... nav, es nedzirdu Dievu! Un tad tas viss ved
paképeniski, un tad ir viena, teiksim, kulminécija, kur ir apmc¢ram tads teksts:
Kapcc Tu mds esi pameti@ A Aadpeéa i1é+&o ... [Bet Dievs klusg...] Un
tad Dievs athild — nevis oriestris, bet ioti vienkéardi — tad ir Vecas Deribas
teksts: “JUs padi pie ta esat vainigi, jo Dievs ir JUsos, nevis mani!”

Ka to dab(t gatavu? Es pats rakstu lugu, veidoju dramaturiiju. [Korim
rakstu] vienbalsigi, eetrbalsigi lielako tiesu, ceturtdaias, pusnotis. Tauta
pakapeniski caur to l0gdanu ir daudzbalsiga. K& dab(t Dievu? Pateikt Dievu?

4 Karlsons, Juris (2009). Intervija Andrim Vecumniekam 13. februari Riga. CD
ar intervijas ierakstu A. Vecumnieka privatarhiva.

5 Karlsons, Juris (2014b). Intervija Andrim Vecumniekam 19. augusta Zosg¢hos.
CD ar intervijas ierakstu A. Vecumnieka privatarhiva.
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Pcc tautas jautajumair liels unisons korim un oriestrim, ioti kluss, [pardoem]
dausmas, baiss. “JUs padi pie ta esat vainigi!” Tas ir tas, kas mums ir apkart.
Kapcc Tu esi pametis Latviju? Kas notiek Latvija? Tad ir Icna apjcga, Liela
piektdiena, septioi pcdgjie [Kristus] vardi: “Kungs, kapgc Tu esi mani atsta-
jis?” [Kristus] runé tautas varda, glabj tautu — “Kapcc mds (nevis mani!)
atstdjis?” [Svariga] ir apjcga, ka Dievs ir, un Tev pavisam citddak jaskatas
uz 6o batibu. Tad tu beidzot saproti to apskaidribu, Tev janonak pie nakamas
pakapes savd domadana, un tad aust Lieldienu rits. Nevis skan zvani, bet
gaida noskaoa, aust saule, dvgsele ari tad ir apskaidrojusies, un tu saproti,
kur ir Dievs” ®.

Painterescjos, kapgc dads stasts netiek publiccts ka literars darbs un
vestijums klausitajam, taéu Juris Karlsons atzina, ka, vidapréat, tas nav nepie-
ciedams: “[Literarais] uzvedums tiek istenots ar muzikalas dramaturiijas
rakstu” 7. Un autoram ir pilniga taisniba, jo daja stastijuma atklajas kompo-
nista daiiradesvirtuves nosl¢cpumi, mdzikas izteiksmes lidzekiu meklgjumi,
nevisgatavaun pabeigta literard programma.

Dienu pirms pirmatskadojumatop otra intervija —ar Inesi LUsiou.
Ta ietver pladéakas filozofiskas pardomas ne tikai par jaundarbu, bet ari par
masu ikdienu. “Tas stasts ir daudz dziiéks [..] Runéts par tautu, kas tiks
dziedinata, ja atgriezisies no iaunajiem ceiiem” (L{sida 2011a). Komponista
vardi apliecina, ka mesa, rekvigms, ligdana, patiesa ticiba un reliiiozitate
vida izpratng ir parlieciba, nevis konjunktdra: “Ceid lidz Lielajai piektdienai
ir jAnodzivo un jasaprot. Es redzu, ka jauni cilv¢ki ar vieglu roku raksta
rekvicmus un mesas, klausos un saprotu, ka vidi nezina, kas tas isti ir, tas
tagad ir drusku modc¢” (LOsida 2011a).

Adoratio ir atklasme krustcelgs, un arf pada Jura Karlsona dzivg notikudas
bltiskas parmaioas. “Beidzot esmu brivs un dzivg daru to, ko vclos. Sapratu,
ka tagad vclos vairak rakstit mdziku, un sakartoju dzivi ta, lai varctu piecas
dienas nedcia to darit Zosgnos, sava lauku maja” (Lasioa 2011a).

Juris Karlsons izsaka pardomas par adoracijam, kas ir ligdanas klusuméa
pie Kristus kapa altara un ilgst dienu un nakti. “Liel& piektdiena ir ari lielas
krustceles — dzivibas un naves krustceles. Ar gadiem tas kiQst arvien bltiskak,
un ta ir ari pasaules batibas ideja. Svctajos rakstos atradu IGgdanu, kas man
Oiiet ioti aktuala ari dodien. M¢s dzivojam tada laika mUsu valsti, kad visas

6 Karlsons, Juris (2009). Intervija Andrim Vecumniekam 13. februari Riga. CD
ar intervijas ierakstu A. Vecumnieka privatarhiva.

7 Karlsons, Juris (2009). Intervija Andrim Vecumniekam 13. februari Riga. CD
ar intervijas ierakstu A. Vecumnieka privatarhiva.
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lielas vertibas ir samaisitas ka tada liela vilni, kas gandriz visu noslauka.
Gan kultdra, gan politika, valst, iimenc. Es teiktu: ari izpratng, saprata.
Mana adoréacija ir vgroanas pie Dieva. Lai dod mums sapratu, sajcgu, garigo
palidzibu” (LOsida 2011a). Karlsons atzist: jo gritdk mums iet, jo dziiak
[Gdzam, un bripiem ir sajita, ka Dievs m(s neuzklausa. “Bet tad, kad tu to
dari no sirds, ar visam savam dvcseles un sirds sapcm, tad saproti, ka Dievs
ir tevi, ka vidd nav kaut kur citur. Ir jasaprot padam sevi, un tad nak atklasme”
(LGsidoa 2011a).

Latvija Juri Karlsonu visvairak satrauc atbildibas trikums. “Isi un skaidri.
Mani visvairak baida pavirdiba, atbildibas un izglitibas trGkums un diletan-
tisms, sékot no politikas un beidzot ar televizijas programmam. Atbildibas
izj0ta un sirds izglitiba nepieciedama, lai do pasauli izvestu no posta, kura
dodamies ké traké karuseli. Ir pazaudcta paaudpu prasmju un zinddanu par-
mantojamiba, par ko rakstits Straumc¢nos Dodien viss ir virspusgji, pavirdi,
vieglpratigi. Viegli pieejams un viegli aizmirstams. Popkorna ikdiena. Dzive
ka vienreizgjie trauki: izmanto un izsviep” (LOsioa 2011a).

Karlsons atzist, ka v¢lctos aiziet prom no ta visa, lai tikai daritu savu
darbu [rakstitu mOziku — A. V.]: “Tagad saka: mcs visi kopa, lieli mcrii,
vai, vai, vai, vicinam lietussargus un karogus. N¢! Arf valsts sékas no manis,
no tevis, no vida. Ja esi sava vieta un dari, kas tev jadara, tas veido kopgjo
vidi, sabiedribu. Saprotu — Latvija ir jaiztira Lielaja talka, taéu nevajag bGt
clcigiem ikdiend,” iedegas komponists (LOsioa 2011a).

“Cik m¢s esam mazas niecibas un cik milzigas ir mdsu egoistiskas ambi-
cijas: uzrakstiou skaodarbu, un lai visi priecajas! Tomgr milzigaja neaptve-
ramaja pasaulc tu — puteklitis — esi ioti svarigs. Ja tu nebdsi, b(s partraukts
kads icdes posms” (LOsioa 2011a).

Art mdzikas izteiksmes lidzekiu mekigjumu problgma, diiet, ir atrisinata
un izvertcta: “Sarepiita partitGra — simfonija ar daudziem vadmotiviem,
milzigu kulminaciju un gaidu izskadu [malerisku Re maporu -A. V.]" (L(sidoa
2011a).

BT intervija ir filozofisks ve¢stijums ne tikai par padu skaddarbu, bet art
par Latvijas kultQras un sabiedriskas vides telpu, par mdsu ikdienas dzives
teatra telpu, kuré uzturas un nav vienaldzigs pats mdzikas raditjjs.

Lakoniskaks un koncentrgtaks autors ir programmasanotéacija, kad
darbs ir pabeigts un tiek gaidits pirmatskadojums: “Adoracijas ir simboliskas
I0gdanas pie Kristus kapa, tas ilgst no Lielas Piektdienas Ilidz pat Lieldienu
ritam. Skaddarbéa izmantoti sakrélie teksti, kuros izteikts l0gums Dievam
uzklausit un palidz¢t mGsu nezidod un bezspgciba. Kompozicija veidota ka
meditacija ar vairakiem attistibas viidiem. Centralas kulminacijas pavcrsiena
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dzirdama Dieva atbilde: “Kad mana tauta [..] atgriezisies no saviem iaunajiem

ceiiem, [..] es uzklausidu [..] un dziedinddu vidu zemi”. Die Sv¢to Rakstu

vardiir tik aktuali. Skaddarba izskada ir ceribas gaiduma. Ka Lieldienu rits...”

(Karlsons 2011). Programmai bija pievienots pilns teksts latiou valoda un ta

latviedu tulkojums, lidz ar to katram klausitajam tika sniegta iespgja izdzivot

Kristus atklasmes vcstijuma ceiu.

K& redzam, autors ne varda nemin par to, k& tika mekicta, atrasta un
muzikali risinata Dieva atbilde, neruna ari par visparfilozofiskdm problcmam.
Vioa rakstito anotacija var rezumct isi un kodoligi: Klausieties manu mdziku,
tur viss ir pateikts!

Un, visbeidzot, ceturto reizi Juris Karlsons izvcrt¢c savu skadodarbu tris
gadus pc¢c pirmatskadojuma, respektcjot IGgumu velreiz to raksturot tiedi
saikn¢ ar manu promocijas darba tcmu — tembrélo dramaturiiju k& teatra-
lithtes izpausmi. Atskatoties uz 8o opusu, komponists jau ir paguvisorit
rdgtumu par to, ka skaddarbs, kas nomingts uz Latvijas Lielo m{zikas balvu
kategorija Gada jaundarbs(2011), balvu tom¢r nav sadcmis. Noklausijies
Adoratio saisinato versiju 2013. gada Dziesmu sv¢tku garigas mizikas kon-
certd, Juris Karlsons stasta:

“Adoracijas ir ligdanas pie simboliska Kristus kapa no Lielas piektdienas
[idz Lieldienu ritam. [Programmas secigums ir 8ads]:

— rituéls, tauta ndk uz ligdanu vietu baznica pie simboliska Kristus kapa;

— lGgdana no klusa éuksta Iidz pirmajai kulmin&cijai;

— nesaoem atbildi;

— irvairakas l0gdanu fazes: no istas pazemibas un apmulsuma lidz patiesam
izmisuma saucienam, kas beidzot ir no sirds dziiumiem;

— tad parplist altara diidrauts (k& mingts Bibelg) — debesjums (tris tam-
tami), un Dievs visbeidzot sék runat (“Dies Irae”) savu bridindjumu —
“ja nenovcrsisieties no saviem faunajiem darbiem...”;

— jauna l0gdanu faze — beidzot apjcdzot un nu jau bailgs saucot no sirds
Dievu, notiek “savienojums” ar Garu (tam ir tematisms, kas atkéartojas
dapados variantos kritodos trijskados ar aizturam), kas kulmingjas
apvcrsta varianta beidzot tira trijskani, doreiz kapjodi [..], tA saucamas
Vatikdna (pavesta) fanfaras, kas sarakstitas 18. gadsimta (neatceros,
kurd tas sarakstijis) — mepragi pari visam korim un oriestrim;

— pcc dramatiskas kulminacijas ir Dvgseles apskaidriba, aust skaidrs
Lieldienu rits, grcciga Dvesele ir radusi mieru un apskaidribu®.

8 Karlsons, Juris (2014b). Intervija Andrim Vecumniekam 19. augusta Zosg¢nos.
CD ar intervijas ierakstu A. Vecumnieka privatarhiva.
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Nu tas ir lakonisks, pat zinatniski strukturcts darba konspekts, kurd
mcritiecigi atklaj sakrala vestijuma ceremoniélo teatralitati.

Dajos éetros stastos m¢s redzam, cik mobils ir komponista verbalais
vgstijums — pretstata literaras programmas nemainigajam universéalajam
invariantam un nodu teksta stabilitatei vardiskie komentari, ko autors velta
savam opusam, ir daudzveidigi, un tos nosaka konkrctais unikalais bridis
skaodarba tapdanas konteksta. Tas Tauj salidzinat radodo procesu ar dzivu
organismu: katrs skaddarbs irka b¢rns— radits, izaudzinats undzive palaists

Pardomata, ar repisora pieeju izstradatad mizikas dramaturiijair galvena
iezime, kas rosinajusi kritiies Ineses L{sioas atzinigo vertgjumu: “Pamatigs,
patiesi izjusts un meistarigi uzrakstits lielopuss” (LOsidoa 2011b). Vc¢rieniga
simfonisk& koncepcija (40 minQtes) paredz, ka sakralais rituals un ceremo-
niala procesija kils par laiciga rituala lidzekli. Tadcgjadi rodas sakrala panra
specifiska teatralitate: “loti apjomiga un perfekti strukturcta forma, rituali
un skaniski apgQstot Doma baznicas telpu, komponistam izdevies meritieciga
mdzikas dramaturiija istenot ideju par lgdanas bitibu: mds sadzirdgs tikai
tad, ja IGgsim nevis forméli, bet no visas sirds” (L(sioa 2011b).

BT maksimali atklata autorstasta mlzikas izteiksmes lidzekius un tehniskos
paocmienus autors izvglgjies jo rpigi; tie pilnd mera atklaj programmatiska
satura un sakrala rituala realizacijas specifiku un Karlsona sakralas mdzikas
teatralitati. Vispirms zimiga ir teksta izv¢le — izmantota latiou valoda. Katoiu
sakrala rituala verbalais vgstijumsr universalaks un objektivaks, luterdou —
unikalaks un subjektivaks. Tadcjadi autors piedava personificct nevis unikalo,
bet gan universélo, Iidz ar to personifikacijas [imenis ir dziiaks, spccigak
izjitams un visparpieejamaks. Vienlaikus Tpatngjs ir vokalo partiju trakt¢jums —
vokalo sfcru parstav tikai koris, solobalsis netiek izmantotas. Autors apzinati
izvairds no ka&das atsevidias solobalss tembra izccluma, kas varctu raisit
intimaku iespaidu, jo vida mcriis doreiz ir akcentct objektivo un universalo
vestijumu. Stasts ir par mums visiem, nevis par kadu konkrcti, jo sabiedribu
veido tikai atsevidiu personibu kopums un monolita saliedctiba. Autors
piedava monotembréalas dramaturiijas mobilu realizaciju.
Proti, koris tiek izmantots ioti daudzveidigi — tas darbojas gan vienskaitIt
(es), gan daudzskaitli (m¢s), gan daudzbalsiba, gan unisona, radot dapadus
tclus un to personifikacijas (Dievs, mgs, tauta).

Skaodarba ir perfekti izstradata vadmotivu un zimju sistcma. Uz bagatigi
izmantoto simbolu (t¢la personifik&cija) un instrumentacijas (tembrala indi-
vidualizacija) pamata veidojas dramaturiisk& koncepcija, kas arf atspoguio
sakrala rituéla teatrélo risindjumu. Zimes ir intonativas, harmoniskas, tem-
brélas, tas Tauj pilniba atklat rituala sipetu: “Apbrinas vcrtas ir kora un
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oriestra krasas un pakapeniskais attistibas ceid no klusinatas, intravertas
izpausmes lidz dvgseles kliedzienam un no noslgpumaina, tik tikko jaudama
dievidia mirdzuma lidz sitaminstrumentu solo, kas priekdvcsta ilgi gaidito
Dieva atbildi” (LOsioa 2011b).

No skaodarba individualizgtajiem tcliem jo Tpadi jaatzimg:

— tautas sanakdana un ligdanas (kora daudzbalsiga mikropolifona aleatorika;
no atsevidiam individualam solo linijam veidojas monolits kopskangjums);

— savienojums ar Garu (kritodi trijskadi ar aizturam);

— debesjuma atvgrdanas un Dieva dusmas (tris tamtami);

— Dievs (Dies iraetcma kora unisond);

— 18. gadsimta sacerctas Romas pavesta fanfaras (mepragi);

— saullckts, dvgseles apskaidriba un Lieldienu rits (stigu instrumenti un

Re mapors).

Re mapors izmantots arf Simfonija koncerta divam klaviercm ar oriestri,
simfoniskas vizijasVakarblazma koda un Koanas noslcguma; visi mingtie
skaodarbi iauj secinat, ka o1s tonalitates semantika Karlsona daiiradg saistita
ar apskaidribas un katarses tcliem. Tiedi apskaidriba, nevis Lieldienu zvanu
gaviles ir nepieciedamas komponistam dvc¢seles atklasmes tclojuma.

Zimju izmantojumu sava recenzija piemin ari Inese L{sioa: “Nepaiau-
joties kardindjumam piedavat izkoptu, estetiz¢tu melodiskumu, komponists
izstradajis glupi vagnerisku vadmotivu sistcmu, ieskaitot zimes, kuras, pat
konkrcti neatpazitas (piemgram, Romas pavesta ritualas fanfaras), iedarbojas
uz zemapziou” (Lasida 2011b).

Arf tautas pakapeniskasanakdanavcrtcjama ka teatralitates izpausme,
turklat ioti tieda un iedarbiga — dabiska kustiba pa skatuves telpu piepilda to
ne tikai muzikali, bet art performativi. Spilgtie t¢lu kontrasti, mizikas demok-
ratiské izteiksme aktualiz¢ ari citasAdoratio teatralitates pazimes.

Kopuma skaoddarbs atstdj psiholoiiski sp¢cigu iespaidu, kas salidzindms
ar citu Karlsona opusu —EI Cid (Dzives un naves dejasimfoniskajam ories-
trim, 2008). Universalas rituala, ceremoniala, ligdanas, sakralas procesijas
Zimes skaodarb&\doratio transformcjas unikala laicigaja rituala jaunéa gari-
guma stilistikas konteksta. Lokala nozimiba (Lielas piektdienas koncerts,
vestijums savai Tautai) daja kompozicija apvienojas ar filozofiski globalu
nozimibu — vestijumu par mdsu dzives aktualitatcm. Jura Karlson@doratio
apliecina, cik pamatota ir antropologa Kliforda Dpeimsa Ggrca (Clifford
James Geertz1926-2006) atzida par simbolu un reliiijas nozimi ka kultdr-
telpas piepildijumu un reliiiju k& neatbemamu un noteicodu kultrtelpas
sastavdaiu: “Kultdras j¢dziens [..] nozim¢ vesturisku parmantotu sistgcmu
kopumu: nozimju un jedzienu sistcmu, kas paradas simbolu veida; nepéar-
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bauditu priekdstatu sistcmu, kas paradas simbolu formas; sistcmu, ar kuras
palidzibu cilv¢ki savu dzives pieredzi un attieksmi pret dzivi parmanto, piln-
veido, attista talak” (Geertz 1987).

4. Le lagrima dell’ anima un M¢nhessgaismas darzs

Viens no beidzamajiem komponista jaundarbiem —Le lagrima dell’
anima (Dvgseles asarggauktajam korim, klaviergcm un krotaiiem — vericjams
k& sakralas mdzikas joma nozimigéakais Jura Karlsona sacercjums pédoratio,
un reiz¢ tas iezimg jaunu dimensiju daja panra. Peit centra nav sakralais
rituéls un ta seciga muzikala realizacija, bet gan sakrals v¢stijums par vispar-
filozofisk&m problgmam meditativa izteiksm¢ un ar arkartigu spgcigu emo-
cionalo ladiou. Bis skaddarbs aktualiz¢ personifikacijas problgcmu citd aspekta&
balss un instrumenta attiecibu konteksta. AriLe lagrima dell’ anima tapis
k& Sigvarda Kiavas iecerctas koncertprogrammas konceptuéla sastavdaia.
Izsmeioda ir Karlsona anotacija, kas sagatavota meistarklas¢cm Berling, pre-
zentécijai 2014. gada 20. maija mdsdienu mazikas festival&langzeit:

“Skaodarbs rakstits p¢cc pasaulg pazistama mdsu Radio kora rosindjuma
kddam ipadam koncertam Rigas Doma baznicé 2013. gada. Koncerta skancja
kompozicijas, kas bija ar spccigi izteiktu garigu dimensiju (Hanss Ote, Deivids
Langs, Bernats Vivankoss). Mana skaodarba klavieres un koris ir divu paralcli
darbojodos personu monologi, kas visas kompozicijas laika saskaras reti un
netiedi. Partitlra, kuras hronometrapa ir 17 minQtes, balstita tikai uz septiodm
skadam to visdapadakajas kombinéacijas. Gan klavieru partija, gan ari kora
partitQra ir stipri askctiska, jo 87 skaddarba jcdzieniskais piepildijums ir daudz
svarigaks par tehniskajiem trikiem (lai gan tadi arf ir, taéu tie nav noteicodie).
T& k& nevarcju atrast piemcrotu dzeju, kas atbilstu tam, ko vglgjos izteikt
kompozicija, vardus, kas ir skaddarba atslcga, uzrakstiju pats un tulkoju tos
italiski, lai rastu maksimali skanigu vokalo vidi (LE LAGRIME DELL’ ANIMA
S| SCIOLGONO NELLO SPLENDERE DELLE STELLE. SEI PROPRIO TU
LA, DOVE GUARDA IL MIO CUORE? — DVCSELES ASARAS IZGAIST
ZVAIGPOU MIRDZUMA. VAI TU ESI TUR, KURP RAUGAS MANA SIRDS? ).
“Tu” ir uzruna ar lielo burtu, uzrundjot Dievu. Sava veida problemétika
saistijas ar Doma baznicas specifisko akustiku — 7,5 sekundes ilgstodo rever-
beréciju un klavieru solo skangjumu taja. Taeu partitQras trauslais un caur-
spidigais raksts 80 uzdevumu atrisingj&® (Karlsons 2014).

% Karlsons, Juris (2014a). Anotacija skadodarbu prezentacijai meistarklasgcm Berling,
masdienu mQzikas festivalaKlangzeit 2014. gada 20. maija. Manuskripts. Kopija
A. Vecumnieka privatarhiva.
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K& jau izriet no o1 apraksta, vclme maksimali skaidri paust skaddarba
ideju liek komponistam padam sacercsavu stastuun izmantot vida sakralajos
darbos v¢l nerealiz¢tu mizikas izteiksmes lidzekiu tehnoloiiju (septidskaou
diatonika), kas dok¢ klausitajus. Sajismu izsaka poiu komponists Kdidtofs
Meijers (Krzysztof Meyer, dz. 1943): “Satriecoda irLe Lagrime... meditati-
vitate. Jaaizver acis un jakoncentrgjas tikai mazika, tad glsti milzigu baudu.
Ta es arf izdariju, klausoties otrreiz"°. Japiebilst, ka dada veida stilistika ir
retums arzemju komponistu daiirad¢. Meditativa vizualitate — ta ir mQzika,
kuras vizualitate izpaupas tikai maksimala akustiska koncentréacija.

V¢l ipatngjak sakrala tematika risinata viena no jaunakajiem komponista
skaodarbiem M¢nessgaismas darz§2013). Tas ir veltijums saksofonistam
Artim STmanim un vidoa domubiedriem — crielniecei Kristinei Adamaitei un
dziedatijai, sopranam Kristinei Gailitei. Dis darbs, ko var d¢vct pamikroado-
racijam, piedava vokala un instrumentala teatra sintczi. Tas raksturojams
ké& savdabigs starppanrs — starpposms un pareja no instrumentalas uz vokalo
kamermaQziku.

Mcnessgaismas darz&mantota divu Jada Poruka dzejoiu kompilacija
(literatQras studiju rezultats!), kas vislabak realiz¢ skaddarba koncepciju —
sakrélas tematikas transforméaciju sakralaja simbolika. PretcjiAdoratio,
prioritara deit ir tiedi sakrala tematika, nevis sakrala sipetika: doming asoci-
acijas, ko rada sakrélo simbolu sistcma, nevis konkr¢ta, arcjas teatralitates
inspircta sakrala procesija. Verbalais teatris izpaupas ka simbolu zimes, nevis
sipetisks literars vestijums: “Kompozicijas idejas ass ir reliliskas ceremonijas
asociacija— mises centrala daia, kad par klatesodajiem tiek pacelta Dievmaize
k& uzlecods Mcness, kas apgaismo mds, radot Patiesibas ceiu: upur¢dana,
piellgsme, apzinadanas, atbilstiba, trausla ceriba, zaudgjums un apskaidriba,
dvcseles lidzsvars... “(Karlsons 2014b). Karlsonam tuvie tclu pretmeti —
“spccigas emocijas un kontrastu dramaturiija” (Karlsons 2009) — ir aktuali
un prioritari art sakralaja kamermQzika.

“Lai izprastu un patiesi uztvertu jaunu (citu) skaddarbu (jebkuru méakslas
darbu —gleznu, literaru sacercjumu, arhitektQru u. c.), ir nepieciedama asociativa
pieredze, kas ietver gan intelektualo, gan profesionalo un emocionalo pieredzi.
Tikai tad, kad visas dis pieredzes sasl¢dzas viena sistctma, mums rodas iespgja
tuvinaties makslas darba bdtibai. Pasvitroju — tuvinaties. Visu atklat mums
neizdosies, jo Tsts makslas darbs vienmgr paliks noslgpums. Tas dzimst no
Dvcseles nojautam” (Karlsons 2014b) — tads ir skadodarbaM¢gnessgaismas
darzs, Jura Karlsona sakréalas mdzikas un visas vida daiirades kredo.

10 Meijers, Kdidtofs (2014). E-pasta v¢stule Jurim Karlsonam 13. janija.
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Secindjumi
Raksta izstrades gaita izkristaliz¢judies vairaki secinajumi:

— Karlsona sakrélajai mazikai batiskus impulsus devusi 20. gadsimta
80. gadu nogale k& radodo vertibu parverticdanas laiks latviedu kom-
ponistu daiiradg;

— Karlsona sakralajos skaddarbos mijiedarbojas garigs saturs, sakrals sipets
un filozofisks vestijums;

— 0ajos skaodarbos vgrojama panru sintgze un mobilitate, sakréla rituala
un ceremoniala transformécija laicigaja rituala un arsakréalais garigums;

— Karlsona sakralas mizikas sistematizacija apliecina gan panrisku daudz-
veidibu, gan ari ipadu verbala faktora nozimibu;

— Karlsona sakralas mazikas virsotng — simfonija korim un oriestrim
Adoratio —koncentrctas visas komponista mQzikas teatralitates pazimes:
literara programma, mizikas vizualizacija, perfekti pardoméata mdzikas
dramaturiija un repija, kura iesaistits viss izteiksmes lidzekiu komplekss;

— Lelagrima dell’ anima ir meditativas kontemplacijas zime un meditativas
vizualitates virsotne Karlsona mQzik;

— Mcnessgaismas darzs sakralas tematikas un sakralas sipetikas mobili-
tates un transformacijas piemcrs Karlsona mQzika.

Theatricality of Juris Karlsons’ Sacral Music
Andris Vecumnieks

Summary

The article addresses the sacral music by Juris Karlsons and its diverse
manifestations in genres and styles. The sacral music of Karlsons crowns his
creative oeuvre. The composer works in the creative space of sacral mentality.
A special term ‘an extra-sacral spirituality’ has been suggested — the term
denotes the expression of sacral topics and musical content outside sacral
genre compositions Sunset Glow,symphonic vision for folk singer and sym-
phony orchestra, etc.). The interaction of secular and sacral elements is mean-
while analysed in relation to ritual and ceremonial principles. The sacral
music by Karlsons can be systematized according to the verbal and genre
factors.

The symphony for choir and orchestraAdoratio (2010) represents the
peak of the sacral oeuvre. The uniqueness of this composition manifests
itself in the combination of the sacral ceremonial, philosophical content and
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the symphonic conception. The article takes a closer look at the programmatic

content and the specifics of sacral ritual plot realization. The theatricality of

Karlsons’ sacral music deserves special attention. The mobile realization of

mono-timbre dramaturgy is amongst the aspects of vocal material use, charac-

teristic of Karlsons. The system of symbols (personification of characters)
and instrumentations (individualization of timbre) is the key dramatic aspect
of the thematic theatricality of the sacral ritual plot. Occasionally the trans-
formation of the sacral ritual into the secular one can be observed.

The development of this article has led to several conclusions:

— The sacral music by Karlsons has drawn significant impulses from the
period of the late 1980ies, when the old creative values were re-evaluated
by Latvian composers;

— The interaction of spiritual content, sacral plot and philosophical mes-
sages takes place in the sacral compositions by Karlsons;

— Inthese compositions the synthesis and mobility of genre, the transfor-
mation of sacral ritual and ceremonial into secular ritual, as well as
extra-sacral spirituality can be observed;

— The systematization of Karlsons’ sacral music reveals the diversity of
genres, as well as the special significance of the verbal factor;

— The peak of Karlsons’ sacral music — the symphony for choir and
orchestra Adoratio — perfectly illustrates the theatrical aspects of his
music: the literary program, the visualization of music, the intricate
dramaturgy and the direction of music that involves the whole complex
of the means of musical expression;

— Lelagrimadell’ anima (Tears of the Sou) for mixed choir and piano is
the symbol of meditative contemplation and the peak of meditative
visualization in Karlsons’ oeuvre;

— The Garden of Moonlight (M¢nesgaismas dar2sfor soprano, alto saxo-
phone and organ illustrates the mobility and the transformations of
sacral themes and sacral plotlines in Karlsons’ music.

Key words: Extra-sacral spirituality, spiritual content, sacral storyline
and philosophical message, mobility of monotimbral dramaturgy, trans-
formation of ritual, the ritual and the ceremonial, genre ambiguousness,
synthesis and mobility, theatricality of the sacral oeuvre, dramatic system of
symbols (personification of characters) and instrumentation (timbre indi-
vidualization).
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Sonorika un tas konteksts:
dapi raksturigi skadodarba modeii

Dr. art. Baiba Jaunslaviete

Jazepa Vitola Latvijas Mlzikas akadc¢mija,
Daugavpils Universitate

levads

Senais, Eduarda Hanslika un daudzu citu autoru proponctais uzskats
par mQziku k& pirmam kartdm melodiské skaistuma, t. i., skadaug-
stumu makslu! pcdgja gadsimta laika ir zaudgjis savu kadreizcjo autoritati.
Tavieta par visparatzitu aksiomu kiuvis viedoklis, ka mdzika var b(t viss, kas
skan — visdapadakajas tembru nokrasas, gan ar fiksctu, gan nefiksctu skadaug-
stumu. Bo plada nozimg onorisko mizikas izpratni labi atspoguio Dpona
Keidpa v¢l 1937. gada rakstitie vardi: “Es ticu, ka trokdda loma mazika tur-
pinas pastavct un pieaugs” (Cage 2004: 25-26), tepat arf: “Lai kur mg¢s bdtu,
tas, ko mg¢s dzirdam, ir galvenokart trokdoi. Ja tos ignorgjam, tie mads traucg.
Ja tajos ieklausamies, tad atzistam tos par fascingjodiem” (Cage 20025).

Visnotai likumsakarigi, ka sonorikas pc¢tnieku uzmanibas loka lidz 8im
bijusi galvenokart jaunas kompozicijas tehnikas iekdgja dzive —to apliecina gan
padu komponistu sniegtie 8T fenomena apraksfigan dapadas muzikologu pieda-
vatas tipoloiijas, tostarp Aleksandra Makligina nostadnes (1aéédaei  20053).
Taéu nav vispusigi pctita sonorikas izmantojuma arcja vide, respektivi, tas
attiecibas ar citu, nesonorisku mdzikas materialu, ja tads skaddarba sastopams.

D1 raksta uzmanibas centra bls kompozicijas, kurds sonorika paradas
epizodiski un iesaistas dapada veida mijiedarb¢ ar nesonorisku materialu.

1 Eduards Hansliks jau 1854. gada, diskutgjot ar tiem, kas m(zik& dzird “strauta
ealu, okeéna viidu rckoou, pgrkona déardus vai vgja gaudodanu”, rakstija: “Visas
dadas skaodas itiri trokd0i —t.i., neregulara skaniska pulsacija. Toti reti, un tad
ari tikai izolgta veida, daba sniedz toousar noteiktu un izmg¢ramu skadaugstumu.
Bettooi ir visas mQzikas pamats” (Hanslick 1910: 149-150).

2 Peit izcefama, piemg¢ram, Henrija Kauela veidota klasteru klasifikacija (Cowell
1930), leria Ligeti (1960) rakstitais par tikla tehniku (Ligeti 1960), ari Helmita
Lahenmaoda raksts par jaunas mizikas skaou tipiem (Lachenmann 1970).

3 Atgadinadu, ka Makligina klasifikacijas kodols ir sedu, vida skatljuma, visbiepak
sastopamo sonoriskas faktdras tipu — tris ilgstodo (Iinija, josla, plidums) un tris
islaicigo (punkts, plankums, birums) — nodalijums (aééd&éi  2005: 394).
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badu kompoziciju klasts pasaules mazika ir visai bagétigs, un liela daia no
tam radudas jau laika, pirms sonorikas tehnika ieguva savu nosaukumu —t.
i., pirms 20. gadsimta 50.—60. gadu mijas. Var mingt, piem¢ram, dapadas
klasteru formas Bclas Bartoka vai t. s. “klasteru vira” (Chase 1992: 578)
Henrija Kauela mQzika. Abiem diem komponistiem klasterveida izklasts
parasti ir tikai viens no izteiksmes lidzekiiem, kas skaddarba gaitd mijas ar
melodiski iezimigam tgmam. Zimigi, ka ari Kdidtofs Pendereckis — viens no
pirmajiem radikalakajiem sonorikas parstavjiem 50./60. gadu mija — savas
daiirades vclakaja posma, piemgram, 1966. gada tapudaf@v. Likas pasijj
nereti atsakas no sonorikas ka vienigas kompozicijas tehnikas un izmanto
0o izklasta veidu ka Tpadu izteiksmes lidzekli, kas paradas vienigi noteiktos,
dramatiski sakapinatos sipetiskas attistibas mirkios.

Latviedu mazika, sékot jau ar pirmajiem sonorikas paraugiem 60. gadu
otraja pusg (Pctera Vaska un Paula Dambja skaodarbiem), lidz pat 90. gadu
séakumam sonorika gandriz vienmgr izmantota tikai mijiedarbg ar nesono-
risku, melodisku materialu. lespgjams, tas skaidrojams ar o1 perioda skaou-
maksla domingjodo neoromantisma virziend un tam raksturigo melodijas
kultu. Tikai kopd 90. gadu sdkuma sonorikas tehnika daudzu latviedu kom-
ponistu, ipadi jaunas un vidgjas paaudzes péarstavju, mazika kidst par galveno,
nedaliti valdodo faktlras veidu. Taeu, protams, daja laikposma tapis ari ne
mazums spilgtu skaodarbu, kuros sonorika paradas tikai epizodiski.

Tadcjadi vairakas desmitgadcs izveidojudas sonoriska un nesonoriska
materiala mijiedarbes formas, kuras, lai ari individuélas, tomg¢r vismaz daiciji
iespgjams sistematiz¢t. Raksta mcriis ir iezimgt dapus biepak sastopamos
dadas mijiedarbes modeius. K& piemgri tiks apllkoti skaodarbi gan no pa-
saules, gan latviedou mQzikas klasta.

1. Sonoriskadimaka skadodarba malgjos posmos

D1 modeia raksturiezime ir sonoriska materiala izmantojums skaodarba
malgjos posmos, kur neordinarais tembra vai harmonijas kolorits lidztekus
klusinatai dinamikai akcent¢ mizikas mistisko, parpersonisko &iautni;
turpreti vidgjas faz¢s doming nesonorisks, melodisks un pilnskanigéka izklasta
tverts tematisms. Modeia v¢sturiskas saknes varam atrast jau dapos roman-
tisma stila paraugos. Viens no piemgriem ir krievu komponista Aleksandra
Borodina miniatQra Klosteri no Mazas svitaslaviercm (publiccta 1885). b1
skaodarba pieci posmi izkéartoti koncentriski. Otrais (19.—33., 52.-68.t.) un
ceturtais posms ietver klusinatu melodiju, kas savas attistibas kulminaciju

4 Skat. par to, piemgram: Kudiod 2008; Torgans 2010: 265—-267.
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gUst centralaja, tredaja posma (34.-52. t.). Toties abos malgjos posmos (1.—
18., 69.-86. t.) nav izmantots melodisks materialsp dinamika skan izkliedcti
akordi, un, lai gan tonikas c¢rieipunkts ( cis) norada uz tonalitati, tomgr galve-
nais nav akordu funkcionala piederiba, bet tiedi kolorits — talu baznicas zvanu
atveids. Koloristiku, k& pamatoti atzim¢ muzikologs Aleksandrs Makligins
(laéénaei 2005: 389-391), varam uztvert k& sonorikas priekdteci.

Visparzindma ir franéu impresionistu interese paVarenas kopaskom-
ponistu radodajiem meklgjumiem. Tapcc likumsakarigi, ka tiedi Kloda Debist
un Morisa Ravela mQzik& nereti paradas nule aplikotajai miniatQrai lidzigs
skaodarba modelis: smalki nianscts tuvodanas/attalinddanas procesa atveids
ar tikko uztveramam parejam starp skaou un klusumu. Tas rada priekdstatu,
ka mdzika iznirst no mistiskas tumsas vai ddmaka%un atgriepas taja. Tiedi
tdpcc kompozicijas sdkuma un noslcguma biepi koncentrgjas saskaoas, ko
varam uzskatit par sonorikas priekdvgstnediem, jo to kolorits ir svarigaks
neka harmoniska funkcija. Savukart skaddarba centralaja daia, kur tumsas
vai di0makas tcls ir pilntba atkapies, priekdplana izvirzas jau melodisks tema-
tisms tradicionala izpratng. Viens no pazistamakajiem dada attistibas modeia
piemcriem ir DebisT klavieru prelldija Nogrimusi katedrale (1910) ar zimiga-
jiem kvartu/kvintu intervaliem skaddarba sdkuma, kas izcei noslgpumainas
tales iespaidu (1.-15. t.). Tikai p¢cc tam uz 81 fona pamazam raisas melodija,
kas tomgcr Tsti drodi, pladi un himniski izskan vienigi centrélaja daia (28.—
41.t.), lai pcc tam séktos pakapenisks atceid uz sakotngjo mistikas vidi, un
pilnigu péreju uz to simboliz¢ dziestodie kvartu/kvintu struktlras akordi
noslcguma (pcdgjas 6 taktis). Daicji radniecigu ideju Tstenojis Bcla Bartoks
sava miniatQra Nakts skadasno klaviercikla Briva daba (1926) — deit kolo-
ristiku parstav sekundu saskaodas, kas domin¢ skaddarba sdkuma un beigas,
bet vidusfazgs tikai bripam ieskandinatas melodiskas attistibas fona.

Kéa piemcru, kur lidziga koncepcija risinata laikmetigaja mazika, un jau
ar sti sonoriskiem lidzekiiem, var minct 2006. gada tapudo Crika Edenvalda
kora kompoziciju A Drop in the Ocean. Ta veltita Mates Ter¢zes piemioai.
Nosaukuma izvcli iedvesmojudi vardi, ko vida teikusi par savu mQpa darbu:
“Visa mana dzive, mans darbs ir k& piliens oke&na. Tomgr, ja es to neb(tu
darijusi, okeéns taéu bdtu par vienu pilienu tukdaks®.

5 Par dimaku (miglu) k& impresionistu iemfiiotu mistikas simbolu pladak raksta
a1 stilistisk& virziena pctniece banna Paslere (Pasler 2001: 91).

8 Citgts pgc: btals, EgilsKora “Kamegr...” koncerti 29. un 30. decembri LU Lielaja
aula izpardoti. http://www.kamer.lv/content/view/38/38/lang.LV/ [skatits 2015. gada
19. martd].
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1. piemgrs. Criks EdenvaldsA Drop in the Ocean’

7 Riga: Musica Baltica, 2008.
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Skaodarbs sakas ar sonoriskiem pad¢mieniem kora partija — eukstiem
un skaiu elpodanu yhistle and quasi loud breathing), kas simboliski ataino
nosaukuma pieteiktd bezgaligd okeana dalkas. Tikai p¢c tam uz &i fona
iezimcjas ari melodija.

Pamazam tas loma arvien pieaug, un skaodarba centralaja daia (no
55. t.) jau visas kora partijas ietver ekspresivu melodisko Iiniju savijumu:
sonorikas elementi deit pazdd pilniba. Savukart noslggums veidots ar Eden-
valdam arf tuvu padcmienu: Tss melodiskais motivs tiek ilgstodi ostingti
atkartots, iaujot tam pakapeniski izgaist un saplist ar klusumu. Uz &1 fona
atkal dzirdama skaodarba sdkumam raksturiga kora sonorika — éuksti un
elpodana (histle and breathing) k& okeéna dalku atveids.

Ja atgriepamies pie iepriekdminctas Debisi prelOdijasogrimust ka-
tedrale, var mingt k&Adu zimigu sakritibu ar Edenvalda darbu: koloristiskas
vai sonoriskas saskaoas ievada un noslgguma abas kompozicijas iztclo okeanu
k& mapibas simbolu; tas stav pari visam cilvgciskajam, laicigajam, ko savukart
simboliz¢ skaddarba vidusdaia ietvertais nesonoriskais, melodiskais materials.

D1 pada modeia nedaudz atdiirigu Tstenojumu redzam Santas Ratnigtes
kora kompozicija Chu dal (Silent Water, 2008). Ari daja gadijumé sonorika
doming skadodarba malcjas fazgs. Par pretstatu KiGst formas centrala daia,
kas, lidzigi k& Edenvaldam, apveltita ar subjektivaku, neoromantisku ievirzi.
Badu formas risindjumu rosindjis skaddarba sipetiskais pamats: stasts par
tibetiedu makiem, kuri ik gadu dodas uz salu Namco ezer4, lai tur meditgjot
pavaditu laiku no vienas ziemas lidz ndkamajai. P¢c autores sniegta skaddarba
apraksta, “forma iezZim¢ do sasalumu malgjos posmos un pavasarigo, kiistodo,
saulaino salu viduci™. Sonoriskais materials malcgjos posmos saistits ar padas

8 K& savus garigos radiniekus m(zika Ratniece savulaik nosaukusi Dpaéinto Pelsi
(Giacinto Scels) un Klodu Vivj¢ ( Claude Vivier). Kada intervija vida arf paskaidrojusi,
kas viou saista Delsi darbos: “Man patik vioa attieksme pret skaou ka pret kaut ko
unikalu. Ka skaoda dzivo un kustas. Un katasvarstas un vibrg, un tric—ka
plazma[izc¢glums mans —B. J]. Un t& ir piepildita ar dzilumu, vienlaikus — ar vieg-
lumu” (Ratniece 2007: 20).

Ari padas Ratnieces m{zika viens no galvenajiem izteiksmes lidzekiiem ir vibrgjodu
[iniju sonorika, turklat ta paradas ioti daudzveidigi un smalki nianscti: sastopami
glisando, trilleri, tremolo un, k& atzim¢ Ratnieces daiirades p¢tniece Gundega Bmite,
ioti dapédi vibrato veidi — “ar Ignu vibraciju, ar Ignu vibraciju ¥4 tooa apjoma, ka ari
ar spgeigu vibraciju” (Bmite 2013: 153). Tomgr lielakoties vidas darbos dada vibrgjodo
[iniju sonorika un no tas izrietoda trisuiojodu gaisme¢nu spgle neaptver glupi visu
mdzikas materidlu un mijiedarbojas ar melodisku tematismu.

9 Ratniece, Santa Choir music. http://santaratniece.blogspot.com/p/blog-page
19.html [accessed Januar 25, 2015].
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komponistes asociativo dzeju tibetiedu valoda. Atdiiriba no vidusdaids, te
doming dapéadi nebalsigas skaoas efekti, kas izmantoti v¢l papildus dzejas
tekstam un akcent¢ mizik& mistikas niansi.

Aplikotie Edenvalda un Ratnieces skaodarbi ir tikai dapi no piemgriem,
kas Tauj secinat: no impresionisma mantotais mdzikas dramaturiijas modelis
21. gadsimté turpina attistities, gistot visnotai dapadus, savam pirmvariantam
vairs tikai attali lidzigus risindjumus.

2. Sonoriska kulminécija k& dramatiskas attistibas virsotne

Sonorikas izmantojums var iezimgt pcctecibu ne vien impresionisma,
bet ari (pladd nozimc¢) ekspresionisma tradicijai. Paja gadijuma tas izpaupas
ka tiece ne vairs uz ireéli mistiska, bet uz galgji dramatiska efekta radidanu.
Galvenie izteiksmes lidzekii ir bagatigs klasteru izmantojums augsta dina-
mikas gradacija un instrumentu tembru pérveids, tiem spcl¢jot neierasta
tesitdra, tadcjadi rosinot ekstremalas spriedzes eskalaciju. Tiedi dada rakursa
sonorikas iespgjas atklatas skaddarba, ko piedemts uzskatit par dis tehnikas
manifestu — Kdidtofa Pendereck®audas Hirosimas upuru piemioai(1960)
ar ta divpadsmitskaou klasteriem un visaugstakajam iespgjamajam skadam
stigu instrumentu partijas.

Latviedu mlzika tieci uz dramatisku sonorikas traktcjumu neparprotami
redzam vairakos Pc¢tera Vaska 70./80. gadu skaodarbos. Tiesa, atdiiriba no
tikko pieminctajam Raudam[..], sonorika tajos izmantota vien epizodiski
un tiedi dramatiskakajos bripo&t, k& caurvijattistibas procesa kulminacija
Tsi pirms skaodarba beigu fazes

Piemcru vidQ ir Drdma no Cikla klaviergcm (1976). Nesonoriska mate-
ridla izklasta te iezimcjas divas intonativas sfcras. Pirma veidojas k& nervozi
aprautu, trauksmainu motivu virkne; to var atpazit pcc asam sinkopc¢m,
kapjodam hromatisku mazu sekundu intonacijam un harmonijas, kura doming
asi disonantas lielo septimu un mazo nonu saskaoas. T¢laini do sfcru iespgjams
uztvert k& protestu, izmisigu svaididanos. Savukart otru sfcru, kas balstas
tritonu monoritmiska izklasta un Ignaka pulséacija, varctu nosacit apzimgt
ka fatélo; zZimigi, ka ta Cikla gaita paradas ikreiz arvien biezéka faktra, ka

10 Tas tekstualais pamats ir anonima tibetiedu autora dzejolis par pavasari.

11 lespgjama zinama analoiija ar citu Penderecka skaddarbu Sv. Likas pasiju
(1966), jo ari taja sonorika paradéas dramatiski spriegakajos momentos. Muzikologs
Aleksandrs Ivadkins, raksturojot 8o kompoziciju, norada: “Noteikta intonativa sf¢ra
saglabajas oriestra balsis (koris ir interpretcts tiri sonoriski — ka pdia kliedzieni)”
(Eaageei 1983: 73).
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arvien vairak sabiezc¢jodi draudi. Sava zioa ta simboliz¢ Vaska pada retoriski
uzdoto jautajumu, kas atspoguio vienu no vida mdzikas pamatidejam: “Vai
cilvgks, vai cilvgee spgs tikt pari iznicinddanas kérei, kas — nezinu pat, ka lai
to nosauc, — kas cilvgka scp iekdd, laiku pa laikam uzliesmodama melnam
liesmam?” (Jakubone 1990: 157).

2. piemgrs. Pcteris Vasks.Drama no Cikla 2

12 Mainz: Schott Music, 2013.
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Sonorikas pirma izpausme ir klastersfff dinamika jau daias sdkuma;
Dramas gaita tas atkartojas divreiz (pcc 8. partitGrnumura) un uztverams
k& lakoniska, strupa atbilde protestatgmai. Tomgr visizvgrstaka sonorikas
izpausme ir tiediDramas nosl¢cgums: kad attistiba ir sasniegusi spriedzes
apogeju, seko pareja uz klasterveida saskaddm (kulmingjoda no tam skan
ffff dinamika), kas rada asociativu saikni ar sabrukumu, visu iepriekd¢jo
ciou un protestu veltigumu.

Pats Vasks atzist, ka vida skaodarbos nereti paradas sl¢pta programma,
ko iespaidojis Olivic Mesiana Kvartets laika galamun taja vgrojama izpratne
par laikmeta dramatismu: “[..] situacija, kad cilvgce ir nonékusi lidz krizei,
lidz katastrofai” (Jakubone 1990: 157). BT modeia raksturigumu komponista
daiiradei apliecina arf vida klavieru trio Episodi e canto perpetuo(1985) —
veltljlums Mesianam. Skaddarba sestaja daiBurlesca Il redzam lidzigas
attiecibas starp lielakoties nesonorisku izklastu ceia uz kulminéciju un sono-
risku, traiiskam sabrukumam Iidzigu kulminaciju, kas izcelta ar klasteri.

Ataiirigs of pada modeia piemgrs ir Alfrgda Pnitkes Klavieru kvintetdn
memoriam (1972-1976, veltits mates piemidai) otra daia. Sonoriskais efekts,
ar ko izcelta kulminécija, doreiz nav klasters, bet mikrohromatisks trilleris.
Starp cikla piecam, lielakoties Icnam un klusi meditativam daiam tiedi otra
iezim¢ krasaku kontrastu. Ta veidota ka valsis — taéu, k& pamatoti atzimg
Pnitkes daiirades pc¢tniece, muzikoloie Valentina Holopova, nevis k& gaida
deja, bet drimi fantastisksvalse macabrgOiéfitaa  1990: 117). Izmantota
valsim tipiska trijdaiu forma, un lielékoties taja domin¢ melodisks tema-
tisms — smeldzigi dejiska pamattgcma ir sakootBBACH intonacijas. Kritodas
mazas sekundas ir bltisks izteiksmes elements, taéu jau viena no vidusdaias
fragmentiem (no 90. t.) tAs nomaina mikrohromatiska (ceturtdaitoou) tril-
lerveida linija. V¢lak ais trilleris atgriepas kada no reprizes posmiem (no
197. t.), tagad jau ne vairs k& linija, bet k& josla — triju trillerveida Iiniju
savijums abu vijoiu un alta partijas. Mikrohromatiskais rakstibas veids doreiz
izmantots nevis, lai akcentgtu skadaugstumu maksimalu precizitati, bet glupi
pretcja nollk& — radot vaidu, haosa iespaidu, ko atspoguio atkape no iepriek-
dcjam, klasiskas mazikas parzinatajiem labi pazistamajarBACH intona-
cijam. Tadcjadi sonoriskais efekts glst lidzigu satura funkciju k& klasters
iepriekd aplikoto Vaska darbu kulminacijas. Reiz¢ dis posms iezimigs ar
sonorisk& un nesonorisk& mizikas materiala mijiedarbi vertikalg, jo klavieru
partija, kreisas rokas basa linija, parddadies irae sakummotivs, kasvalse
macabrepulsacija ienes v¢l jaunu dimensiju.
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3. Sonorisks izklasts ka parodijas lidzeklis

Dis modelis liecina ne vien par dapadu izklasta tipu, bet ari dapadu stilu
mijiedarbi — batisku 20./21. gadsimta kultGras tendenci. Nesonoriskais
materials ta ietvaros neparprotami uztverams ka pagatnes zime; savukart
pretstatitais sonoriskais materials akcent¢ pagéatnes kultlras transforméaciju
laikmetigaja vidg un biepi ietver parodijas efektu. Sava zioa te izpaupas attala
radnieciba Oskara Vailda romanaDoriana Greja iimetne koncepcijai: viena
un ta pati seja dapados laika periodos ieglst parsteidzodi atdiirigus vaibstus.
Viens no dada attistibas modeia piemc¢riem ir Sarabanda no Arvo Perta
Kolapas par BACH stigam, obojai, klavesinam un klaviercm (1964). b1 skao-
darba pamaté ir Johana Sebastidna Baha Sarabanda no Sestas angiu svitas.
Katram no trim Baha Sarabandas pamatposmiem pada Perta oriestracija
seko spccigi transformcts (parodcts) ta atveids it k&reizaja spoguli,proti,
klasterveida izklasta. Abu veidu materiali mijas atbilstodi divkardas trijdaiu
formas sh¢mai a-b-g-b,-a,. Tomer komponista vestijuma izpratnei zimigi,
ka pcdcjo vardu Perts atstajis Baham.

Helm{ta Lahenmaoa skaodarb&Accanto klarnetei, oriestrim un magne-
tofona lentei (1976) veidojas paradoksals pretstatijums starp pada Lahenmaoda
sonorisko mizikas materialu (klarnetes partija doming elpas efekti, perkusivi
paocmieni u. tml.) un Volfganga Amadeja Mocarta Klarnetes koncertu.

Latviedu mazika viens no skadrapiem, kas vissmalkak izkopudi dapadas
stilu mijiedarbes formas — no humoristiska lldzasnostatijuma lidz pat konfron-
tacijai —, ir Pcteris Plakidis. Starp pad¢gmieniem, ko vidod daja konteksta izmanto,
reiz¢m ir ari sonorikas elementi; tie paradas, piemg¢ram, klavieru tridRoman-
tiska mizika (1980) sdkumposma Peit Plakidis pagatnes stila transforméacija
izmanto pieeju, kas atdiiras no Perta Sarabandéa v¢rojamaskomantiskas
mizikas sonoriskais (laikmetigais) un nesonoriskais (pagatnes stilistika
sakootais) materials izklastits nevis seciba, bet vienlaikuRespektivi, izteikti
neoromantiska, tonali skaidra (Sol mapors) un klasiski noapaiota stigu instru-
mentu dziedajuma fona k& neuzkritods komentéars paradas ar to harmoniski
pilnigi nesaderigi isi motivi vai ari sonoriplankumi — sekundu saskaoas. Tie
izklastiti briva attistiba, bez jebkadas formas pabeigtibas — parsvara augsta
reiistré un klusinata dinamika.

No vienas puses, dada divu elementu kontrapunkta var saklausit humoru,
parodiju par pagéatnes stilu, no otras — ari kadu filozofisku dimensiju, kas
akcentc romantisko ideju atsvedinatibu no misdienu laikmeta, seno vgrtibu
irealitati tagadnes apstakios. Komponista idejas interpretéacija, tapat k& Perta
Kolapa par BACH, var bt daudznozimiga un raisit dapadas asociacijas.
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3. piemcrs. Pcteris Plakidis.Romantiska mQzika®®

13 Riga: Musica Baltica, 2002.
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Secindjumi

— Sonorikas izmantojuma konteksts no miizikas dramaturiijas viedokia
var b(t visai daudzveidigs. Tomcr ipada prioritate ir divam tclu sferam:
mistiski iredlam un dramatiski sakaitctam noskaoam.

— Abas 0is sfcras iezimg pectecibu iepriekdcjo laikmetu mizikas tradicijam
no vienas puses, impresionismam ar ta krdsainibas meklgjumiem, no
otras — ekspresionismam ar neatrisinatu disonandu (un talaka perspektiva
klasteru) sablivgjumu.

— Sonoriska/nesonoriska mizikas materiala dialogs vai konfrontacija biepi
atspoguio k&du programmatisku ideju vai sl¢ptas programmas izpausmk
to redzam praktiski visos analiz¢tajos skaddarbos. Tas savukart aplie-
cina, ka daja joma batiska ir art dapadu arpusmuzikalu ideju ietekme.
bis nelielais pctijums nepiedava tcmas visaptverodu atklasmi. Tomgr

gribctos cerct, ka tas sniegs metodoloiisku ierosmi dziiakai un vispusigakai
sonorisk&/nesonoriska materiala mijiedarbes formu analizei. Tgcmas turpmaka
izpcte varctu bagatinat priekdstatus par sonorikas estctisko pamatu, kas atspo-
guio ne vien mazikas specifiku, bet ari laikmetigds mékslas attistibas ten-
dences kopuma.

Sonorism and Its Context: Some Characteristic Models
of a Musical Composition

Baiba Jaunslaviete

Summary

In 1854, Eduard Hanslick challenged the views of the authors who
claimed hearing music in “the murmuring brook, the roar of the ocean waves,
the thundering avalanche, and the howling of the wind” (Hanslick 1910:
149). He notes: “All such sounds aremere noice -.e., an irregular succession
of sonorous pulses. Very seldom, and even then only in an isolated manner,
does nature bring forth amusical noteof definite and measurable pitch. But
a musical note is the foundation of all music” (Hanslick 1910: 149-150)

Sonorism is one of the compositional techniques that, in its most radical
form, reflects a new attitude towards the essence of music: the priority of
fixed pitches and melodic beauty that was supported in works by Hanslick
has lost its former authority; in its place we have accepted the view that all
soundings, with fixed and unfixed pitches, and in different timbral colours,
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can create music. John Cage expressed this ‘sonoristighderstanding of
music already in 1937 “| believe that the use of noise to make music will
continue and increase” (Cage 2004: 25-26), and also: “Wherever we are,
what we hear is mostly noise. When we ignore it, it disturbs us. When we
listen to it, we find it fascinating” (Cage 2004: 25).

The article deals with some characteristic models of the use of sonoristics
and its interaction with non-sonoristic musical material. According to the
first model, sonoristics dominate the marginal phases of musical composition
where it could be perceived as a symbol of the mystical sphere, the eternity.
The roots of this model can be observed in the romantic music, for example,
in the works by Russian composers from the groug-ive. The article discusses
the pieceln a Monastery from the Little Suite by Alexander Borodin with
coloristic chords in the beginning and the ending, as well as similar concepts
in the music of impressionists The Sunken Cathedralby Claude Debussy).
However, the main focus is on the choral works by the contemporary Latvian
composers Criks Edenvalds{Drop in the Ocean) and Santa RatnieceChu
dal).

In the second model, sonaristic is used in extremely dramatical context
that can be clearly seen in some works by Krzysztof Penderecki and by the
Latvian composer Pcteris Vasks. In separate works by Vasks (Drama from
the Cycle for piano, et al.) the most important manifestation of sonorism is
the tragic culmination at the end of the piece. It could be expressed with a
cluster, perceived as a tragic collapse. Another type of such a culmination
can be found in the beginning of the recapitulation of the second movement
from the Piano Quintet by Alfred Schnittke where sonorism appears as a
microtonal musical material instead of melodics and is perceived as a symbol
of groans, chaos.

The third model projects a stylistic transformation (sometimes a parody)
of non-sonoristic (neo-classical, neo-romantic) thematism — the general
aesthetic idea is a contemporary modification of the classic values of the
past (with examples from music by Arvo Part, Helmut Lachenmann and
Pcteris Plakidis).

The article does not intend to explore different kinds of sonoristic models
in depth, but rather to encourage an evaluation of the forms of dialogue
between sonoristic and non-sonoristic material and the aesthetics they
represent.
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Sonoristic Effects Performed on Woodwind
Instruments in the Music of the 20" and 215t Century

Dr. hab. art. Ryszard Youaedziewski
Professor of the Karol Lipifiski Academy of Music in Wroclaw

Introduction

Art, as all other areas of life, undergoes a continuous process of evolution.
The contemporary listener is more and more pretentious and often sets a
high standard for the performer, expecting new sensations and aesthetic
experience. That is why today’s instrumentalists, including woodwind players,
are ‘forced’ to search for evolving methods of sound production on their
instruments. For this reason, among others, in the instrumental music of the
20™ century, the music performed on woodwind instruments, in which various
sonoristic effects atypical of standard performances played a vital role. Due
to the comprehensiveness of the subject at hand, | present only twelve basic
and non-standard woodwind instruments performance techniques applied
in the 20" century music, with the main focus on the saxophone as the
instrument of great potential in performance of all kinds of sonoristic effects.

Microtones

A quarter tone is the exact distance between two pitches equalling a
tempered semitone, i.e. 1/2# of an octave. Quarter tones were already known
in the music of Ancient Greece, where they were included in the enharmonic
system of pitches. Nowadays, quarter tones and micro-intervals are typical
of Oriental music, and are rarely applied in European music. The precursor
and outstanding propagator of quarter tone music was the Czech composer
Alois H &ba. In 1968, he composed thePartita for alto saxophone solo, Op. 99
for Sigurd Rascher, in which he successfully applied the quarter tone scale.
Quarter tone music and micro-intervals were reinstated for good in contem-
porary music by avant-garde composers and served as embellishments to
the melodic line of a composition. To accurately produce microtones using
the fingerings presented here, a good sense of hearing is absolutely necessary.
There are no ready-made fingerings that exist as such. Rather, each tone
requires its own particular intonation. This also applies, of course, to the
standard, chromatic scale.
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Example 1. Ryszard YousedziewskSea Depths p. 15

Timbral fingerings

This is a special performance technique with which the musician pro-
duces a subtle change in sound quality with the use of an alternate fingering.
Most of the sounds reached with alternate fingerings are based on the
harmonic series, i.e. on the harmonics beginning with the fundamental. With
adequate use of a flexible oral cavity, it is possible to play aliquots, simulta-
neously applying the basic fingering. For each tone, in addition to the standard
fingering, there exists also an alternate fingering.

Example 2. Ryszard YouesedziewskSea Depths p. 13

Slap-tonguing

The term ‘slap-tonguing’ defines a specific sonoristic-percussive effect,
resembling the sound of popping or clicking with one’s tongue. Linguistically,
the slap corresponds to the explosive consonant ‘t’. Slap is a strongarcato
accent and can be performed as a type of staccato but can also be played as
an initial attack on a longer note. Slap-tonguing is a technique successfully
applied on single-reed instruments, i.e. clarinets and saxophones. Since this
effect is easier to produce on saxophone and bass clarinet, it is most often
written for these instruments. A prototype for slap-tonguing could have been
the pizzicato performed on bowed string instruments, as well as plucked
string instruments, and in the 20"-215 century also on the piano (by plucking
the strings). In the case of string instruments, the technique of this peculiar
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sounding pizzicato which corresponds to slap-tonguingis performed by

pulling the string to the outside and releasing it suddenly. The string, returning
to the neck of the instrument, hits it noisily, thus creating a characteristic
acoustic effect, in a way comparable to slap-tonguing on clarinet or saxo-
phone. On these instruments, the effect is widely applied in contemporary,
jazz and illustrative music.

Generally, two techniques of slap-tonguing are distinguished:

— ‘expiratory’ slap-tonguing by producing ‘embouchure pressure’ in the
oral cavity;

— ‘inspiratory’ slap-tonguing by producing ‘embouchure hypotension’ in
the oral cavity.

These techniques of slap-tonguing are fundamentally different in the
type of pressure produced in the oral cavity, and particularly in the relation
between the musician’s tongue and the reed. In the first case, the widest pos-
sible surface of the tongue adheres closely to the reed and tightly closes the
air inlet of the mouthpiece. The increased air pressure in the oral cavity and
a sudden release of the tongue, such as when articulating the syllable ‘tuh’,
cause the tongue to ‘unglue’ from the reed by pulling the reed with it from
the edge of the mouthpiece. Because of the elasticity of the reed fibres, the
reed returns to the mouthpiece hitting its edge with a bang, thus producing
a characteristic dry knocking sound, associated with a percussive stroke.

A short stream of accumulated air passing through the mouthpiece causes
a short vibration of the reed, which, in its turn, generates a short sound with
a narrow band of overtones. Depending on the amount of pressure generated
and the strength with which the musician releases the tongue from the reed,
slap-tongues produced have a definite pitch or are just dry percussive effects.

The second technique of slap-tonguing is based on the generation of
hypotension in the oral cavity, as in the case of clapping or clicking with
one’s tongue. In this scenario, the air is sucked through the mouthpiece and
because the oral cavity is flexible — the hypotension is created. The tongue
adheres closely to the reed and then pulls it along when released, and the
slap-tongue is produced, as in the previous case. Both slap-tonguing techniques
require long-term practicing from the musician and depend largely on indi-
vidual predispositions, such as the structure and the agility of speech organs,
the particular shape of the oral cavity, pharynx and trachea, and individual
embouchure properties.

Because of the resonating areas in the oral cavity, the mouthpiece and
the body of the instrument, this effect is multiplied and resembles a rattle.
When this technique is mastered, the acoustic effect produced is comparable
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to a loud percussive stroke. One needs to remember that by slap-tonguing
we can obtain a sound of a definite pitch or a solely percussive effect. The
first occurrence of the slap-tonguing technique in saxophone music dates
back to 1934 and was used inConcertino da cameraby Jacques lbert.

Example 3. Ryszard YouesedziewskSea Depths p. 17

Flutter-tonguing (Flatterzunge)

Flutter-tonguing is a musical effect similar to tremolo which is success-
fully applied by clarinet, flute and saxophone players. It is produced by
fluttering the tongue, as in pronouncing the ‘trrr’ sound. Two methods to
produce this effect are possible:

— flutter-tonguing with the front of the tongue;
— flutter-tonguing with the back of the tongue.

The first type of flutter-tonguing is generated with a permanent, conti-
nual articulation of the ‘r’ syllable while simultaneously playing the instru-
ment. The front part of the tongue vibrates (flutters), interrupting the air
column, and generates a characteristic sonoristic effect. The second method
of flutter-tonguing — with the back of the tongue — resembles the flutter with
the front of the tongue, with the only difference in the fluttering part (which
in this case is the palatine uvula), as in the pronunciation of ‘r' in French. In
other words — this is a pharyngeal method of sound articulation. The back
of the tongue is slightly raised towards the soft palate, and the uvula, by
vibrating, interrupts the air column — this is how we achieve a tremolo-like
effect. The best sounding flutter-tonguing effects are produced between the
mp and f’ dynamics. Generally, flutter-tonguing can be applied on any dyna-
mic level within the standard range of an instrument.

Air sound / Aeolian tone

The air sound performance technique applied on woodwind instruments
is based on blowing into the instrument with a very relaxed embouchure. In
such a case, air passing through the instrument does not produce sound, but
generates only a hum. These humming sounds are of indefinite pitch and are
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possible to perform in subtle and, at the best, lower instrument registers. This
effect, when performed, adds a particular sonoristic quality to the musical
work.

Example 4. Ryszard YouzedziewskBea Depths p. 10

Subtone

A subtone is a subdued sound produced on the instrument, resembling
a sound generated with the use of a mute. Subtones can be produced only in
lower registers of clarinet or saxophone. The subtone technique is the opposite
of altissimo and is based on eliminating or limiting to the greatest possible
extent the harmonics above the fundamental frequency, i.e. the overtones in
a harmonic series. There are two methods of subtone production:

— by relaxing the embouchure,
— by muting the reed with the tongue.

The embouchure relaxing technique, as can be inferred from its name,
is based on the relaxation of speech organs’ muscles, mainly the orbicularis
oris muscle, and a slight withdrawal of the mouthpiece from the mouth (so
that the reed is supported only by the lower lip, i.e. the lower lip at the
moment does not shield the mandibular central incisors). Maxillary teeth
can, but do not have to, minimally rest on the upper surface of the mouthpiece,
and the mouthpiece itself is held only between the lips —in the way a cigar is
held while smoking. The area of the lower lip that touches the reed is in this
case significantly bigger than during standard instrument playing. Because
of that, the lower lip partially mutes the vibration of the reed, thus eliminating
or limiting to a significant extent the harmonics above the fundamental
frequency. The second method of performing subtones is based on muting
the reed with the tongue. In this technique it is the tongue that mutes the
vibration of the reed — an action which in the first case was performed by
the lower lip. Using this technique, the musician maintains continuous contact
of the tongue with the reed in such a way that the vibration of the reed is not
completely, but only partially limited. That is how the harmonics above the
fundamental frequency are largely eliminated. In this subtone producing
technique, the mouthpiece is held in the same way as during standard instru-
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ment playing; only the tongue is in a different position. In both scenarios the
vibration of the reed is muffled, and thus the upper overtones of the harmonic
series are ‘cut’ — this means the sound is subdued, hollow and takes a charac-
teristic, sonoristic form called a ‘subtone’. Whilst sounds with a full, natural
harmonic series are clear, subtones, with a small number of harmonics, are
devoid of natural aural parameters. The dominating sound as received by
the listener is the fundamental frequency. It should be noted that the tone
quality in both cases of overtone muting is the same or very similar.

Glissandi

Glissando (a word derived from French, literally means ‘gliding’) indi-
cates a glide from one pitch to another, performed as fluently as possible. It
is produced by playing intermediate sounds between the starting and the
target pitch.

It can be either ascending or descending. On woodwind instruments,
glissando can be produced in various ways, e.g. with the instrument keys,
embouchure (because of the flexible oral cavity), or with the use of instrument
keys and a simultaneous embouchure change. Glissandi can be performed
on awoodwind instrument in various ways. Depending on the musical con-
text, glissandi can also be mixed and combined with flutter-tonguing, double
tonguing or with voice.

Example 5. Ryszard YousedziewskSea Depths p. 15
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Multiphonics
Fingering-based multiphonics

These multiphonics are usually performed with the use of specific (non-
standard) fingerings, in connection, in most cases, with an adequately modi-
fied embouchure. This technique enables the performer to generate between
two- to four-toned multiphonics. Using different techniques, a skilled musician
can produce an even more complex chord. The generation of a certain group
of multiphonics — fingering-based — is not a difficult task for performers and
their formation is a natural process, which is why they most often appear in
contemporary sheet music. Their universality is also related to their property:
a selective and stable sound. Moreover, the relation of multiphonics with
neighbouring notes, irrespective of the articulation type, is usually ‘friendly’.
The harmony created with the use of multiphonics is generated with the use
of an adequately elaborate fingering; a fingering which almost forces the
activation of overtones (tones in a harmonic series), thus evoking a natural
resistance resulting from complicated acoustic principles. The process of
generating overtones in this case is more ‘favourable’ than in other instances
of playing harmonics above the fundamental frequency.

Vocal-instrumental multiphonics

These multiphonics are created while playing the instrument and simul-
taneous singing (humming) the pitches or the tonal melody intended for the
voice. It is possible to sing, within the respective individual vocal range,
while simultaneously playing a woodwind instrument. The movement of
the voice is independent of the woodwind instrument, so that within a limited
framework, a kind of two-part ‘counterpoint’ is possible. Parallel singing
and playing of two separate melodic lines —which are consciously shaped by
the instrumentalist — is successfully applied in the case of wind instruments.
Analysing the harmony created on wind instruments from a historical point
of view, it should be clearly noted that vocal-instrumental multiphonics were
successfully used by the composers as early as in the'.8entury, among
others by Carl Maria von Weber. In this case we are referring to the multi-
phonics produced as the result of natural chords generated with the use of
the human voice. This type of performing was mostly applied by the French
horn players who produced two, three or even four tones simultaneously.
The technique of performing multiphonics comes down to simultaneous
playing and singing. An adequately skilled instrumentalist, activating the
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vocal chords during playing (by singing or humming definite pitches), can
produce a multiphonic sound with the use of acoustic properties by the
appropriate isolation of neighbouring pitches (tones) of a harmonics series —
the so-called overtones. This technique has been known for a long time;
however, it has rarely been used. An example of the application of multi-
phonics in French horn literature is the cadenza from the final movement of
Concertino for Horn and Orchestra, Op. 45 by Carl Maria von Weber, a
work composed in 1806.

Example 6. Ryszard YouzsedziewskSea Depths p. 10

Key clicks (Key percussion)

Key click sounds (key percussion) can be reinforced and used as percus-
sive accents. The production of these sounds on instruments such as flute or
saxophone is performed by closing individual keys without blowing into the
instrument. Key clatter, additionally reinforced by the resonance of the instru-
ment, generates a sonoristic effect similar to percussive sounds, but of conside-
rably limited dynamics. It is easier and much more effective to produce this
effect on instruments with larger bores. It should be stressed that only certain
sounds produced this way are of a definite pitch. This percussive effect is
possible to generate only in the dynamics betweepp and mf and is usually
used in low and middle registers of the instrument.
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Example 7. Ryszard YouaedziewskBea Depths p. 11

Circular breathing

Circular breathing is a technique that enables inhaling while simulta-
neously playing the wind instrument, without interrupting the performance.
This is an old technique used by the primitive tribes, and also frequently
applied in folk music worldwide. Until now it has been preserved in Australia,
where the Aborigines use it performing on traditional aerophones. This
technique has been somewhat forgotten in the European culture and only in
the 1920’s was circular breathing rediscovered. It is applied in cases when
taking a breath is necessary but breaking the continuous musical phrase is
undesirable. The technique lets an instrumentalist take a necessary breath
without interrupting the sound and to continue the phrase, which would not
be possible with the normal air limit. One has to remember that irrespective
of the amount of emphasis we place on the embouchure or the technique,
sound will not emerge without air. The breathing process and its management
is the most important matter in playing the woodwind instrument, and it
affects all other aspects of the performance. Circular breathing requires a
change in the usual breathing pattern; that is why it has to be learned. The
usual breath can be divided as follows: around 60% of one breathing cycle
goes to aspiration, around 20% — to expiration and around 20% — to resting.
While playing the instrument using circular breathing, the musician is required
to radically invert this natural process. Air aspiration should be as quick as
possible, the expiration retained for the longest time possible and the last
part of the cycle may not even exist. In the usual breathing pattern, air is
released in the beginning with great force, and a sudden drop in the expiration
intensity follows. While playing a woodwind instrument, the air has to be
exhaled with an unchanged intensity throughout. The factual constancy of
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the breath depends on the phrase length, dynamics, playing register, articu-
lation and many other factors. Circular breathing technique is, in fact, easy,
however, the problem is in convincing the mind that it is actually possible to
blow out while breathing in simultaneously.

To apply this technique, one must inflate their cheeks, close the pharyn-
geal outlet by clenching the tongue with the soft palate and the posterior
wall of the pharyngeal cavity, continue playing using the air accumulated in
the oral cavity, and simultaneously take a quick breath into the lungs through
the nose — it should take a fraction of second only because the air accumulated
in the mouth may not hold the sound for longer than 1-2 seconds. In the
moment of supplementing air in the lungs, one does not play with the support
of the diaphragm, but by using the pressure created from releasing the air
accumulated in the oral cavity. Once the air is inhaled through the nose, one
needs to return to diaphragmatic breathing. When this technique is mastered,
the air column collapse is almost inaudible in performance of easy musical
phrases or longlegato sounds. However, it is almost impossible not to inter-
rupt the sound when breathing while performing difficult musical phrases.
Mastering the circular breathing technique is a very important element for a
contemporary wind instrument player — because of this technique the artist
is able to present a musical phrase in the same way as in case of musicians
not limited by breath capacity. One other important aspect should also be
noted: while performing using circular breathing, the inspiration is much
shallower than in the case of the usual breathing in and one needs to inhale
air more often.

Vibrato

The term ‘vibrato’ was borrowed from Italian and denotes a pulsation
of sound — a periodic, most often regular, deviation from the sounding pitch
(sometimes also sound loudness), generated by an instrumentalist or a singer.
Vibrato, as performed on woodwind instruments, is an indispensable element
of sound formation because of its expressive value, similarly as in the perfor-
mance of string instruments or solo singing. Itis difficult to imagine a profes-
sional instrumentalist who would not apply vibrato.

In principle, one can distinguish three basic vibrato techniques on wood-
wind instruments: pharyngeal vibrato, diaphragmatic vibrato, and labio-
mandibular vibrato.

Pharyngeal vibratois produced by the movement of the muscles located
between the tongue and the larynx. The tongue vibrates, in fact, with its
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back part, i.e. from the base to the vocal chords, with the simultaneous
tension and relaxation of lip corners, as in inaudible articulation of the vowel
‘ah’ or ‘uh’.

Diaphragmatic vibrato, as indicated by its name, is produced by pulsa-
tory changes in the force of air pushed into the instrument with the use of
permanent tension and relaxation of the diaphragm and the abdominal press,
as in the articulation of the ‘ha — ha’ syllable. The pulsation causes the change
in the sound intensity and loudness, however, without changing its pitch.
This type of vibrato is universally applied by flute and bassoon players, and
singers (more seldom by clarinet players).

Labio-mandibular vibrato , universally applied by saxophonists, is pro-
duced with a swaying movement of the mandible and lower lip, while relaxing
pressure on the reed, and returning to the initial position, as in inaudible
articulation of ‘ua—ua—ua’ or ‘wah —wah —wah’ syllables. These movements
cause a light and regular pulsation of the sound, with a slight pitch change.
Itis extremely important that the first movement (sound swaying) gravitates
downwardly, and then returns to the initial pitch, with a possibility of excee-
ding slightly the preset threshold. When playing the saxophone, only this
technique guarantees a fine, fluent vibrato similar to the vibrato used on
string instruments. Moreover, by lowering the mandible (decreasing the
pressure of the lip to the reed) one relaxes the embouchure, which contributes
to an easiness of sound formation.

The most popular among saxophonists, labio-mandibular vibrato is
supported in a complementary way with the use of the flexibility of the oral
cavity, pharynx and facial muscles. The beginning of vibrato in saxophone
classical music dates back to the 1920’s, when the German composer Sigfrid
Karg-Elert published in 1929 the Atonal Sonata, Op. 153b and 25 Caprices
Op. 153ain which, as one of the first composers, he marked several instances
of vibrato to be performed.

In contemporary music we further distinguish two vibrato types:

— narrow vibrato ( narrow vib);
— wide vibrato (wide vib);
— irregular vibrato (marked with a graphic sign).

Narrow vibrato is delicate, subtle, and not imposing, and forms an
internal and indispensable part of the sound; it is quite shallow, hardly audible
to the listener and used only as an expressive factor, emphasizing intimacy
and romantic air of the musical narrative.

Wide vibrato is a type of lyrical, deep vibrato, of great amplitude and
simultaneously reduced frequency. In this type of vibrato a musician con-
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sciously achieves extreme sound modulations, reaching at times even quarter
tones.

Irregular vibrato applied to individual pitches is used especially in con-
temporary music and is marked by the composer with a specific graphic sign
indicating its performance. At present, the way of performing irregular vibrato
is subject to the musical liking of the artists. Most often the vibrato applied
depends on the narrative context, register, dynamics, mood of the compo-
sition, etc., as well as on the artistic personality, esthetic preferences, disposi-
tion, and the anatomical, neurological and physiological conditions specifying
the embouchure of the musician. In order to achieve a high quality of the
vibrato, a wind instrument player, while applying vibrato to the sounds pro-
duced, should imagine that the vibrato lies within the sound generated. The
frequency of vibrato is defined by the number of periodic changes of one of
the sound characteristics (frequency or loudness), succeeding within a speci-
fied period of time. And the vibrato amplitude specifies the range of one of
the sound characteristic features. The range of sound frequency changes is
measured in cents (50 cents equals a quarter tone), and the intensity — in
decibels.

The value of vibrato intensity (of a diaphragmatic sound) ranges between
3 and 10 decibels, which in comparison with the average sound volume
(80-110) is an insignificant amount. In the case of vibrato, sound frequency
oscillations are perceived as an average pitch. A very important factor in
vibrato is for the amplitude and the frequency to be constant in time. The
basic principle of using vibrato with different parameters is to apply it in an
appropriate moment, within the stylistic framework of the composition.

Example 8. Ryszard YouesedziewskSea Depths p. 17
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‘Growling’ (‘growl’)

‘Growling’ is performed by simultaneous playing and singing or
humming sounds of any pitch and intonation. It is a particular performance
technique which enables a musician to obtain a distinctive in its quality,
harsh sound by simultaneous playing a note and ‘whirring singing’. As a
result, the technique produces a very characteristic sonoristic effect, com-
parable to sonorous flutter-tonguing. The musician, while playing an instru-
ment, also activates the vocal chords, thus generating a hoarse sound — usually
humming a sound of an indefinite pitch. A growl can be successfully produced
within the entire range of the instrument and composed freely into the melodic
line. Itis performed easily with legatoand staccatoarticulation, trills, tremolos
and glissandi. Only ‘growls’ played in piano and pianissimoon some instru-
ments can be slightly more difficult. ‘Growling’ is used particularly in jazz,
popular and dance music as a kind of a performing manner, and significantly
diversifies the sound possibilities of an instrument.

Conclusions

Having described these 12 basic sonoristic effects applied while playing
a woodwind instrument, one cannot state with full certainty which means
of expression is the most important as far as the sound formation is concerned.
Is flutter-tonguing more important than subtones or slap-tonguing more
than multiphonics? One cannot give a clear answer to this question. It can
be said, however, that some expressive means, such as sonoristic effects, are
superior to the others and one has to pay particular attention to them. If we
fail to account for the articulatory differences, our musical pronunciation
and the sense of the musical narrative will never be so close to the meaning
of the music performed.

The aural possibilities of woodwind instruments with respect to all kinds
of sonoristic effect, as applied by contemporary composers in their works,
allow us to enhance the message of the musical narrative in a more original
way. Itis the composer who gives us these performance clues, and our musical
sensitivity and spontaneity of our emotional reactions enable us to find the
appropriate way of giving the individual notes their proper meaning.
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Sonoriskie efekti koka pldaminstrumentu spglc
20.—21. gadsimta mizika

Ridards boledzevskis

Kopsavilkums

Laikmetigais akad¢cmiskas mazikas klausitajs KiGst arvien prasigaks,
gaidot no interpreta parsteigumus un v¢l nebijudu estgtisko pieredzi. Ari i
iemesla d¢i miasdienu atskaootajmakslinieki, viou vid( pddaminstrumentalisti,
pastavigi cendas iekiaut sava izteiksmes lidzekiu arsenala dapadus sonoriskus
paogmienus, kas atdiiras no ierasta sp¢les veida. Raksta gaita pladéak aplakoti
divpadsmit dadi padgcmieni, kas visvairék izplatiti koka pddaminstrumentu
sp¢le. Lai ari dapiem no tiem saknes mekigjamas v¢l 19. gadsimta, tomgr
fpadu izplatibu tie guvudi 20./21. gadsimta sonoriskaja mdzika. Saikng ar
katru paogmienu raksturotas arf ta izpildijuma iespgjamas tehniskas grdtibas,
kam ieteicams pievgrst interpreta uzmanibu. Sevidia vgriba veltita sakso-
fonam, kuram pieejams plads sonorisku lidzekiu spekirs.

Sikak apllkotie padogmieni ir dadi:

— mikrotodu spcle,

— tembrala aplikatlra (dapadu aplikatQras variantu izmantojums Tpadu
tembra efektu radidanai),

— sleps (stingramarcato akcents, kas rada perkusivu efektu; sevidii rakstu-
rigs saksofonam un klarnetei),

— frullato,

— gaisa (eoliskd) skada (gaisa pldana instrumentd, izmantojot ioti atbrivotu
ambuddru),

— subtoou radidana (iesp¢jama tikai klarnetes un saksofona zemaja reiistra),

— (glisando,

— multifonija,

— taustiou (varstu) perkusivs izmantojums,

— cirkulara elpodana,

— vibrato,

— ddkdana (vai dziedadana) vienlaikus ar sp¢lgdanu.

Nav iespg¢jams viennozimigi pateikt, kuri no diem divpadsmit spcles paog-
mieniem mQsdienu mQzika ir visizplatitékie: mikrotoou spc¢le, multifonija,
dapadi perkusivie efekti, cirkulara elpodana vai tml. Taéu katra zioa spcles
procesé ipada uzmaniba javelti artikulacijas skaidribai. Ja tas pietriks, mQsu
mdzikasizruna un mizikas narativa izjlta nekad nebds athilstoda skaddarba
paustajam vestijumam.
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Koka pldaminstrumentu akustisko iespgju izpratne Taus interpretam
labak atklat komponista ieceri. Tiedi komponists ir tas, kurd sniedz atskado-
juma norades, un atskaootajmakslinieku jatigums, sp¢ja uz spontdnu emo-
cionalo reakciju rosinas atrast vispiemcrotakos veidus, ka individualiz¢tiem
sonoriskiem efektiem piediirt nepieciedamo nozimi.
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Mainigie skaocaugstumi jeb frekveneu analizes
metodoloiiskie aspekti

Mag. art. Karlina fvane
Jazepa Vitola Latvijas Mlizikas akad¢cmijas doktorante

levads

Poiu zinatniece Janina FikaJanina FyK savd monumentalaja pctijuma
Melodic Intonation, Psychoacoustics, and the Violin (“Melodijas intonécija,
psihoakustika un vijole”) iepretim atskaootajmékslas praksg neiespgjamajam
“statiskajam intonéacijas modelim” nostata “dinamisko intonacijas modeli”.
Tas, p¢tnieces vardiem, “gap skaisto mitu par universalu nemainigas, precizas
inton&cijas modeli, mitu par ideélo intonaciju” (Fyk 1995: 223). Virkne citu
pctijumu (Brown 1996; Devaney 2011) apstiprina skadaugstumu mainibu
atskaoojuma ietvaros. To parada ari mani pirmié frekvenéu merijumi ar
datorprogrammu Praat? leria Ligeti ( Gyoérgy Ligeti, 1923—-2006) Sonates
altam solo pirmaja daia Hora lung&®. Piemg¢ram, vacu altistes Tabeas Cim-
mermanes Tabea Zimmermann) ieskadojuméa mikrohromatiska skadaug-
stuma B3 atkapeg no preciza lieluma ir 16-54 centd jeb aptuveni ceturt-
daitoda diapazona (skat. 1. attclu).

! Pobrid pgtu 16 Hora lung & ieskadojumus.

2 ProgrammaPraat ir timekli brivi pieejama. 1995. gada to izveidoja holandiedi
Pauls B¢rsma Paul Boersmg un Davids Veniks (David Weenik) runas un fonctikas
pctniecibai. Programma ir izradijusies piemcrota ari mazikas skadaugstumu analizei.

8 Hora lunga—rumaou folkloras panrs; pada Ligeti skaidrojuma, Icna deja (Ligeti
2007: 309).

4 Peit un turpmak raksta izmantota nevis latviedu muzikoloiija ierasta, no vacu/
krievu tradicijas aizg(ta, bet angiu valodas vid¢ domingjoda t. s. zinatniska skadaug-
stumu notécija (scientific pitch notation). — Redaktores piezime

5 Ligeti norada, ka skadaugstums B3 japazemina par 49 centiem jeb apmgram
par ceturtdaitoni (Ligeti 2001). Mana pg¢tijuma intereses fokuss ir tiedi 8is mikrotonis.

6 Zimiga ir tendence mikrotoous atskaoot vienmger augstak par precizi noradito
skaoaugstuma gradaciju. BT tendence jau konstatgta virkng pctijumu, analizgjot vien-
mcrigi tempergta skaoojuma komponcgtas mizikas atskadojumus (Loosen 1993;
Sogin 2012).

358



K. lvane. Mainigie skadaugstumi jeb frekvenéu analizes metodoloiiskie aspekti

1. att¢ls. Mikrohromatisk& B3 dinamika Tabeas Cimmermanes
Hora lung & ieskadojuméa

Uzsakot darbu pie frekvenéu analizes, nacés konstatct, ka dinamika jeb
mainiba pastav arf viena skadaugstuma ietvaros, un radas jautajums: ka tad
nodrodinat pcc iespgjas objektivaku mc¢ridanas metodi? Tapcgc bija nepie-
ciedams sikak iztirzat frekvences stabilitati ietekmcjodus aspektus, k& ari to
lomu skadaugstuma uztverc. Daja raksta frekveneu meridanas problematiku
arf turpmak ilustrcdu ar datiem, ko esmu guvusi dapaddHora lung a ieska-
0ojumu mg¢rijumos’.

Skadaugstuma izmaidas

Apskatot skadaugstuma frekvences likni datorprogrammas grafiskajos
attclos, redzams, ka té reti kad ir lidzena — Tslaicigu izmaiou cclonis var bit
vibrato, skaoas ataka, tas noslgguma féze u. c. aspekti (Fyk 1995: 57). P¢tijumos
noskaidrots, ka die faktori, [ldzigi ka frekvences ilgums, var apgritinat skao-
augstuma uztveri (Nabelek, Nébelek, & Hirsch 1970; Brown & Vaughn 1996).

Skadaugstumu minimala saklausaméa atdiiriba

Pctot intonacijas precizitati atskadojuma, svarigi ir noteikt skadaug-
stumu minimalas saklausamas atdiiribasj(st noticable differencé lielumu.
Arito var ietekmct virkne faktoru — konkrgta augstuma skadas ilgums, inten-

" Daja raksta izmantoti rezultati, kas iegti, analiz¢jot Tabeas Cimmermanes (Zim-
mermann 1998), Nobuko Imai (Imai 2012), Kimas Kadkadjanas (Kashkashian 2011)
un benevjgvas Stroseras (Strosser 2011) ieskadojumu intonaciju.
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sitate, mizikas konteksts (Parncut& Cohen 1995: 836). Atsevidios eksperi-
mentos, kuros klausitaji tikudi speciéli gatavoti uzdevumam noteikt skadaug-
stumus un dai nolOka vidiem raditi Tpadi labvcligi apstakii, izdiirtspgja ir
sashiegusi pat 1-3 centu robepu (Rakowski 1978; 1994).

Tomgr vairums pctnieku k& drodu iesaka izvglcties 10 centrobeplie-
lumu (Brown 1996: 46; Shackford 1961: 176). Mcrijumu gaita gan vargja
konstatct, ka ari mazékas atdiiribas iespgjams skaidri saklaust.

1. piemgrs. Mikrointervals C4-B3 Hora lung a 23. takti

Piem¢ram,Hora lunga 23. takti (skat. 1. piemcru) japaou altistes No-
buko Imai (Nobuko Imai ) ieskadojuma, mcrot kritoda, mikrohromatiski
papladinata pustooa C4—B3ielumu, konstatcju, ka pareja no C4 uz B3 skaidri
dzirdams neliels glisando, kura diapazons izradijas vien 6 centi.

Konkrgta augstuma skadas sdkuma un noslgguma fazes,
korekcija un glisando

lepriekd mingctais piemgrs no altistes Imai ieskadojuma saistits ar skadas
noslcguma fazi jeb glisando. Savukéart o1 pada ieskadojuma 17. taktl vargja
konstatct skadas B3 mainibu tas sdkuma fazc¢ jeb t. s. korekciju (Fyk 1995:
215). Intervala mcrijumam vispirms izvc¢lgjos B3 skangjuma sakumu. legltais
intervala izmgrs daja gadijuma izradijas par 13 centiem pladaks par standarta
jeb 149 centus plada mikrotoda izmgru. Savukart, izmantojot datorprog-
rammas loga redzamo stabilo daiu, tika iegQts par 28 centiem dauréks inter-
vals. Divu intervalu (172 un 121 centi) atdiiriba ir samgra liela — 51 cents
jeb aptuveni ceturtdaitonis. Paiaujoties uz dzirdi, piedemamaks diiet pladakais
izmgrs, jo skangjums parliecinodi rada iespaidu par papladinatu pustoni. Otrs
intervala variants izskan tuvak standartam, t. i., 100 centu pladam pustonim.
Aprc¢iinot vidgjo lielumu no diem diviem intervaliem, tiek iegQti 146,5 centi —
tatad ioti precizs papladinatais pustonis jeb mikrointervals. Tadcjadi var
parliecinaties, ka liela daia pctijumu izmantota metode — vidgjas frekvences
aprciinddana — ir pietiekami lietderiga un objektiva. Frekvences analizei

8 Cents — m¢rvieniba, ko izmanto mizikas intervalu lieluma raksturodanai. Vienmg-
rigi tempercta skadojuma oktava ir sadalita 12 vienados, 100 centus lielos pustooos.
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turklat tiek izmantota tiedi skadaugstuma vidgja jeb t. s. gandriz stabila faze,
bez atakas un izskadas (skat. 2. attclu; Fyk 1995; Ambrazeviéius, Budrys
2012). Fika, izmgrijusi katru no 8im fazgm atsevidii, secingja, ka Ill un IV
fazes (skat. 2. attclu) vidgjais aritmgtiskais uzskatams par faktisko skadcaug-
stumu (Fyk 1995: 69).

2. attcls. Skadaugstuma tris fazes: sdkuma, gandriz stabila, izskada
(Fyk 1995: 65)

Ka atzist Fika, visbiepék skadaugstuma izmaidas tiek konstatctas izska-
oas fazcg (Fyk 1995: 209). Nestabilitate raksturiga ari skadaugstuma sékuma
fazei (skat. 2. attclu) locioa un stigas mijiedarbes d¢i: “Dapos gadijumos,
tikko izskanot skadaugstumam, tiek veikta neliela korekcija, vai nu labojot
tehnisku kiimi, vai novc¢rdot nevglamus locidoa-stigas efektus, kas traucg
skaoas radidanas procesu” (Fyk 1995: 215).

Analizgjot atdiirigus Hora lung aieskadojumus, vairakkart vargja parlie-
cinaties par frekvences izmaiou tas noslgguma faz¢. Piemcrardpra lun ga
23. taktl, Kimas Kadkadjanas Kim Kashkashian) ieskadojuma, dzirdams
neliels glisando no skadaugstuma B3 nakaméa skaoaugstuma C4 virziena.
Zimigi, ka intervals tiek sadaurinats par 39 centiem, it kéizlabojot papladinatu
mikrointervalu un tuvinot to standartam, t. i., vienmgrigi tempergtam pusto-
nim (daja gadijuma intongcts tiek ioti precizi, atdiiriba no standarta ir tikai
0,001 cents). Tas varctu apstiprinat Fikas apgalvojumu, ka glisandoskao-
augstumu beigas tiek raditi apzinati (Fyk 1995: 216).

9 Mana pctijuma ietvaros dadi rezultati ir nozimigi, jo tie netiedi apstiprina iepriek-
dcjos petijumos izteiktos apgalvojumos par akad¢miska atskaootajmakslinieka spg-
cigo pieradumu pie vienmgrigi tempergta skadojuma (Ambrazeviéius 2005; Kopiez
2003).
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Vibrato

Lidztekus korekcijai un glisando skadaugstuma stabilitati izaicina arf
vibrato. Mdziiu vidQ pladi izplatits ir uzskats, ka vibrato varctu maskgt
intonéacijas negludumus Ka tad merit vibrgtu skadaugstumu? Vairakos eks-
perimentos ir noskaidrots, ka vibrato esamiba skadaugstuma uztveri ipadi
neietekm¢ — mg¢s uztveram vidgjo vibrgta skadaugstuma frekvenci (Brown,
Vaughn 1996). Tomc¢r mdziiu bapam varctu bat savs pamats. Piemgram,
pctnieku grupa Dpona Hopkinsa universitat¢ Baltimora veica eksperimentu,
liekot klaustties vijoles skadas ar un bez vibrato. Noskaidrojas, ka skaoaug-
stuma ar vibrato noteikdana klausitjiem prasija mazliet vairak laika (Yoo
etal. 1998). Fika gan bridina, ka vibrato efekta uztverei nepieciedami vismaz
divi periodi, pretcja gadijuma viens periods tiek uztverts ka skadaugstuma
maioa (Fyk 1995: 143).

3. attcls. C4 Hora lung a 1. takti. Skadaugstuma pirma puse:
non vibrato (Penevjcva Strosera)

Altistes Penevjgvas Stroseras@enevieve Strossey ieskadojuma Hora
lunga 1. takti redzam skadaugstumu C4 (skat. 3. attclu), kurd sakuma daia
ir statisks, un vibrato tiek izmantots tikai no ta vidus. Salidzinot dosnon
vibrato un vibrato posmus p¢c dzirdes, griti saklausit skadaugstuma atdii-
ribas — tie diiet vienadi.

362



K. lvane. Mainigie skadaugstumi jeb frekvenéu analizes metodoloiiskie aspekti

Telpas reverbacija

Diempcl vienkaroaka metode, ko izmanto frekvenéu analizes datorprog-
ramma —long-term-average-spectrurtf (Kinnunen et al. 2006), t. i., atkapes
nolasidana centos uzreiz no grafika — biepi vien nesniedz precizéko rezultatu
ieskadojumos dzirdamas telpas reverberacijas dgi.

4. attcls. Reverberacijas radita dubultnots un atvgrta spektogramma

Tas nozimg, ka, skanot ndkamajam skadaugstumam, dzirdams arl
iepriekdgjais — izskan praktiski neatskadota dubultnots. Bados gadijumos ir
jaatver skaoas spektrs (skat. 4. attclu) un redzama frekvence japarrciina
centos. Tas ir nozimigi precizu rezultatu ieguvei — ir p¢tijumi, kuros salidzi-
natas abas metodes (t. i., atk&pes nolasidana no grafika un no atvcrta skadas
spektra), un iegdto rezultatu atdiiribas ir btiskas (Knipper 2013).

Atskaoojuma temps

Inton&ciju var ietekmct ari atskadojuma temps. Ir noskaidrots, ka skao-
augstuma saisinadana vai pagarinadana ievcrojami iespaido ta uztveres preci-
zitati (Zwicker & Fastl 1999: 185). Amerikaou pgtnieks Karls Bekfords (Carl
Shackford), piemcram, atklgjis, ka atras pasépas lielas tercas tiek spclctas
pladék neké Ignas melodiskas linijas (Shackford 1961, 1962a, 1962b). Lidzigi
ari Fika izpctijusi, ka atraka tempa intervalam ir pladaka zona — 90 centi,
savukart Icn& — maksimali Iidz 60 centiem (Fyk 1995: 209).

10 Burtiska tulkojuma ilgtermioa vidgja Iimeoa spektrs
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2. piemgrs. Mikrointervals Ignaka tempa. Hora lung & 4. takts

3. piemgrs. Mikrointervals atraka tempa. Hora lunga 26. takts

Tapcc, veicot mikrointervalu precizitates petijumu Hora lunga, éemu
v¢ra to atskadojuma tempu. Stroseras ieskadojuma, piemgram, dzirdam, ka
mikrointervals Ignaka tempa (skat. 2. piemcru) tiek izspglcts, kamgr atréaka
(skat. 3. piemcru) tas ir par 46 centiem dauréks jeb praktiski vienmcrigi
tempercts pustonis. Bis verojums vclreiz apstiprina jau mingto pctnieku atziou
(Loosen 1993; Sogin 2012) par tendenci atskadot mikrotoous augsték, neka
notis noradits.

Secinajumi

Raksta tika apl(koti faktori, kas vairak vai mazéak var izmainit skadaug-
stuma frekvenci. Frekvences precizitati spgj ietekmgt vibrato, sGkuma un
noslcguma fazes, atskadojuma temps. Noskaidrojas, ka mgridanas metodika
ir ciedi saistdma ar skadaugstumu uztveres Tpatnibam. Balstoties uz iepazi-
tajiem pctijumiem un Ligeti Hora lung a ieskadojumu intonéacijas merijumiem,
var secinat: skadaugstuma vidgja lieluma noteikdana ka aprciinu standarts
ir pietiekami objektiva metode, jo ipadi tadgi, ka lielakoties dadi iegltais
rezultats sakrit arf ar uztverto frekvenci. Vargja parliecinaties, ka ari atskaoo-
juma temps ir b(tisks faktors, kas ietekmg intonacijas precizitati. Atsevidii
mcrijumi, diiet, Tauj apstiprinat arf “vienmgrigi tempercta sindroma” (Ambra-
zevieius 2005: 5) esamibu. To apliecina, piemgram, glisanddgura laika
mikrointervals tiek izlabots uz vienmgrigi temperctam atbilstodu lielumu,
ké& ari tendence, spclcjot atraka tempa, neviius parvcrst iecergto mikrotoni
par vienmgrigi temperctu pustoni.

*k%
Neskatoties uz skadaugstumu mainibu gan atskadojuma, gan viena

skadaugstuma ietvaros, m¢s, maziii, joprojam spcjam tiekties pcddeélas
intonacijas un pat saklausit to. Bis fenomens ir saistits ar t. s. kategoriju
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uztveri: skatot krasu spektru, m¢s redzam septidas pamatkrasas, nevis tumo-
sarkanu vai gaidsarkanu; savukart valoda, neraugoties uz atdiirigi izrunatam
fongcmam, varam uztvert vienu varda nozimi (Goldstone, Hendrickson 2009).
Art mQzikas intervalus mc¢s dzirdam kategorijas — k& pagajudad gadsimta
pirmaja pusc izpctijis krievu akustiiis Nikolajs Garbuzovs (i@éiéaé A adao-
¢ia/ Nikolai Garbuzov ), katram skadaugstumam ir daurdka vai pladaka
zona, kuras ietvaros to uztveram k& precizu (Fyk 1995: 27).

Studying Variation of Pitches in Performances:
Some Methodological Aspects of Intonation Analysis
with Software Praat
Karlina vane
Summary

In this paper the methodology for the frequency analysis using the soft-
ware Praat is discussed. The factors, which could affect the stability of
frequency — such as vibrato, pitch correction on the one hand, and perception
related aspects as jnd (just noticeable difference), frequency duration, on the
other hand, are considered. These factors, as well the variability of intonation
in the entire performance, are illustrated with the results obtained from the
author’s intonation measurements in recordings of Gyorgy Ligetis’Hora
lungafor viola solo (by Kim Kashkashian, Nobuko Imai, Tabea Zimmermann
and Geneveve Strosser).

The measurements of microtonal pitch B3 (which in Ligeti’'sHora lung &
should be lowered by 49 cents or about a quartertone) in the entire perfor-
mance of Hora lunga by Tabea Zimmermann in cents are presented. The
constantly occurring deviations confirm the existence of the “dynamic model
of intonation” in the performance, as stated by Janina Fyk (Fyk 1995). More-
over, the tendency to play higher than the target, found in the previous
research, was confirmed in this performance of microtones.

The variability of intonation exists within individual pitch as well. Thus
the biggest challenge in frequency analysis is to establish, which phase of the
tone is going to be measured. In the performance of Nobuko Imai the size of
microinterval C4-B3 (bar 17) has been measured using two different stages
of pitch B3. The interval size is of 172 cents — larger than the requested
microinterval by Ligeti (149 cents), if frequency of the initial stage of tone is
used. But when stable phase is used for the analysis, the interval size becomes
significantly smaller — 121 cents, which is closer to the equally tempered
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standard. In most studies it is indicated that we perceive the average pitch of
a fluctuating tone. The calculated mean interval size is 146.5 — almost exact
size of the microinterval. While listening to the interval the author got the
impression of hearing a microinterval, i.e., a widened semitone instead of
the almost tempered semitone. Thus this result of average pitch seems to
show the perceptual reality and should be the best methodology for measure-
ments.

The influence of vibrato on the pitch is discussed using an example
from the recording of Geneviéve Strosser. In the spectrogram, the pitch C4
(bar 1) has visually clear non-vibrato and vibrato part. Listening separately
to the two parts of pitches does not make an impression of changed intona-
tion, which is in line with the previous research.

The role of tempo is illustrated with the examples from recording of
Strosser. Microtones C4—-B3 are compared in recording of Strosser in slower
and faster tempos (bar 4 and 26). In the faster tempo the size is closer to the
equally tempered standard, which possibly could indicate that our habit to
the equally tempered scale is very strong.

The necessity of choosing the right value for just noticeable difference
is also considered. Although usually 10 cents are advised as safe, in the
example from the recording of Imai the difference of 6 cents is clearly audible.

The main conclusions are:

— thetendency to play pitches higher than the target is true for microtones
as well;

— microtones have dynamics of intonation as well;

— the mean value of pitch can be used for the analysis;

— occasionally the differences smaller than 10 cents can be perceived,;

— the preliminary results show that the so-called “equally tempered syn-
drome” (Ambrazeviéius 2005: 5) is supported by the present study.
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Abstract

The author presents profound argumentation of child’s musical develop-
ment based on child’s inculturation in family. The background for considera-
tion is Edwin Elias Gordon’s theory of music learning, which is a vital proof
to the thesis that a human being’s musical development generally takes place
in the post-natal, pre-school and early-school period, since at that time the
music tonal and rhythmic aptitudes develop treated as special predictors of
musical achievements. The vital meaning is also attributed to the use of
vocal and instrumental musical material during the inculturation as prepa-
ration to musical education abounding various musical scales and meters.
Moreover, the author provides the review of the music scales preferred in
Edwin Elias Gordon’s musical pedagogy and whose multiplicity and variety
allow for multi-sided musical development through making comparisons.
This concept also hints at the theories claiming that the musical development
is acquired through grasping the musical language in the same manner as it
happens with the mother tongue. Tonal motives have their defined syntax;
the ability to comprehend them is built through their performance in the
context of a particular tonality and keyality. The author presents some exem-
plary scales, the separated tonal motives and the characteristic functions
they perform in a particular tonality. The author also analyses the selected
child repertoire meant for school education in the perspective of various
scales and meters in the musical material. Eventually, he mentions the author’'s
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own research on the assimilation of tonal motives among the children aged
7 to 11.

Key words: inculturation, enculturation, musical education, Gordon'’s
Theory of Music Learning, tonality and keyality, music scale, tonal patterns.

Introduction

Music is a universal language because it addresses people equally, regard-
less of the social group they belong to (Sloboda 2008: 39). At the same time
music is constructed in accordance with the defined rules of grammar and
such rules are subjected to particular hierarchical order. It means that while
learning and listening to music, a human being gradually discovers that one
element is superior to another one or one element refers to another element
more or less powerfully. It is a result of many complex acculturation, educa-
tional, emotional, cognitive, social processes or it results from the subjective
or the objective syntax. Such terms like tonality, scale, rhythm, tempo, dyna-
mics, all of which are used by music theorists and musicians-practitioners,
exist in our minds and we use them to make particular sense to music. We
hear music sounds in the sphere proper to music and in some particular
reference and relations but such — isolated sounds — do not constitute music;
they only become music through audiation which serves music as cognition
does for language (Bonna& Trzos & Kouodziejski 2014; Gordon 1997;
Gordon 1999; Kouodziejski& Trzos 2013; Kumik 1998; Kumik 2011; Trzos
2014; Uchyua-Zroski 1999).

To receive the sounds as music it is necessary not only to hear them but
to be able to arrange them into music in relation to other real and possible
sounds, the context created by tonality (musical scale) and meter as well as
other elements of music (dynamics, tempo). Roger Scruton claims that while
hearing the tones, we hear their musical implications as we do with the
grammatical implications of a language. If so, it means that human ability is
included in the acts of (re)cognition (Scruton 2002: 150-151). This (re)cog-
nition and subsequently understanding is the key factor to learn music in
accordance with Gordon'’s theory (1997) and the acquisition of audiation
competence through inculturation or acculturation, enculturation (Jorgensen
1997) and then complex, long-term and interactive musical education. The
basis for musical upbringing is made of two vital processesinculturation
and educationin both of which a lot of people (subjects) and social institutions
participate, they proceed in similar conditions and at similar time mutually
completing each other. The period of special flexibility to any cultural, instruc-
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tive, educational (in other words pedagogical) interactions is childhood, and

especially post-natal, pre-school and early-school period.

Ronald W. Richardson and Lois A. Richardson (2001: 10) claim that
what exerts an immense influence on personality development is thiamily
identity, since children learn the social behaviour with relation to their parents
and siblings. The power of child’s auto-creation is seen by Danuta Waloszek
(2010: 45-49) claiming that trying and discovering the world by a child is a
unigue moment happening during childhood in the boundaries defined by
nature (musical aptitudes) and culture within parental responsibility consi-
dering their child’s upbringing. According to Mieczysuaw Uobocki (2007:
44-45), inculturation is the process of a man taking over the cultural heritage
of previous generations, the process of culture learning, growing into it and
the process of cultural adaptation. Inculturation is the absorption (assimila-
tion) of the man’s surrounding culture since man’s birth until a certain age,
as some authors put it (Gordon: 1997). John Sloboda (2002: 237) claims
that acculturation responds to the spontaneous absorption of defined abilities
(including the musical ones, naturally) by children raised in defined culture
in the period from the birth until approximately the middle of childhood
(until about the age of 10). The basic factors comprising inculturation (accul-
turation) include:

— the collection of child’s primary abilities elicited at the time of birth or
slightly later (abilities, musical preferences and predispositions),

— the collection of experiences delivered by the cultural surrounding in
the tome of growing up (i.e. hearing the cultural repertoire),

— the impact of dramatically changing cognitive system developing along
with learning other abilities carried by the culture (Sloboda 2002: 237).
These factors interlock creating comparably similar sequences of achieve-

ments with most children of a particular culture being commonly exposed

at similar age. Inculturation is characterised with process running without
conscious effort and without the significant features of intentional and con-
scious learning. Even though, people’s effort in the context of multi-sided
abilities or skills result from these acculturative processes and some various
cognitive styles of man are improved in this phase (Sloboda 2002: 237). The
process of inculturation involves many people and social institutions ranging
from parents, peer group, local group to mass media, the Church and the

State. All of these groups interact (or hopefully one interacts with another)

in some unrepeatable way when it regards one’s personality. A child spending

time with other people learns, even if this process is still unconscious, how
to cope with others absorbing the language, customs and behaviours (Gutek
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2002: 15). In other words, inculturation is the acquisition of culture during
cultural (situational) man-to-man contact and it has some anthropological
connotations (Jorgensen 1997: 26). In the process of inculturation, the most
crucial part is constituted by family home (parents, siblings) as the place for
the cultivation of customs, habits and tradition. Family, as a small social
group comprising parents and their children constitutes theinculturation
basissince this is the very place where a child meetsilture and mass culture
(Lato 2010). Culture is “[...] the whole of material and spiritual
heritage of mankind created throughout history or during
its particular epoch; level of development of societies, groups,
individuals during a defined historical epoch”(Sobol 1995: 621).
Family creates its cultural environment, lifestyle, individual manners of
expression, customs, habits, diction and shapes the future musical experien-
cing throughout the everyday acts of musical cognition. It also maintains
the biological continuation of the society and the cultural continuation
transferring the cultural heritage, thus performing the reproductive, social,
cultural and industrial functions. Besides, through the inculturative processes
family creates all the features which will be decisive about the child’s future
doing it with complete awareness of emotions and with the certainty of
sharing them mutually and thus creating the atmosphere of closeness and
emotional bond that is difficult to grasp (Dymara 2010). It needs to be
reminded that inculturation is a process of a person’s in-building within the
culture of a particular social group and society, and subsequently, such a
person will be a bearer of such absorbed culture. Itis also an unaware process
of culture values assimilation, in-building into the surrounding culture. Within
the inculturation we can have a situation of informal directing when a parent
in a structural or non-structural manner shows a child the culture in which
it grows and attempts at creating the best conditions for its absorption
(Gordon 1997: 5-6).

Gordon'’s concept of musical audiation development
within inculturation

To understand the processes of music learning, the following terms will
be useful —the ones born through Gordon’s long-lasting longitudinal research
on the theory of music learning:

— the leading role in the processes of music learning is attributed tmcul-
turation, musical education and mental, cognitive, emotional and social
development of students
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— music teaching is the art andmusic learning is a long-lasting process
demanding effort, concentration, engagement, internal motivation and
musical guidance from the parents,

— the vital role is attributed to the selection of musical repertoireduring
the child’s first years of life starting from simple songs, humming songs,
melodic and rhythmical lullabies,

— one should startsounding various tonalities to a child (musical scales)
and various meters since early type of learning, and music is not an
exception here, it begins with hearing (ear) and not with watching (eye.)

— what should be emphasized ismusic learning and not the theory of
music,

— listening to music is of primary role to develop musical audiation, which
is understanding music,

— music audiation has far more important role than mere music practising,
therefore all the attempts to understand music determine its further
reception, perception, inclinations and experiences,

— Gordon’s theory of music learning offersdirectives and indicationsto
develop a proper method since it sets further objectives in order to
develop audiation abilities and directs at the ultimate target which is
the appreciation of music through its understanding,

— music —in the above meaning —is not to have a meaning bub increase
the potential chance of sounding into rich musical repertoirebased on
various musical scales,

— in order to understand music, in other words, to give it the meaning,
one has to audiate its tonality and meter at least

— the foundation of learning tonal content in the theory of music learning
is the tonal motivescarefully selected from various musical scales based
on the taxonomy of tonal motives,

— in order to give meaning tomusic one has to keep in audiating the music
while its performance, reading or recording with the use of establishing
the tonality and the meter of audiation, keeping in audiation the most
important pitch of sounds and rhythmical values, referring in audiation
to another (type of) music which has been listened to before as well as
predicting in audiation what we are about to hear.
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Basic terms in learning the tonal content: tonality and keyality

Used in the theory of music learning, the nomenclature such as tonality
is not used commonly through defining the name given to the key marking,
i.e. E-flat is related to three flats or as the combination of the name given to
the key marking and the scale (i.e. E-flat minor). Tonality is the common
modus that is a scale or a mode. There are at least eight types of tonality:
major, harmonic minor, Dorian, Phrygian, Lydian, Mixolydian, Aeolian and
Locrian (a.k.a. Hyperphrygian).

Tonality examples

Major

Harmonic minor

Dorian

Phrygian

Lydian

Mixolydian

Aeolian

Locrian

Example 1. Tonality examples
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The basic ones arédharmonic major and minor with which we start the
process of teaching and learning according to the assumptions of Gordon’s
pedagogy.

The term ‘keyality’ stands for the key marking, since most of music is in
some tonality and keyality. The feeling of tonality is the thing that allows us
to be able to audiate syntax in music. Despite the fact that instrumental music
lays emphasis on keyality as being helpful in note reading, it is important
that keyality and tonality are taught at the same time by means of the develop-
ment of musical audiation. What is important here is the feeling of the tonal
centre which in Gordon’s Theory of Music Learning is best defined with the
use of tonal syllable, and keyality always has the pitch centre. Key marking
is a symbol which we see in noting. Fifteen commonly known keyalities are:
C, G, D, A E, B, F-sharp, C-sharp, F, B-flat, A-flat, E-flat, D-flat, G-flat
and C-flat. If we consider a piece of music composed in major tonality and
keyality C, then we will audiate major thanks to our feeling of tonality and
C as the result of our keyality feeling. While audiating tonality we have to
audiate the relation between a few pitches of sounds which in combination
do suggest the final sound. While audiating keyality it is enough if we audiate
one sound — the tonic sound. Tonality can be in any keyality in the same
way as keyality can be in any tonality (Gordon 1999: 180-196). An example
of a song of keyality C and tonality in major is the Polish songYabka (English
title “Little Frog”) by an unknown author:

Example 2. Polish songYabka

1 In the Polish notation tradition it is marked as H.
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The note analysisof the song indicates:

— keyality C,

— tonality in major,

— the sing includes basic harmonic functions (T, D, S),

— the melody consists of tonic arpeggio, dominant and sub-dominant
motives,

— there is a significant marking of the tonal centre with prime at the song’s
beginning and its end,

— the note material allows for the selection of the following tonal motives
to be sung by schoolchildren: Tonic: DO MI SO, DO MlI, SO DO, SO
MI DO, MI SO, Dominant: SO FA RE, SO RE, RE FA, SO FA, and
Sub-dominant: DO LA, DO LA FA, DO FA.

Motives in major in the major classification include:

— in the tonic function, the possible syllable combinations are: DO Ml
SO, these are the arpeggio motives,

— inthe dominant function, the arpeggio motives and all the arrangements
of the syllables SO Tl RE FA, excluding SO FA if they happen one after
one,

— the sub-dominant function there are all the combinations of the syllables
FA LA DO in the arpeggio arrangement,

— in the cadence function, the motives can be of arpeggio, diatonic or
combined types,

— inthe combined function, in most cases these are the diatonic motives,

— inthe modulating function there can be arpeggio, diatonic or combined
motives,

— in the chromatic function there are chromatic alterations, they can be
of arpeggio, diatonic or combined types,

— the extended function includes all arpeggio combinations, the arrange-
ments of super-tonic, medians, sub-medians and the leading sound
(Gordon 1999: 211).

In the major tonality we can find the following arrangement of tonal
motives considering their systems and functions. The tonal motives are
characterised with various levels of difficulty which is elaborated empirically.
Regardless of the keyability, some motives are easy, some seem difficult and
some others are extremely difficult to audiate and to perform, especially by
the pupils of general education primary school (see: Kouodziejski 2011). In
the classifiedmajor tonality , as the exemplary one, there are the following
motive functions, presented in the order: tonic, dominant, sub-dominant,
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cadence, combined, modulating, chromatic and extendedlt is illustrated
with the example below (Gordon 1999: 208):

Example 3. The main motive functions in the major tonality:
tonic, dominant, sub-dominant, cadence, combined, modulating,
chromatic and extended(Gordon 1999: 208)

Another example in the classification is the Dorian tonality whose
motives’ functions are called respectively: tonic, sub-tonic, sub-dominant,
cadence and characteristic sound. It is illustrated in the example below
(Gordon 1999: 208):

Example 4. The main motive functions in the Dorian tonality:
tonic, sub-tonic, sub-dominant, cadence and characteristic sound
(Gordon 1999: 208)

All the classifications and functions (Gordon 1999: 206—-209) are
presented and explained in the categories of the active system DO, where
DO is the basis for major, LA is the basis for harmonic minor, Re is for
Dorian, Ml is for Phrygian, FA is for Lydian, SO is for Mixolydian and Tl is
for Locrian.

Conclusions after the analysis of handbooks for musical education
in Poland in the perspective of various tonalities

Below we present the author’s selective analysis of songs for children in
handbooks and methodical materials for primary schools of stages | and Il
of the educational phase and which are available on the educational market;
the analysis was performed in the perspective of the following categories:
tonality (scale), meter, general level of song difficulty(low, average, high).
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Results of the analysis

Original fitl 52, ‘—%g“am%%g
. . = 2 of 2
No. Ofrﬁg;]%bnotoi English translation oy & g% Tonalities (Scales) Meter °> % S22 %2
(Polish title) of the title Eca 23323 23
a L nwe
z 35~ £ 3%
1. Lekcja Muzyki “Lesson of Music” 6 50 Major and minor, diverse Dual and * *
(handbook) repertoire: folk, for partially triple
children, classical pieces
2. Lekcja Muzyki “Lesson of Music” 5 50 Major and minor, diverse Dual and * * *
(handbook) repertoire: folk, for partially triple
children, classical pieces
3. Lekcja Muzyki “Lesson of Music” 4 50 Major, minor and penta- Dual and * *
(handbook) tonic (no tonal centre), partially triple
diverse repertoire: folk, for
children, classical pieces
4. Piosenki do “Songs to Sing and 1-3 71 Major and minor, diverse Dual and * * *
Upiewania i to Play” (metho- repertoire: folk, for partially triple
zabaw (materiau dical material) children, classical pieces
metodyczny)
5. Piosenki nie “Songs not Only 1-3 32 Major, minor and Dorian Dual and * *
tylko na lekcje for the Lessons of (1): songs for children partially triple
muzyki (materiau Music” (methodical
metodyczny) material)
6. Wybori “Selection and 1-3 65 Major and minor, diverse Dual and * *
systematyzacja  Systematisation of repertoire: mostly for partially triple
repertuaru Vocal Repertoire” children and folk songs
wokalnego

Source: the author’s own research (*means that there are songs of different levels of difficulty)
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The brief analysis indicates that:

— inthe proposal above we (can) find the variety of repertoire: for children,
folk, vocal and instrumental,

— the tonality mostly are major and harmonic minor,

— the meter mostly is dual and patrtially triple,

— the melodic vertical scales (ambitus) and the rhythm of the songs indicate
the diverse levels of difficulty, most of the songs are average and easy,
there are also difficult ones whose presence is not methodically and
purposefully justified.

Tonal motives absorption in the author’s own research

The sequentiality of methodical proceedings in teaching and learning
of tonal motives becomes the necessity forwarding the entering further/higher
stages (Gordon 1999: 193). The sampled children were at the ages of 7 and
11 and for the period of one year they were taught tonal and rhythmical
motives once a week and they managed to do it with similar results. Before
moving on the musical classes the pupils were for a month exposed to songs
of various tonalities and meters, they were singing and making rhythms of
the musical material at neutral syllables. After a yearly interaction, it proved
that the biggest group of adapted tonal motives were the easy ones — 74,66%
and the average ones — 21% and the poorest adaptation had occurred with
the difficult motives — 4%. Tonal motives displayed children’s difficulties
related to keeping the intonation, pitch and proper sound performance. While
introducing the tonal motives, we also left the boundaries of musical abilities.
The majority of the adapted tonal motives constist of the easy motives (7-
year-olds: 65,33%, 11-year-olds: 74,66%). Itis only a little over 20% of all
the adapted motives that consisted of the average motives, whereas younger
children adopted twice as many difficult motives than the older children.
The research displayed the picture of higher vocal competences of 7-year-
old children. The analysis also included the following operations. The defined
level of musical introductory abilities was assigned to the number of adopted
tonal and rhythmical motives by the younger and the older children respecti-
vely. Itturned out that 100% of 7-year-old children with poor musical abilities
(group of 19 children) in the introductory measure managed all the easy
tonal and rhythmical motives. The same group managed 35% of tonal motives
of average difficulty and the least — 12% — difficult motives. When it came
to the group of children with the defined average musical abilities at the
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beginning of the school year, the pupils managed all the easy tonal motives,
33.33% of the average motives and 11% of the difficult motives. Among
the 11-year-old children 100% of the easy motives were completed but the
rest was far worse. The pupil with high abilities completed all the easy tonal
and rhythmical motives, 60% of the average and 20% of the difficult tonal
motives. The pupils with average abilities completed 100% of the easy tonal
motives, 11% of the average tonal motives and 0% of the difficult ones. The
pupils with poor abilities completed 100% of the easy tonal motives, 27%
of the average ones and 7% of the difficult ones. It turns out that musical
abilities only partially influence the adaptation of tonal motives. It partially
depends on the pupils’ vocal abilities. Generally, younger pupils with average
musical abilities have completed more average and difficult motives (Kouo-
dziejski 2011: 172-177).

Summary

The inculturation of a child, and his or her further musical education
should take place in the conditions of methodical-repertoire plurality, multi-
plicity of scales and meters, plentiful of types and kinds not excluding the
pop-culture approach. What can be helpful in the complete implementation
of musical education assumptions is the diverse approach to teaching and
learning and laying the emphasis on musical activity and musical education
forms (singing, listening to music, playing musical instruments, creativity
and improvisation as well as the elements of rhythm and dance). Presenting
the richness of scales and meters included in songs and pieces of music is of
the top priority to parents and later to teachers. Thanks to the knowledge
included in Gordon’s Theory of Music Learning we achieve the possibility
of planned, purposeful and organised methodical activity in the area of
children’s musical development.
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Bc¢rna iekiaudana kultdras vidg mizikas izglitibas sakumposma
(balstoties uz Edvina Eliasa Gordona pedagoiiskajam nostadngm)

Macejs Kolodzejskis
Kopsavilkums

Autors pcta b¢rna muzikalas attistibas agrino periodu. Raksta pamata
ir Edvina Eliasa Gordona m(zikas macidanas teorijas nostadne, ka cilvcka
muzikala attistiba visintensivak norit laikposma no zidaida vecuma lidz jauna-
kajam skolas vecumam, un tiedi daja perioda ieg(to intongdanas prasmi un
ritma izj(tu var uzlUkot k& nakotnes muzikalo sasniegumu priekdvgstnedus.
Ipadi akcentcta liela loma, kas v¢l pirms specialas mizikas izglitibas uzsak-
danas piediirama vokalai un instrumentalai muzicgdanai dapadas skaokartas
un ritmos. Autors siki raksturo Gordona mdzikas pedagoiija ieteiktas skao-
kartas, uzsverot, ka to daudzveidiba rada lieliskus priekdnoteikumus salidzi-
nadanas spg¢ju attistibai un vispusigai muzikalajai izaugsmei. Tiek atzimcts,
ka iepazidanéas ar mlzikas valodu notiek apmc¢ram téapat, k& berns iepazist
dzimto valodu. Intonativajam secibam ir sava sintakse, ko var apgQt, tas
izpildot noteikta skaokarta un tonalitatc. K& piemcrus autors pladak apliko
dapas skaokartas un atsevidias intonativas secibas, raksturojot funkcijas,
ko tas gdst tai vai cita tonalitatc. Izlases veida tiek analizcts arf skolghiem
adresctais repertuars (Polijas izdevumi), galveno uzmanibu pievgroot dadiem
aspektiem: tonalitate un skadkarta, metrs, visparcjais dziesmas gratibas
[fmenis (zems, vidgjs vai augsts).

Galvenie secindjumi, kas radudies dis analizes gaité:

— repertuérs ir panriski daudzpusigs: tas ietver gan tautas miziku, gan
vokalos un instrumentalos darbus,

— domingjodas skaokartas ir mapors un harmoniskais minors,

— visbiepak sastopams divdaiu, reték trijdaiu metrs,

— melodiju diapazons un dziesmu ritms atspoguio dapadu gratibas limeni,
tomer parsvara ir vidgji gritas un vieglas dziesmas.

Raksta autors apkopoijis ari rezultatus p¢tijumam, ko pats veicis 7-11
gadus vecu bernu vidQ, analizgjot, ké vioi apgQst dapadas intonativas secibas.

Pctijums iavis secinat, ka gan pirmsskolas, gan skolas vecuma mizikas
izglitiba ioti svariga ir metodiska repertuara vispusiba, iepazito skaokartu
un metru daudzveidiba, ka arf muzic¢cdanas formu dapadiba, neizsl¢dzot pop-
kultOru. leteicama ir gan dziedadana, gan mizikas klausidanas, instrumentu
sp¢le un improvizacija, akcentgjot ritma lomu un saikni ar deju. Gordona
mizikas macidanas teorija sniedz mums iespgju organiz¢t bgrna muzikéalo
attistibu planveidigi, mgritiecigi un metodiski pamatoti.
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Observed among Early School-Age Children
on the Basis of Research Conducted in Poland
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Abstract

The paper consists of: introduction, methodological part, presentation
of the research results, and conclusions. Its content is focused on the connec-
tion between musical culture in the family and the music aptitude and musical
abilities (perceptual, vocal and improvisation) demonstrated by children at
early school age (% to 3 grade). In this research, musical culture in the
family is defined through various forms of musical activity undertaken for
the sake of children and in their environment, for instance, singing, learning
songs, playing instruments, listening to music and participating in concerts
together. Musical culture is additionally shaped by parents, who either work
with music or are outside of the field, thus parents’ education also plays an
important role. The author of this paper applied the testing and questionnaire-
based strategy of quantitative empirical research. The qualitative and quanti-
tative analysis of the results was conducted based on singled out groups of
pupils with the highest and the lowest scores in the Edwin Elias Gordon’s
IMMA (Intermediate Measures of Music Audiation) test.

Key words: The connection between musical culture in the family and
the music aptitude and musical abilities of children at early school age, tests
evaluating musical abilities and music aptitude for pupils attending primary
school grades 1-3.

Introduction

Musical culture in the family can be a factor that helps in the development
of music aptitude and abilities among children. What is also important is
the level of parents’ education because people with better education are
usually more aware of the family environment’s impact on children’s general
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development, including their musical development. They are also more often
willing to engage in the activities that facilitate this process. However, one
must keep in mind that family environment, especially when it comes to
shaping children’s music competence, has an indirect influence on their develop-
ment by introducing children to music in various ways, which creates a
good basis for music education in school and reinforces the school’s impact.
These observations are confirmed by the results of the author’s previous
research on the connection between parents’ education and their opinions
concerning the musical development of pre-school children. The above-
mentioned research revealed a statistically highly significant near-moderate
correlation between mothers’ general education and their opinions concerning
children’s musical development, meaning that people with better education
were more often aware of the need to facilitate this development (cf. Bonna
2005a).

Reference literature highlights the importance of family’s socioeconomic
status when it comes to children’s musical development. Edward L. Rainbow,
who assessed the socioeconomic status based on the head of the family’s
education and profession, noticed a weak correlation that indicated a clear,
though small, connection between that status and the facilitating role of the
family. These findings may corroborate the popular observation that musical
activity at home is usually related to the socioeconomic status but a high
status is not always tantamount to positive attitude towards music (Shuter-
Dyson, Gabriel 1986: 207). The correlation between the family’s socioeco-
nomic status and parents’ education and the level of children’s music aptitude
was found in Kinga Lewandowska'’s research (Lewandowska 1991). Mean-
while, Gabriela Karin Konkol proved that the family’s socioeconomic status
has a statistically significant correlation with great achievements by children
and youth attending music schools. The families that participated in the
author’s research were dominated by people with higher education who
placed importance on intellectual work and child education. Other important
factors included the musical culture of the family environment, attention to
exercises and progress at school as well as the support for the child’s musical
development (Konkol 2002: 91). Konkol's results corresponded with Maria
Manturzewska’s previous research which had shown that most children
attending music schools in Warsaw came from educated families with certain
musical culture (cf. Manturzewska 1974).

Family plays an important role in the development of child’s music apti-
tude, musical abilities, interest in music as well as musicality and its influence
may help to establish a creative approach to music (Bonna 2005b, p. 255;
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cf. Bonna 2002; Manturzewska 1990; Chin, Harrington 2007; Sierszefiska-
Leraczyk 2008). Maciej Kouodziejski and Pawel Adam Trzos (2013: 172)
stress that family is a natural environment for child’s education and therefore
its members are the first people who introduce the child to musical culture
(cf. Trzos 2014). What is also stressed in the discussions about family’s impact
on the child’s musical development is the importance of factors that shape
musical culture, such as a musically rich family environment and the socioeco-
nomic status that facilitates child’s music-related experience and interests.
Another vital part of this process is the musical atmosphere at home which
is determined by the preferred forms of musical activity of the parents, siblings
and other people frequently interacting with the child. Such forms of musical
activity in the family include sing-alongs, playing musical instruments,
listening to music, participating in concerts and engaging in music/dance
games with children. Listening to the parents singing and playing instruments
is of particular importance. The other factors that facilitate child’s musical
developmentinclude parents’ music education, the access to a musical instru-
ment at home, the ability to play an instrument and the above-mentioned
socioeconomic status of the family (Kamifiska 1997: 74—80; cf. Shuter-Dyson,
Gabriel 1986; Manturzewska 1990).

Edwin Elias Gordon, the author of the music learning theory, places a
particular focus on the need for the family environment’s early involvement
in the child’'s musical development. He notes that the key part of musical
influence is the child’s contact with live music, especially through singing
and playing instruments (cf. Gordon 1997, 1999a, 2001; Kouodziejski 2008b;
Bonna 2013; Bonna, Trzos, Kouodziejski 2014). While conducting the research
on how music aptitude (evaluated using the MAP test) and musical achieve-
ments (evaluated using an early version of the lowa Tests of Music Literacy)
are connected to environmental factors, Gordon discovered weak correlations
between mother’'s and father’'s playing an instrument or singing and the
level of child’s music aptitude. Higher correlation coefficients, indicating a
stronger correlation between these and other environmental factors (parents
with music education, access to a piano, listening to music as well as musical
activity at home), were found in relation to musical achievements (Shuter-
Dyson, Gabriel 1986: 205-206).

During the research on environmental factors that influence preschool
children’s music aptitude and perceptual musical abilities, the author (Bonna
2005a: 171-172) found low correlation coefficients between learning songs

1 MAP — Musical Aptitude Profile.
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and the access to musical instruments at home and the results of her own
test of musical achievements. When the author singled out 10% of the families
with the highest score in terms of the involvement in the child’'s musical
development, a moderate correlation was revealed between mothers’ music
education and her ability to play an instrument and the children’s music
aptitude. Other low correlation coefficients showed a statistical correlation
between the children’s music aptitude and fathers’ music education and his
ability to play an instrument as well as the access to musical instruments at
home, siblings playing instruments and family music-making. These families
demonstrated weak correlations between the children’s perceptual musical
abilities and the environmental factors such as dancing with children and
working with kindergartens to teach music to children.

The research conducted by Inkeri Ruokonen and Maie Vikat (2005)
showed a connection between musical activities in the family environment
and the level of music aptitude among children aged 6-8 as well. Family’s
involvement also proved to have a positive impact on pupils’ musical achieve-
ments in the research carried out by John A. Sloboda, Derek G. Moore,
Michael J. Howe and Jane W. Davidson (1996: 399-412). The researchers
established that parents whose children had enjoyed great achievements from
an early age were involved in the child’s musical instrument lessons, provided
support for their children and were interested in music themselves.

The results of Agnieszka Weiner's research conducted among early
school-age pupils (2010, pp. 285-312) are interesting as well, indicating a
highly significant, though weak, correlation between pupils’ music compe-
tence and the level of family’s cultural life and its economic status. In addition,
there is a near-moderate correlation between parents’ education and children’s
music competence.

Other noteworthy results are found in Barbara Kamifiska’'s (1997: 156—
157) research on the connection between the level of vocal competence among
children and youth aged 6—17 and the musical conditions provided at home
in the first years of the child’s life. Moderate positive correlation coefficients
show that the development of child’s vocal competence should be associated
with the family’s appreciation of music and its presence in the family life.
Moreover, a moderate and highly significant correlation was found between
early experience with singing in the family environment (e.g. early introduc-
tion to singing, proper signing patterns, signing to and with the child, encou-
raging the child to sing, praises, creating opportunities for singing, correcting
singing errors) and children’s vocal competence. This tendency was further
corroborated by a research carried out under the author’s supervision (cf.
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Bonna 2012) which concerned the family’s role in developing early school-
age children’s vocal competence.

Methodology

The purpose of this research was to define the relationship between the
family’s musical culture and the music aptitude and competence observed
among early school-age children.

As part of the research procedure, the author formulated the main
problem, which involved finding the answer to the following question: What
is the connection (if any) between the family’s musical culture and the music
aptitude and competence among pupils aged 7-9? The main problem was
divided into the following sub-problems:

1. What is the correlation (if any) between parents’ education and music
aptitude/competence test scores achieved by pupils?

2. What is the correlation (if any) between the family’s musical culture
and music aptitude/competence test scores achieved by pupils with high/
low tonal aptitude?

3. What is the correlation (if any) between the family’s musical culture
and music aptitude/competence test scores achieved by pupils with high/
low rhythm aptitude?

4. What is the correlation (if any) between the family’s musical culture
and music aptitude/competence test scores achieved by pupils with high/
low general music aptitude?

The empirical quantitative research methods applied by the author involved
a questionnaire and a test. The questionnaire was used to obtain the infor-
mation on the general level of parents’ education and the family’s musical
culture, which for the purpose of this research was defined through various
forms of musical activity undertaken with varied frequency for the sake of
children, for instance singing, learning songs, playing instruments, listening
to music and participating in concerts together. Musical culture was also
influenced by the parents’ amateur or professional involvement in music.

In order to evaluate pupils’ music aptitude, the author applied Gordon’s
IMMA (Intermediate Measures of Music Audiation) test. The test is used to
diagnose two basic areas of music aptitude development —tonal and rhythmie
which Gordon refers to as audiation abilities (cf. Gordon 1998b, 1999b).
The test is divided into two sub-tests: Tonal test, and Rhythm test. Meanwhile,
in order to diagnose pupils’ perceptual musical abilities, the author applied
Gordon’s ITML (lowa Tests of Music Literacy) test, Weiner's TPMA (Test
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of Perceptual Musical Abilities) test and her own SPUM (from Polish:Spraw-
dzian Percepcyjnych Umiejeetnouci MuzycznyehTest of Perceptual Musical
Abilities) test. The TPMA test is designed for pupils attending the 3' grade
and itis used to diagnose important areas of music perception and the related
abilities within the following scope: I. Perception of the constructive elements
of a musical piece; Il. Identity in music, style sensitivity; Ill. Associating
music with non-musical contents, sound sensitivity (Weiner 2007: 41; cf.
Bonna 2014).

Gordon’s ITML test can be used to evaluate the basic musical achieve-
ments connected with the understanding of tonality and rhythm. For the
purpose of this research the author applied the auditory perception sub-test,
which is included in the first part of the said test. It verifies pupils’ perceptual
abilities when it comes to the auditory identification (audiation) of major
and minor tonality in short melodic phrases as well as the duple and triple
meter in rhythmic pieces (cf. Gordon 1991, 1994; Kouodziejski 2014). Mean-
while, the SPUM test was applied to evaluate music competence among
children attending the 15t and the 2™ grade. Using this research tool, the
author evaluated the children’s auditory ability to differentiate sound pitch,
their perception of consonance, individual sounds, the contour and the tonal
centre of melody as well as the ability to identify the structure of musical
pieces they heard (AB, ABA). In order to evaluate the pupils’ rhythm improvi-
sation readiness, the author applied Gordon’s RIRR (Rhythm Improvisation
Readiness Record) test. It comprises 40 pairs of exercises, where each pair
has a specific rhythm structure that is played using the same simple melody
line. Pupils are then asked to answer whether the two motifs in each pair
sound the same or not (the possible difference is in the rhythm) (Gordon
1998a: 34). In order to diagnose the pupils’ vocal and improvisation abilities,

a multiple-point estimated scale was developed (see Gordon 1986: 14). It
was used by competent judges who evaluated the intonational, rhythmic
and expressive/technical correctness of children’s performance of a popular
Polish song titled Stary niedéwiedé whose melodic and rhythmic structure
corresponds to the performance abilities of early school-age children. This
scale was also used to evaluate the children’s tonal and rhythm improvisation
abilities.

The correlations between the variables were described using Spearman’s
rank correlation coefficient (r ).

The research was conducted in 2010 and 2011 at the European Union
Primary School No. 46 in Bydgoszcz, Poland. The participants were 131
pupils from Grades 1-3 and their parents.
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Results

In terms of the research, it seemed interesting to clarify the connection
between parents’ education and the family’s musical culture. The analysis
showed a weak (1=0.27) but highly significant (p=0.002) correlation between
musical culture and mothers’ education. This proves that when their level of
education improves, the family’s musical culture improves as well. This
correlation was clear, though small. Meanwhile, no evidence was found for
a statistical correlation between the family’s musical culture and the level of
fathers’ education (r=0.15; p=0.097).

In order to define the relationship between parents’ educatiofiand the
level of pupils’ music aptitude, their perceptual, vocal and improvisation
abilities, as well as their rhythm improvisation readiness, the strength of
correlation between these variableswas analyzed (table 1).

Table 1.
Spearman’s correlation coefficients between the parents’ education
and the pupils’ music aptitude and competence

Test Mothers’ education Fathers’ education
1 2 3
IMMA r=0.10 r=0.12
Total score p=0.228 p=0.161
N=131 N=123
ITML r=0.06 r=0.09
Total score p=0.49 p=0.306
N=131 N=123
RIRR r=0.14 r=0.26
p=0.101 p=0.003
N=131 N=123
SPUM r=0.08 r=0.12
p=422 p=0.285
N=88 N=81
TPMA r=0.18 r=0.21
p=0.249 p=0.191
N=43 N=42

2 The relationship between both parents’ education was found to have a statistically
highly significant (p<.0001), moderate correlation (rs=0.50).

8 The degree of relationship between variables was adopted from Joy P. Guilford
(see: Nowaczyk 1995: 105).
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1 2 3

Vocal competence r=0.38 r=0.32
p<.0001 p=0.0004
N=131 N=123

Tonal improvisation r=0.22 r=0.57
p=0.010 p=0.527
N=131 N=123

Rhythm improvisation r=0.13 r=0.06
p=0.145 p=0.491
N=131 N=123

Source: the author’s own research

r,— Spearman’s correlation coefficient
p<0.05 — significant difference

p<0.01 — highly significant difference
N — the number of people

The research revealed statistically highly significant correlations: the
correlation between mothers’ education and the level of pupils’ vocal com-
petence was near-moderate (¥0.38; p<0.0001), while the correlation with
fathers’ education was weak (=0.32; p=0.0004). The correlation coefficient
in mothers’ case indicates a significant correlation between the variables. In
fathers’ case, that correlation is clear, though small. Statistical dependencies
indicating weak correlations were also found between fathers’ education
and the RIRR (Rhythm Improvisation Readiness Record) test scores §0.26;
p=0.003) as well as between mothers’ education and pupils’ tonal improvisa-
tion (r =0.22; p=0.010). When it comes to the IMMA (Intermediate Measures
of Music Audiation) test, the tests of perceptual musical abilities (ITML,
SPUM, TPMA) and the rhythm improvisation tests, no statistical connection
has been found between parents’ education and children’s scores.

In the next part of the research, the author aimed at defining the strength
of correlation between the family’s musical culture and the music aptitude
and competence — i.e. perceptual, vocal and (tonal/rhythm) improvisation
abilities as well as rhythm improvisation readiness — among pupils with
high/low tonal aptitude, singled out based on the scores from the first part
of the IMMA test (table 2).
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Table 2.

Spearman’s correlation coefficients between the family’s musical culture
and the test scores achieved by the pupils with high/low tonal aptitude
(IMMA Tonal test)

IMMA Musical IMMA Musical
Tonal test high level culture Tonal test low level culture
1 2 3 4
IMMA r=0.39 IMMA r=0.06
Tonal test p=0.007 Tonal test p=0.662
N=45 N=45
IMMA r=0.15 IMMA r=0.03
Rhythm test p=0.35 Rhythm test p=0.811
N=45 N=45
IMMA r=0.23 IMMA r=0.03
Total score p=0.121 Total score p=0.859
N=45 N=45
ITML r=0.13 ITML r=0.36
Tonal test p=0.315 Tonal test p=0.015
N=45 N=45
ITML r=-0.09 ITML r=-0.19
Rhythm test p=0.533 Rhythm test p=0.203
N=45 N=45
ITML r=0.04 ITML r=0.22
Total score p=0.778 Total score p=0.156
N=45 N=45
RIRR r=0.20 RIRR r=0.06
p=0.178 p=0.696
N=45 N=45
SPUM r=0.31 SPUM r=-0.15
p=0.105 p=0.443
N=27 N=30
TPMA r=0.19 TPMA r=-0.19
p=0.457 p=0.489
N=18 N=15
Vocal competence r=0.39 Vocal competence r=0.40
p=0.008 p=0.007
N=45 N=45
Tonal improvisation r=0.56 Tonal improvisation r=0.14
p<0.0001 p=0.35
N=45 N=45
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1 2 3 4
Rhythm improvisation r=0.24 Rhythm improvisation r=0.16
p=0.098 p=0.294
N=45 N=45

Source: the author’s own research

Statistically highly significant correlations were found among the children
with high tonal aptitude. The highest moderate correlation (r=0.56;
p=0.0001) occurred between the family’s musical culture and the children’s
tonal improvisation abilities. In addition, a near-moderate correlation was
found between the family’s musical culture and the pupils’ tonal aptitude
(r=0.39; p=0.007) and their vocal competence (+0.39; p=0.008). These
results indicate that if parents have children with high tonal aptitude, if they
are involved in music either as amateurs or professionals and if their family
life includes activities such as singing, learning songs, playing instruments,
listening to music and participating in concerts together with their children,
then these parents play a significant role in improving their children’s tonal
aptitude as well as vocal and improvisation competence. The pupils with
low tonal aptitude also revealed statistically significant and highly significant
correlations. A moderate correlation (r=0.40; p=0.007) was found between
the pupils’ vocal competence and the family’s musical culture. What is also
noteworthy about this group is the weak correlation (r =0.36; p=0.015) between
the auditory ability to differentiate major tonality from minor tonality (ITML
Tonal test) and the family’s musical culture. The results indicate a directly
proportional relationship which is significant in the case of vocal competence
and clear, though small, in the case of the auditory ability to identify the
tonality. Thus, both groups demonstrate that when the degree of musical
culture in the family improves, the pupils’ competence within the specified
scope improves as well. It must also be said that no other statistical correla-
tions were established within the scope of analysis.

In the next part of the research, the author investigated the relationship
between the family’s musical culture and the music aptitude/competence
test scores achieved by the pupils with high/low rhythm aptitude, singled
out based on the scores from the second part of the IMMA test (table 3).
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Table 3.

Spearman’s correlation coefficients between the family’s musical culture

and the test scores achieved by the pupils with high/low rhythm aptitude
(IMMA Rhythm test)

IMMA Musical IMMA Musical
Rhythm test high level culture Rhythm test low level culture
1 2 3 4
IMMA r=-0.01 IMMA r=-0.005
Tonal test p=0.96 Tonal test p=0.967
N=33 N=50
IMMA r=-0.19 IMMA r=-0.02
Rhythm test p=0.30 Rhythm test p=0.905
N=33 N=50
IMMA r=-0.11 IMMA r=-0.01
Total score p=0.542 Total score p=0.934
N=33 N=50
ITML r=-0.26 ITML r=0.18
Tonal test p=0.144 Tonal test p=0.199
N=33 N=50
ITML r=-0.18 ITML r=-0.16
Rhythm test p=0.324 Rhythm test p=0.268
N=33 N=50
ITML r=-0.26 ITML r=0.06
Total score p=0.149 Total score p=0.679
N=33 N=50
RIRR r=0.01 RIRR r=0.16
p=0.936 p=0.269
N=33 N=50
SPUM r=-0.02 SPUM r=-0.27
p=0.937 p=0.086
N=16 N=42
TPMA r=-0.03 TPMA r=-0.14
p=0.918 p=0.749
N=17 N=8
Vocal competence r=0.05 Vocal competence r=0.32
p=0.800 p=0.022
N=33 N=50
Tonal improvisation r=0.43 Tonal improvisation r=0.03
p=0.014 p=0.859
N=33 N=50
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1 2 3 4
Rhythm improvisation r=-0.04 Rhythm improvisation r=0.06
p=0.815 p=0.703
N=33 N=50

Source: the author’s own research

Individual statistical correlations between the variables were found in
both groups of pupils (with high/low rhythm aptitude). The pupils with
high scores in the IMMA Rhythm test showed a moderate correlation
(r=0.43; p=0.014) between their tonal improvisation abilities and the family’s
musical culture. Thus, the correlation between these variables is significant
and it means that the higher the level of family’s musical culture (manifested
by different forms of musical activity undertaken for the sake of children as
well as family members’ involvement in music), the better the pupils’ improvi-
sation abilities. It also proves that the lower the level of family’s musical
culture, the smaller the pupils’ improvisation achievements. The group of
pupils with low rhythm aptitude demonstrated a weak correlation (r =0.32;
p=0.022) between the family’s musical culture and the pupils’ vocal compe-
tence — the relationship is clear, though small.

In order to answer the final research question, the author calculated the
correlation coefficients between the music aptitude/competence of pupils
who achieved high/low total scores in the IMMA music aptitude test and
the level of musical culture in their families (table 4).

Table 4.
Spearman’s correlation coefficients between the family’s musical culture
and the test scores achieved by the pupils with high/low music aptitude
(IMMA Total score)

IMMA Musical IMMA Musical
Total score high level culture Total score low level culture
1 2 3 4
IMMA r=0.46 IMMA r=0.01
Tonal test p=0.009 Tonal test p=0.927
N=31 N=53
IMMA r=-0.26 IMMA r=-0.06
Rhythm test p=0.168 Rhythm test p=0.675
N=31 N=53
IMMA r=0.05 IMMA r=-0.03
Total score p=0.787 Total score p=0.826
N=31 N=53
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1 2 3 4
ITML r=-0.04 ITML r=0.30
Tonal test p=0.829 Tonal test p=0.031
N=31 N=53
ITML r=0.03 ITML r=0.14
Rhythm test p=0.883 Rhythm test p=0.335
N=31 N=53
ITML r=0.08 ITML r=0.17
Total score p=0.662 Total score p=0.223
N=31 N=53
RIRR r=0.08 RIRR r=0.01
p=0.684 p=0.916
N=31 N=53
SPUM r=0.50 SPUM r=-0.19
p=0.048 p=0.232
N=16 N=41
TPMA r=0.08 TPMA r=0.01
p=0.785 p=0.987
N=15 N=12
Vocal competence r=0.32 Vocal competence r=0.34
p=0.076 p=0.013
N=31 N=53
Tonal improvisation r=0.47 Tonal improvisation r=0.06
p=0.007 p=0.644
N=31 N=53
Rhythm improvisation r=0.14 Rhythm improvisation r=0.07
p=0.451 p=0.603
N=31 N=53

Source: the author’s own research

The analysis has showed that the group of pupils with high music

aptitude demonstrates statistically highly significant or significant correlations
between the level of family’s musical culture and the pupils’ tonal aptitude

as well as tonal improvisation and perceptual abilities diagnosed using SPUM.
The highest correlation coefficient occurred between the family’s musical

culture and SPUM scores (=0.50; p=0.048), then tonal improvisation
(r=0.47; p=0.007), and then tonal aptitude (IMMA Tonal test: r =0.46;
p=0.009). All correlations proved moderate, indicating a significant con-

nection between the parameters in question. What is also noteworthy about

this group is the nearly statistically significant (p=0.076), though weak
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(rs=0.32), correlation between the family’s musical culture and the level of
pupils’ vocal competence. Meanwhile, the pupils with low music aptitude
demonstrated only two statistically significant weak correlations between
the family’s musical culture and the level of children’s vocal competence
(r=0.34; p=0.013) as well as the auditory ability to identify major/minor
tonality (ITML Tonal test: r =0.30; p=0.031). The results indicate a clear,
though small, connection between these variables.

Conclusions

The research has showed that the level of music aptitude and selected
musical abilities observed among early school-age children should be asso-
ciated with the musical culture of their family environment. That culture is
developed through various forms of musical activity undertaken with varied
frequency for the sake of children, including singing, learning songs, playing
instruments, listening to music and participating in concerts together. The
level of musical culture is also influenced by parents and their amateur or
professional involvement in music. Another important factor is parents’
education which shows statistically highly significant or significant correlation
with the level of vocal competence, tonal improvisation abilities and pupils’
rhythm improvisation readiness. A relatively highest moderate correlation
was found between the level of mothers’ education and children’s vocal
competence.

In the group of pupils with high tonal aptitude, which was singled out
based on the IMMA test scores, the author observed moderate and statistically
highly significant correlations between the family’s musical culture and pupils’
tonal improvisation abilities, vocal competence and tonal aptitude. When it
comes to the children with low scores in the tonal test, musical culture proved
to have a moderate correlation with vocal competence and a weak correlation
with the auditory ability to differentiate between major and minor tonality.
Meanwhile, the pupils with high rhythm aptitude demonstrated a statistically
significant moderate correlation between the musical activity undertaken
with the family and their level of tonal improvisation, whereas a weak statis-
tical correlation was found in the group of pupils with low rhythm aptitude
which showed a clear, though weak, connection between musical culture
and the level of children’s vocal competence. The statistical moderate correla-
tions were also discovered among the pupils who, in general, achieved high
scores in the IMMA test. These correlations showed a significant connection
between the family’s musical culture and the level of pupils’ musical compe-
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tence, the perceptual abilities diagnosed using SPUM and their tonal improvi-
sation. When it comes to the subjects with low scores in the IMMA test,
weak correlations occurred between the family’s musical culture and the
pupils’ ability to differentiate tonality and their vocal competence.

The research has showed for both groups that when the degree of musical
culture in the family improves, the test scores within the specified scope
improve as well. All the correlation coefficients described in this paper indicate
a directly proportional relationship between the variables in question which
proved stronger among the group of pupils who demonstrate high tonal and
rhythm aptitude and who, in general, achieved high scores in the IMMA
test. Moderate correlations were predominant among those pupils, indicating
a significant connection between musical culture in the family and the level
of music aptitude and selected musical abilities. As far as the pupils with
low music aptitude are concerned, the low correlation coefficients were predo-
minant, indicating a clear, though small, connection between the correlated
variables.

The results presented confirm other findings on the connection between
musical culture in the family and the level of pupils’ music aptitude and
competence (cf. Shuter-Dyson, Gabriel 1986; Kamifiska 1997; Konkol 2002;
Bonna 2005a, 2012; Kouodziejski 2008b; Weiner 2010) and justify the con-
clusion that the family environment is of great importance for the children’s
musical development.

Mazikas kultdra iimencg un jaunaka skolas vecuma bgrnu
muzikalas spgjas un prasmes (uz Polija veikta p¢tijuma pamata)

Beate Bonna

Kopsavilkums

Raksts sastav no ievada, metodoloiiskas daias, pctijuma rezultatu izklasta
un secindjumiem. Uzmanibas centra ir saikne starp mdzikas kultdru iimeng
un muzikalo attistibu (uztveri, dziedadanu un improviz¢danu), ko demonstrg
jaunaka skolas vecuma bgrni (1.—3. kladu skolgni, resp., 7-9 gadus veci berni).
baja pctijuméa mizikas kultlra iimeng raksturota k& dapadas mizikas no-
darbibu formas, kas tiek veiktas bg¢rnu un viou vides laba, piemgram, dziesmu
dziedadana un macidanas, mdzikas instrumentu spg¢le, mizikas klausidanas,

kopiga lidzdaliba koncertos. Mizikas kultOras veidodana liela loma ir veca-
kiem.
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Galvenie raksta aplOkotie problgcmjautajumi ir 6adi:
— Kada ir (ja ir) korelacija starp vecaku visparcjas izglitibas limeni un
be¢rnu muzikalas attistibas limeni?
— Kadair (jair) korelacija starp iimenes mizikas kult(ru un bgrnu intong-
danas prasmi?
— Kadaiir (jair) korelacija starp iimenes mazikas kultGru un b¢rnu ritma
izjotu?
— Kadalir (jair?) korelacija starp iimenes mazikas kultGru un b¢rnu muzi-
kalas attistibas lTmeni?
legQto rezultatu kvalitativa un kvantitativa analize tika veikta, balstoties
uz speciali izraudzitdm skolgchu grupam ar visaugstékajiem un viszeméakajiem
VMKM * testa rezultatiem. Pc¢tijums paradija: jo iimenc¢ augstéka mizikas
kultGras pakape, jo augstéks ari abu grupu skolgnu muzikalas attistibas
[fmenis. Apspriepamo mainigo korelacijas izradijas spc¢cigékas skolgniem ar
labam inton¢gdanas prasme¢m un ritma izjatu, kuri kopuma ieguva labakus
rezultatus muzikalas attistibas testa.
Pctijums iava ari secinat, ka b¢rna muzikélo attistibu ietekm¢ vecaku
(pirmam kartam mates) vispargjas izglitibas Iimenis un sociali ekonomiskais
statuss.
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Edwin Elias Gordon’s Theory:
Implications for Social Aspects of Making Music
in the Education of a Child
(According to the Author’'s Own Educational Research)

Dr. phil. Pawel Adam Trzos
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Abstract

The paper presents the selection of author’'s own research results on
selected assumptions of Gordon’s Theory of Music Learning in early educa-
tion. The paper discusses the assumptions of Gordon’s theory that concern
the social environment of music learning, developing specific music skills by
the learners, and relevant musical activities of teachers, parents or other
musicians. The importance of child’s social environment for learning music,
as well as social aspects of performing music, is emphasised. The research
included diagnostic probing, observation techniques and interviews. The
research results expressed in percentage are based on the purposive sample
of Polish parents of children aged 0—7, teachers and students of early music
education.

Key words: audiation, music education, social patterns, competencies,
social relations, school.

Introduction

When analysing the quality of a child’s music education and the impor-
tance of the main educational environment, it is important to take into consi-
deration the competences of parents and teachers. They need to be able to
understand, explain and create situations, in which the main musical capaci-
ties of a child are developed. According to Edwin Elias Gordon, the core of
such capacities is audiation, the main category of musical development and
musical understanding (Woodford 1996: 83).

This paper points at the social aspects of learning, namely, the impact
of adults’ everyday musical activities, and the ‘me—you’ relationship or
‘teacher — student’ relationship that is formed with the child participating in
these activities. The joint involvement of the main institutions responsible
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for a child’s development, namely, the family, nursery school, and school is
also important. These institutions should be involved in developing audiation
when playing music with the child every day. In this analysis, Gordon’s
theory of audiation has been adopted. This category is central to describing
the musical thinking pattern in a way that takes into consideration a specific
musical language and culture of the child’s social environment. The sociolo-
gical and phenomenological perspective in this paper was adopted from Alfred
Schitz (Schitz 2008: 232-240). Although Schiitz has never mentioned
audiation as a category of ‘Making Music Together’ (Schitz 2008: 232—
240), he discusses experiencing and interpreting music in the context of the
internal understanding of music, which is exactly what Gordon understands
as audiation (Gordon 1999: 22—-24; Gordon 2005: 63—-65). Social teaching
and learning music by audiation is empowering the learner and making the
teacher a musical guide. Face-to-face interactions are typical of this approach
and create a common ground for all the musicians (parents, teachers and the
child), as described by Schitz (Schitz 2008: 206, 225-239). In this paper,
the common ground mentioned by Schutz is the environment, in which the
child develops, namely, the family (with its musical and cultural resources
and achievements obtained by the parents, siblings and the child), nursery
school and school (Woodford 1996: 87—88; Gordon 2005: 64-66; Schitz
2008: 239).

The importance of these educational environments makes them a real
alternative for shaping children’s knowledge and music experiences (Folkestad
2006: 144). That is why, many researchers are interested in music compe-
tences of instructors who monitor music development of children on the
informal stage of music education. Qualitative and quantitative analyses are
then extremely important in shaping music competences of adults, especially
in terms of: their passion and musical-educational preferences, music know-
ledge, self-assessment of practical skills, description of everyday music life
quality, interpretation of their own music biographies, description of music
experience and attitude towards music development through long life educa-
tion (Lamont 2011: 370-374, 380—385; Folkestad 2006: 135-145; Gordon
1997; Zwolifiska 2013: 144-149).

Musical guidance at early stages of developing audiation

In his theory on developing audiation, Gordon clearly emphasises the
need to involve the child’'s social environment in the process of musical deve-
lopment. Other researchers also notice this need, among them Beata Bonna,
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who stresses the role of the family environment in the early music education

basing on her own research (Bonna 2005:; 60—73). Parents are the first and

most important teachers responsible for providing musical stimuli at the

early stages of development (Bonna 2005: 60-73; Zwolifiska 2011: 256).

Reproducing local musical culture is a natural step in the musical development

directed by competent parents. If placed in the context of developing audiation

in a child, these activities support the key process in musical development

(Gordon 1999). Audiation development can be guided in a family by way of

the following tasks:

— stimulating musical thinking inthe child by presenting different
musical activities performed by the parents;

— creating situations, where experiencing musicand its
elements becomes natural and common for both subjects (the parent
and the child);

— activating perception of music material, which is strongly
diversified in terms of tonality and rhythm (the material is to be sung
by parents and children and accompanied by movement);

— evoking reactions to music(various, such as facial expression,
movement and vocalising), taking care to praise good intentions, rather
than providing feedback (Zwolifiska, Gawryukiewicz 2007:15-17);

— shaping musical habits as reactions to musical stimuli that are
reinforced on a daily basis.

At this stage, musical guidance may be structured or unstructured.
“When guidance is unstructured, the parent or teacher exposes the child to
the culture naturally, without specific planning. When guidance is structured,
the parent or teacher plans the lesson specifically” (Gordon 1999: 327). Itis
widely known that music carries particular musical information (content)
and the effect music has on the audience depends on the ability to receive
and process musical information. A child gains this ability while learning
the musical language. Activities of competent parents and nursery school
teachers should support the natural order, in which a child gains interest in
music, child’s activities in response to and reactions to musical content
(Gordon 1999: 327). This aspect of musical guidance by adults is of utmost
importance for the early education of children.

! Parents do not have to be professional musicians. It is enough if they can sing
relatively in tune, move rhythmically and, most importantly, if they feel being respon-
sible for the child’s musical development.
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Musical guidance as an informal way of teaching music demands activity
and music competences of people who create everyday environment for the
development of a child. Social (personal, socialising, inculturating) aspect of
group activities (parents, teachers, students) and relation between research
and practice of music implementation for small children are clearly stressed
in this informal music instruction (Folkestad 2006: 138—139; Jorgensen 1997:
24-26). Inculturation (enculturation — Folkestad 2006: 139) is a process of
natural acquisition of music culture by an individual, and, according to Gor-
don, it becomes the most important process since it includes demonstrating
the diversity of music and surrounding a child with music based on different
scales, metre, tempo, sound and dynamics; singing for a child in the same
keys and presenting motifs that differ in tonality and rhythm (Bonna, Trzos,
Kouodziejski, 2014: 7-8). Informal guidance in music should focus on orga-
nising everyday music experience in an unprocessed form, as it is most typical
in a given social context (Gordon 1999: 329¥7. Musical guidance focuses
competent adults’ attention on everyday music culture that is most common
in a child’s environment in order to make the child acquainted with its main
features: tonality and rhythm. Optimal developmental activities in this field
have the following results:

— searching for musical idioms of the immediate surroundings;

— reinforcing the patterns of musical communication;

— creating the child’s first musical utterances;

— processing the elements of speech within the musical paradigm (percep-
tion of words, phrases, semantics and syntax of a sentence) (Zwolifiska
2011: 259).

Another area, where parents and teachers should be active, is supporting
the development of audiation in terms ofimitating music. Child’'s develop-
ment in this field requires an appropriate attitude of the adults, who should
be the role models. This is also important due to children’s natural propensity
to imitation, which is emphasised by Jerome Bruner (Bruner 2010: 75). Situa-
tions that stimulate children to imitate musical activities can occur spontaneously
and may have lasting results. Both Gordon and Bruner believe that when
guiding the musical development of children, adults should bear in mind
that children learn through imitation (Bruner 2010: 74—76). This attitude is
based on the research, which has showed that children have strong cultural
propensity, sensitivity and will to spontaneously imitate their parents and

2 Gordon notes that the best music is the music adults listen to (Gordon 1999329).
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peers (Bruner 2010: 75). According to Gordon'’s theory, it is necessary to
differentiate between imitation (typically, children mimic reactions to music
and musical activities) and modelling (concrete or abstract) in music.
While imitation (copying spontaneously the observed musical activity) is
typical of early stages of development, later on modelling becomes the main
process that stimulates musical activity in a child, such as singing, moving to
music, listening actively, etc. An example of modelling is directing the
development of the child towards the ability to finish a melody or perform
the central sound to complete a particular musical phrase (tonic or macro-
beat). The ultimate aim of modelling is for a child to be able to use indepen-
dently similar motifs, concepts and rules in future musical utterances (Bandura
2007: 166; Zwolifiska 2011: 258). Activities of the adults, who are the models
for learning music, help the child form musical concepts and strategies of
processing fragments of musical content (Zwolifiska 2011: 258), and, even-
tually, learn the rules of the musical language.

The appropriate musical guidance in the natural social circle helps
children perceive, imitate and process the musical content. This, together
with coordinated movement and respiration required for playing music,
prepares children for assimilating music.

Competent adults and musical guidance of children

A child’'s music education requires active participation of competent
parents and teachers, who support the child (Uchyua-Zroski 2012: 278—
279). This involvement depends on the quality of the systematically adjusted
everyday musical experience shared with the child. This adjustment is based
on the evaluation of the naturally observed musical activities of both subjects:
the adult and the child. The importance of these competences in an adult
who guides musical interactions is stressed by Maciej Kouodziejski. The
researcher has created a detailed profile of such a guide. He emphasises that
such a person should be research-oriented (Kouodziejski 2012a:373-384;
Kouodziejski 2012b: 366—367). There are numerous competences that adult
partners in music education of a child (i.e. parents and teachers) should
have, such as teleological, procedural, diagnostic, constructivist, commu-
nicative and creative competences, but the ability to take on a researcher’s
role and describe (observe and diagnose) everyday situations related with
making music together with a child is also important (Kouodziejski 2012b:
363-364, 366—367). Making music together with a child has not only
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aesthetic, but above all developmental, cognitive, and didactic purposes, as
it reinforces the process of assimilating music. Gordon pays a lot of attention
to the activities of parents and teachers, which he sees mostly as informal
musical guidance. The emphasis is placed on the joint activities that are
based on the child’s ability to experience music.

1) Children learn music in that they experience tonality. This may take

the following forms:

sensing and performing the tonic and the notes of the passing chords,
sensing and performing fragments of scales, tonality and keys in the
songs,

processing a succession of notes from a given scale on the basis of known
songs (or their fragments),

the internal experience of time in music (duée): experiencing the execu-
tion and processing the length of a phrase and the time of waiting for
an answer (in teaching tonal maotifs),

tonal improvisations.

2) Children learn music in that they experience rhythm. This may take

the following forms:

sensing and performing macrobeats, microbeats, rhythmical motifs,
tempo, and metre,

the internal experience of time in music (dugée): rest, silence, fermata,
time of waiting for an answer of the child or the parent (in teaching
rhythmical motifs),

processing tempo and metre,

experiencing the meaning of changes in tempo and metre,

creating rhythmical patterns and improvisations (e.g., in movement
games and dances).

3) Children learn music in that they experience musical knowledge.

This may take the following forms:

combining theory with everyday musical practice,

making associations between public performance or concerts and one’s
own knowledge about the content of such musical events,

creating situations that give the sense of agency in music,

building one’s own knowledge about music (concepts, opinions, expla-
nations), supported by child’s experience, episodes, passions, failures
and successes, as well as attempts to establish what is important in
music.
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4) Children learn music in that they experience social relationships.

This may take the following forms:

— experiencing and shaping ‘face-to-face’ relationships when making music
in a band,

— experiencing and arranging ‘scenes of focused attention’ (parent—child
relationships, classes, on stage: actor and audience, during concerts and
musical events, etc.),

— finding many different solutions when making music in a band.

Methodology

A self-evaluation survey was carried out among parents, teachers and
students regarding their understanding and ability to incorporate different
practices of musical guidance for children aged 0-7. The focus was on
understanding and incorporating different practices that help children learn
music by experiencing tonality, rhythm, knowledge about music and social
relationships. The respondents were recruited from three groups:

1) parents of children aged 0—7 (recruited randomly from a group of parents
of children from a municipal nursery school and a group of parents
participating in the Muzopolis® educational-research project),

2) nursery school teachers (from the municipal nursery school) and teachers
participating in the Muzopolis educational-research project,

3) students of early music education (from the cities of Bydgoszcz, Konin,
and Kalisz in Poland).

All the participating parents confirmed in advance that they are involved
in developing their child’s key musical capacities typical for the age of the
child at home and in other settings.

The teachers confirmed in advance that their work in the nursery school
is based (partly or entirely) on the musical content and the activities that
combine different areas of preschool education, such as teaching songs and
dances, playing musical instruments, using background music for painting,
reading or relaxing, interpreting music, etc.

The students were divided into two groups: the first group specialised
in general preschool and early school education, and the second one speci-

3Muzopolis is an educational-research project of the Music Pedagogy Faculty of
Kazimierz Wielki University in Bydgoszcz (Poland). The participants are children aged
0-7 and their parents. It includes experimental classes held by specialists from the
Faculty, following the innovative strategy of music teaching based on Gordon’s theory.
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alised in music education. However, the students in both groups received
training as teachers of music for little children.

During the survey, Self-evaluation sheetand Interview questionnaire
were used by the respondents to evaluate their ability to guide the musical
development of children, when making music together. The purpose of this
diagnosis was to learn the opinions on different aspects of teaching and
learning music during the time children and adults spend together, in particular:
1) absorbing, understanding and processinglements of everyday know-

ledgeabout the musical development of a child and
2) applying selected practices of developing musicality in childrerinde-

pendently, such as teaching by experiencing tonality, rhythm, knowledge
about music (concepts), human relationships (encouraging soloists, orga-
nising group activities, group dances, free music making sessions with
adults, etc.).

The respondents evaluated the intensity and the appropriateness of
interaction on an 11-point scale from 0 to 10, where 0 was the lowest grade
and 10 was the highest grade. The answers of the adults expressed in points
were then converted to percentage scores, where each point corresponded
to 10% of meeting the tonal or rhythmic criteria.

The aim of the diagnosis in the group of student was to find out how
much they knew about organising educational practices and possible prefe-
rences in terms of early (up to 10 years of age) music education models. By
shedding light on the opinions and the preferences of education, students
can help explain and predict the tendencies in contemporary music education
and describe the frame of mind of the future teachers.

The research was carried out in two stages: between 2010-2011 — the
research among students (N = 272) and between 2011-2013 — the research
among parents and teachers (N = 56).

Results

Adults’ personal knowledge about children’s
music education

The first step in the research on social aspects of music learning was
evaluating the students’ personal knowledge in the domain of interpreting
their teaching practice. The respondents were asked about the meaning of
music education. With this question, it was possible to learn the students’
opinions about their personal attitude to music education and their activities
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when making music with a child on an everyday basis (attitude, objectives,
knowledge, and competences). The students’ answers are presented in Table

Table 1.
Students’ interpretation of everyday teaching practice
in early music education
Early music education is based on: N %
Students of
pre-school education
Fhe use of and gaining theoretical knowledge 112 50.45
in action
general instructional and educational work 38 17,1
learning |m.prOV|s§t|on — this is the only 72 32.45
way to avoid routine in art
Students of music

the use of and gaining theoretical knowledge
. - 23 46
in action
general instructional and educational work 17 34
learning improvisation — this is the only way

. L 10 20
to avoid routine in art
Students of pre-school education 222 100
Students of music 50 100

Total 272 -
Source: The author’'s own research

Another aim of the research was to check, whether the respondents were
in favour of the social methods of music teaching. In Poland, there are various
attitudes to progressive and traditional didactics. This results in a diversity
of teaching preferences of students and teachers who specialise in music
education at early stages of children’s development. Due to this diversity it
is difficult to describe unequivocally the role of adults and their interactions
with children during everyday music making, as perceived by the respondents.
The role of adults as experts who communicate objective knowledge about
music to children (traditional objectivism) is gradually replaced with the
role as interpreters of emotions when experiencing music together with the
child (constructivism). Therefore, examining the personal attitudes of students
and teachers in this field may suggest which model of music education and
practices of developing musicality is the dominant one. Therefore, checking
the respondents’ preferences in this aspect was so important (Figure 1).
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Figure 1. Preferred music education model in students’ opinion

The research results showed that the majority of adult subjects strongly
preferred the constructivist approach to music education (Figure 1). This
attitude bears similarities to the progressive didactics. Therefore, it was
assumed that the subjects would be ready to accept the principles of the
progressive theory of teaching music by Edwin E. Gordon. Thus, the personal
opinions of students of education were collected, and those opinions seemed
favourable for the application of the social practice of music making, accor-
ding to one of the most important theories proposed by Gordon. Another
research (analysing the profile of a perfect learner of music — Trzos 2012)
showed how the years of experience (professional, educational, musical
and social) shaped personal theories on this topic, expressed by the partici-
pating students. This is linked with the ability to accept the progressive and
innovative theory by Gordon. The theories shared by the students demon-
strated their personal knowledge about the musical development of a child
and their conviction that the attitude based on Gordon’s theory should be
adopted. This knowledge includes personal definitions used by parents and
teachers in their everyday thinking about the development of musicality in
a child. The subjects also gave their own definition of the key term in Gor-
don’s theory — ‘audiation’ (Gordon 2005: 63—-66, 82). This way, it was
possible to semantically analyse the subjects’ knowledge on musical develop-
ment of children (Flick 2011: 100-110; Lamont 2011: 369; Trzos 2012:
140-171).

The researcher: “How do you understand the term ‘thinking music'?
Please, describe a situation from your past that was associated with the use
of the Theory of Teaching Music by Edwin Elias Gordon”.
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X: “[...] I've previously mentioned Gordon’s theory, and now | think
that we can ‘think music’ all the time. Thinking music is so universal, because
when our parents sing lullabies or murmur some simple melodies, they already
shape our musical imagination. For example, when a two-year old girl in
my family feels annoyed or bored, she approaches the TV and asks to switch
the ‘la-la-la’ on (laughter). She already knows that this is what she needs
and that thinking music will shape her imagination. She sways to music and
makes specific movements; thus, already at the age of 2 she understands
music. Clearly, Gordon'’s theory applies to everyday life and educationl
would like, I'd actually DREAM that parents and teachers understood how
important it is to shape musical imagination in such small children. Raising
teachers’ awareness is very importaria teacher, 44. Trzos 2012: 185-186).

This subjects response suggests that there are numerous occasions in
everyday life to become personally convinced that Gordon’s theory is accurate.
Theterm‘audiation’ was already present in the commonsensical approach
of the subject. The personal definition of the term ‘audiation’ helps to explain
the semantic meaning of the knowledge about a child’s development and
thet importance of making music together with the child at home and at
school. This way the recognisable resources of the personal semantic know-
ledge of adults making music with children become the basis for describing
the appropriate ways of making music together. This also applies to exploring
the possibilities of adults to introduce innovations into everyday activities
that develop musicality in children.

Self-evaluation of parents and
teachers making music with children

The context of this survey was the self-evaluation of adults who stimulate
the sense of tonality and rhythm in children by way of musical guidance,
which is the most natural method at early stages of a child’s development.

The self-evaluation of musical guidance in the field of tonalityreferred
to the practice of teaching music to children through the experience of tona-
lity. This analysis had to take into account certain aspects of knowing about
and applying in practice the following concepts:

— the so called ear for music (being melodically gifted),

— the ability to develop the sense of melody (in fragments or as a whole),

— the ability to develop the sense of tonality (e.g. in the major/minor cate-
gories),

— the ability to develop the sense of a central note (tonic),
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— the quality and the frequency of singing with children and for children,

— imitating and modelling tonal motifs (simple, consisting of two or three
notes),

— the ability to choose songs in different keys and tonalities,

— developing preferences for melodies in children (forming the skills of
comparison and choice).

The self-evaluation of musical guidance in the field of rhythmreferred
to the practice of teaching music to children through the experience of rhyth-
mical structure. Similarly to the analysis of tonality, the focus was on being
aware of and applying in practice the following concepts:

— rhythmical capabilities,

— developing the sense of tempo (in the categories of slow and fast),

— developing the sense of metre (in the categories of simple and complex),

— developing the sense of stability and variability of the rhythm (slowing
down and speeding up),

— the ability to develop the sense of a central note (macrobeats),

— the quality and the frequency of chanting texts rhythmically with children
and for children,

— imitating and modelling simple, rhythmical motifs.

The results of the self-evaluation of parents and preschool teachers in
both fields are shown in Figures 2 and 3:

Figure 2. The self-evaluation of parents and teachers in guiding early
development of musicality in children. Developing the sense of tonality
Source: the author’s own research
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Apparently, in terms of guiding the development of tonal skills in children,
the self-evaluation of parents is rather low, especially regarding the practical
application of specific solutions. Using in practice the knowledge adults acquire
every day on developing the perception of melody and tonal context of musical
phrases appears much more difficult than acquiring this knowledge them-
selves. Mothers felt better prepared and more confident in the practice of
developing musical skills in their children than fathers did. In comparison to
the self-evaluation of parents, preschool teachers were significantly more
aware of the theoretical and the practical implementation of tonal activities.
Probably, it results from the character of teachers’ professional education. It
transpires that the subjects evaluated their own knowledge about the musical
development higher than their abilities to implement this knowledge in practice.
The practical application in the responses of teachers and parents is understood
as supporting the development of musicality in children on everyday basis.

As regards guiding musical development in terms of rhythmical skills,
the self-evaluation of the subjects was qualitatively similar, but with higher
quantitative results — see Figure 3:

Figure 3. The self-evaluation of parents and teachers in guiding early
development of musicality in children. Developing the sense of rhythm
Source: the author’s own research

Apparently, the activities that develop rhythmical skills in children
seemed easier and more comprehensible for the subjects as compared to the
tasks aimed at the development of the sense of tonality. In this domain, the
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highest scores of self-evaluation of both parents and teachers reached 9-10
points. However, the maximum scores for the practical use of this knowledge
were lower than in the domain of tonality (parents: 6 points, teachers: 8
points). As compared to the ability of using the knowledge about tonality in
practice, the self-evaluation of being able to develop the sense of rhythm in
children was definitely higher in mothers, fathers and preschool teachers
alike. In both, the tonal and the rhythmical musical guidance of small children
the subjects evaluated their own knowledge higher that the ability to use it
in practice. In both these fields, teachers were more confident than mothers
and fathers. The results regarding the subjects’ opinions are similar and there
are no additional differences between the contexts of tonality and rhythm in
guiding musical development in children (Figures 2 and 3). Both parents
and teachers admit that it is easier to execute the tasks that develop rhythmical
skills and achievement in children than their tonal (melodic) equivalents.

Conclusions

The conclusions of the research are as follows:

1. Students analyse their own common knowledge, use experience when
interpreting the role of a modern teacher of music and his/her relationship
with the learner’s educational environment.

2. Students know from experience the traditional model of music education,
based on the tradition of Johann Friedrich Herbart's didactics, but they
clearly prefer constructivism in music education (Gordons implications).

3. They understand the social role of teachers, parents, and children —
their emotions, preferences and cooperation — in the analysis of music
experience.

4. The author’'s own research results are diagnostic in character. However,
they draw attention to the role of future teachers’ personal and subjective
preferences, which are important for the everyday music education
practice in Poland.

5. It appears that parents of small children are able to refer to their own
knowledge and capability to apply it in practice of developing musicality
of their children. They can point to their strong and weak features as
guides in the musical development of their children.

6. The research results support the findings of modern theory of music
education and sociology of knowledge, especially in the context of every-
day knowledge analysis (the so-calledVionday morning realities of
everyday life) and its influence on professional practice.
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Parents and teachers of small children are responsible for developing children’s
ability to make music. The adults should work with the children to achieve
full understanding of music and its tonal and rhythmical context. Competent
participation of adults in musical activities of children is crucial (Uchyua-
Zroski 2012: 278-279; Kumik 2012: 243). This results from the role of the
social environment in the development of a child and the significance of the
natural social relationships, where children learn attitudes and skills by obser-
ving adults, who are the role models. The same applies to musical develop-
ment. The role of parents and teachers in early music education is that of
informal guidance, where the child is stimulated in the most natural way on

a daily basis, with the use of natural processes that underline the tonal and
rhythmical experience of music. This context is very important for the natural
development of musicality in children, as emphasised by Gordon in his prog-
ressive analysis of teaching music to children. This has also important implica-
tions for teacher training practices, so that teachers understand the process
of learning music and are able to stimulate it by making use of the possibilities
provided by the natural social environment of the child. This environment
consists of adults, who have their personal theories on education and relevant
strategies (Lamont 2011: 370-381). Biographical and socialising aspect of
shaping adult relations (parents, teachers, amateurs and musicians, etc.) towards
education of their children is based on crucial experiences from their own
music life. This is the major element explaining the importance of adults in
children’s early education. The knowledge about the educational resources
supplied by the community, its musical competence, heritage and language,
as well as the role of human relationships, become essential to optimising
social teaching of music.

Edvina Eliasa Gordona teorija:
muzic¢danas socialo aspektu loma bgrna izglitiba
(balstoties uz autora veikto pedagoiisko pctijumu)

Pavels Adams Tdoss

Kopsavilkums

Raksta izlases veida izklastiti galvenie rezultati, kas giti autora veiktaja
pctijuma par atsevidiiem Edvina Eliasa Gordona mizikas méacidanas teorijas
aspektiem pirmsskolas izglitibas posma. Galvendzmaniba veltita nostad-
ncm, kas skar mizikas macidanas socialo vidi, skolghu muzikalo prasmju
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attistibu un atbilstodas darbibas, kas veicamas skolotajiem, vecakiem vai

citiem procesa iesaistitajiem maziiiem. Tiek akcentcta socialas vides no-

zime, kas bgrniem ir svariga gan mdzikas apguves laika, gan tas atskaoo-
juma.

Tiedi sociala vide sp¢j sniegt dapadas b¢rnu zinddanu un muzikalas pie-
redzes alternativas. Tapcc daudzi pctnieki interescjas par personibam, kas
b¢rniem méaca miziku izglitibas neformalaja posma. Izvertcjot do neformalo
pedagogu (pieaugudo) prasmes, arkartigi batiska ir gan kvalitativa, gan kvan-
titativa analize, it ipadi 6ados aspektos: aizraudanas un prioritates mazikas
pedagoiiska repertuara izvgle, mizikas zinddanas, praktisko iemaodu padno-
vertgjums, muzicgdana ikdienas dziveg, savas muzikélas biogréfijas interpre-
tacija, muzikalas pieredzes apraksts un attieksme pret muzikalo attistibu
mapizglitibas aspekta.

Vecaku un skolotiju loma agrinaja mdzikas izglitibas posma izpaupas
ka neformala vadidana: vioi stimulg b¢rnu ikdiené visdabiskakaja veida iz-
kopt intonativo un ritma izjatu. Bads konteksts ir ioti svarigs b¢rna muzi-
kalitates organiskai attistibai; to uzsvcris ari Gordons savos progresivajos
pedagoiiskajos darbos par mizikas macidanu b¢rniem. Batiski, lai tiklab
pctnieki, ka pedagogi praktiii veltitu lielu uzmanibu mdzikas apmacibas
procesa organiz¢danai, izmantojot berna dabiskas, socialas vides piedavatas
iespgjas.

Raksta izstrades gaita tika veikta diagnostiska izpcte, novgrodana un
intervijas. Procentudli izteikto pctijuma rezultatu pamata ir meritieciga
Polijas respondentu atlase, kuré parstavcti vecaki (b¢grniem 0-7 gadi), pirms-
skolas izglitibas pedagogi un studcjodie (tai skaita pirmsskolas izglitibas un
mQzikas pedagoiijas studenti). Diagnostikas mcriis bija noskaidrot viedokius
par dapadiem mizikas macidanas un méacidanas aspektiem laika, ko bgrni
un pieaugudie pavada kopa. Ipada uzmaniba tika pieversta diviem jautajumu
lokiem:

— katiek uztvertas, izprastas un interpretctas ikdiena nepieciedamas vien-
kardas zinadanas par bgrna muzikalo attistibu,

— k& izmantojamas atsevidias b¢rnu muzikalitates attistibu veicinodas
metodes; to vidd ir, piemcram, tonalas, ritma pieredzes uzkradana, iepa-
Zistinddana ar mdzikas jcdzieniem, cilvgciskajam attiecibAm muzicgdanas
procesa (solistu izvirzidana, grupu pasakumi, grupu dejas, nepiespiesta
muzicgdana kopé ar pieaugudajiem utt.).
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The Voice of a Small Child
(Preschool, School Age):
Its Characteristics and Ways of Developing
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Abstract

The author introduces the assumptions ofMusic Learning Theory by
Edwin Elias Gordon. She interprets the theory in the light of Polish education
and complements it by the review of the theory of music education, recalls
her own research on the vocal development of a child. The paper is aimed at
teachers of early music education, kindergarten as well as academic teachers.

Keywords: Edwin Elias Gordon, concept, the voice of a child, teaching
music.

Theory of Music Learning by Edwin Elias Gordon

An interesting concept of musical development of young children is
suggested by Edwin Elias Gordon. This concept is considered to be present
in Polish education both in its theoretical assumptions as well as practical
learning activities. Gordon has proved scientifically that the acquisition of
musical experiences for a child is gradual and proceeds with the simultaneous
development of ‘exhibited’ skills of child (e.g. when child moves, claps, chants,
jumps, dances). Gordon sees effective learning music by young children in
activating their cognitive and hearing processes, leading them to the pheno-
menon of audiation. Audiation in the child’s mind occurs when music is
heard and understood by the child’s mind, although it is not physically present
in its environment. Gordon claims that the assimilation of music by children
depends on the skills of internal hearing and the level of mental development
processes. Under the above assumptions, Gordon proposes to set the process
of music education of children from birth to six years of age. He assumes
that the particular stages of musical development are characteristic for an
individual child and it is difficult to determine the age range relative to the
present level of the vocal development (Gordon 1997).
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The first stage of musical development

The first stage of musical development is called ‘initial audiation’ and it
is divided into three types and three stages. Thfirst type refers to the culture
of child’s surroundings and is called acculturation’ (See Table 1: the overview
of the types and stages of pre-audiation). The child in this period of the
initial audition collects ambient sounds, listens and tries to repeat them. The
child experiences many failed attempts and random presentations. Gordon
also notes that the child at this age still has got ‘his or her children’s world’
acting freely, connecting musical activities with the movement of the body,
twitching, waving, expressing emotions and laughing. He or she emits sounds
of indefinite pitch, is ashamed during his or her presentation, the sounds are
a combination of ‘melo-babble’, wailing, glissandos and detached syllables,
e.g. ‘La, ma, ta’ (Gordon 1997).

The second typeis the ‘imitation ' of the child’s musical development and
covers the period from 2—4 to 3-5 years of age (Gordon 1997). The child in
this period more consciously encodes sounds and ambient sounds, recognizes
them, his or her eyes trace the sound source, attempts to name the sounds
based on the noun name (e.g. hears the cat’'s meowing — says ‘cat’). This is
the period of the categorization of sources of sounds. There are also successful
attempts of playing rhythm and melody, for example, the child claps his/her
hands, stomps and dances. The child presents brief motifs of his/her own
‘songs’. There are also tonal and rhythmic themes of easy structures. The
child willingly performs them with another person as in this period a small
executive courage is characteristic of the child and he or she is still tentative.

The third type of development has been termed by Gordon asassimi-
lation’ (Gordon 1997). It lasts from 3-5 to 56 years of age. During this
period, the child increasingly focuses on his or her own musical presentations.
The child compares his own musical activities with what he hears and he
feels the difference aurally. A gradual process of the coordination of move-
ment and music (rhythmic and melodic activities) begins. In this period of
life, children quickly recognize the similarities and the differences between
rhythmic and melodic motifs and vice versa. These behaviours illustrate the
child’s individual auditory predisposition. The development of the child’s
capability depends on the potential of musical abilities, the coordination of
various functions of mental processes and the level of musicianship of the
environment the child stays in (Uchyua-Zroski 1998).

Gordon, on characterizing three types of musical development of the
child, keeps age tolerance for every type and the levels employed and expresses
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them in the terms ‘from —to’. The presented features of music and externalized
behaviour of the child are the characteristics of the musical language, and can
also be likened to the phonology phenomena. Indeed, during this period the
child receives an infinite number of sounds, and then he processes them in a
certain number of categories of sound, i.e. communicative units. A detailed
description of the types and the stages of audiation is shown in the table below.

Table 1.
The general outline of the types and the stages of pre-audiation
(Gordon 1997: 41)

Type Stage
Acculturation : since the birth 1. Absorption: the child listens and aurally
to 2—4 years (little awareness) collects sounds from the environment

2. Random reactions the child moves and
‘babbles’ in environmental answers, but
inadequate to the music the child’s environ-
ment sounds.
Imitation : from 2—4 to 3-5 years 3. Deliberate responsesthe child is trying to
The child engages with the relate the movement and the ‘chatter’ to the
awareness facing the environment musical sounds of the environment.
4. Disposing of egocentrism the child recog-
nizes that his hitherto movements and
‘chatter’ are other than ambient music.
5. Breaking the code the child imitates with
some accuracy the surrounding sounds and
easy tonal and rhythmic motifs.

Assimilation: from 3-5 to 5-6 6. Self-observation the child sees the lack of
years coordination between singing and breathing,
The child engages with the and between a singsong recitation and move-
awareness facing itself ment of muscles, and breathing.

7. Coordination : the child coordinates
singing and recitation with breathing and
movement. He or she can present a longer
piece of music.

The second stage of musical development:
formal education

The stage of early childhood education classes (I-1ll) was named by
Gordon the ‘acquisition of musical skills in formal teaching’ (Gordon 1997:
41): the child still learns to differentiate sounds and themes. He or she finds
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in their presentations ‘like’, ‘different’ and ‘same’ sounds. This is auditory-
verbose, or auditory-oral level based on word associations and the synthesis
of music received or presented by the child. Following the child’s acquisition
of the skills of synthesis of musical content, the next step is to develop the
skills of reading and writing music, i.e. the stage of musical notation. During
this and subsequent periods the further liquefaction of the skills of reading
and writing notes takes place.

Table 2.
The acquisition of musical skills in formal teaching,
classes I-IIl and further

Learning to differentiate

The auditory-oral level Word associations (synthesis part)

Graphic associations (reading and writing)

Synthesis overall (reading and writing)

Learning inference

Generalization Auditory-oral-word-graphic (reading and writing)
Creativity / Improvisation Auditory-oral-graphic (reading and writing)
Understanding the theory Auditory-oral-word-graphic (reading and writing)

The teacher at this stage of musical education of the child does multi-
level work. Children, who have not mastered the rhythmic motifs or rhythmic
and melodic ones of a given stage of education, practice until they master
them. These motifs are the basis of pure chanting and singing songs and
learning further musical exercises. These children are still in the teacher’'s
evaluation at a lower level of musical development, while staying in the
same group as the students at the higher level. In contrast, the other students
are already pursuing new material. The pace of the teacher’s work is very
dynamic as well as the students’ musical (language) activity. With time diffe-
rences between children’s musical skills completely disappear and the group
presents a nearly uniform level and musical potential.

In light of the educational objectives listed by Gordon one can find
many positive attributes and apply them in teaching preschool children and
students in Polish schools. Very frequent individual work with children is
worth noticing. Each element of music (rhythm or melody) has to be mastered
by the child very well, so that the child could explore further, harder music
themes. Teaching material is structured in terms of the difficulty with imple-
menting or performing and well differentiates musical potential of the group.
All musical activities of the children are conscious, intentional and systema-
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tically implemented in the process of music education. Each child in the class

is evaluated by means of a degree and descriptively in the questionnaire by

means of the so-called ‘musical aptitude test’. Only the good skills of indi-
vidual presentation of music confirm the teacher’s belief about the child’'s
musical level. Gordon superbly follows the teaching assumptions and takes
into account the principles of teaching in particular. Each student is aware
of his or her own musical level and exhibited skills: rhythmic and melodic-
rhythmic predispositions, analysis and synthesis of a part of the music, the
conscious use of music notation. The big advantage of teaching music is
individual singing of a teacher and a child, almost without the use of the
instrument. The child needs to hear his/her own voice and performance of
music (Uchyta-Zroskil989: 101). Building the child’s musicianship based
on the vocal action is a ‘play on a natural musical instrument — voice’.

— How to transform the child’s acquired voice talent through the use of
the assumptions of Gordon’s method (the theory of learning music) in
the beautiful singing?

— How to use the database of musical development to vocal operations,
work on the song, musical text?

The way of emitting the speech and singing sounds

Speaking is getting the child ready and prepared for singing. An inherent
element of teacher’s work on the child’s voice is simultaneous development
of his/her speech. The work on the child’'s voice includes: the improvement
of speech organs’ work (sounds, syllables, words, sentences) that give them
clarity, rhythm, pitch, regulation of breathing, intonation.

Children’s pronunciation in the preschool and early school age is often
blurred (blurred letters, sounds, lack of natural dynamics, speaking on the
exhale), ‘tight jaw’ is the cause of undeveloped articulation muscles. Classes
1-3 are the best time of levelling difficulties in singing.

Oren Gould says that to teach the child singing, the following concepts
and skills must be shaped:

— the concept of sung voice, indicating the efficiency of the motor sup-
porting vocal sounds in contrast to the staccato sounds in speech,

— the term between high and low sounds, as the motor skill for controlling
level of voice pitch in speech and singing,

— learning musical sounds adds to the activities of voice,

— the activities related to learning to control various levels of voice in
speech and singing.
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According to the study by Oren Gould in the group of 602 children, the
following number of surveyed children had difficulties with singing:

— Class 1, 201 children (6/7 years old) — 34. 0% of healthy children with
difficulties in singing,

— Class 2, 200 children (7/8 years) — 24. 2% of healthy children with
difficulties in singing,

— Class 3, 201 children (8/9 years) — 17. 8% of healthy children with

difficulties in singing (Gould 1968).

The acquisition of fluency of vocal organ operation happens instinctively
by means of the coordination of
— vocal muscles,

— respiratory muscles,
— articulation by means of motor and vocal centres in the brain.

The main task of respiratory muscles during singingis to
provide vibrating strings to ‘exhaust’ the air and transfer the voice to the
resonators, and out.

The main task of the muscles during the speechsto transfer
(blown) the oscillating air stream into the mouth with the other voice reso-
nators vibrating.

The voice is a physiological basis for singing, which, unlike speech, is
not innate consonance of mobility and therefore requires a separate deve-
lopment of major components: phonation, breathing, articulation. Only proper
coordination of three physiological processes (their characteristics, diffe-
rences) is crucial for the executive technique

Broadcasting (emission) of speech sounds and singing are a set of
activities involving the development of insights, ideas, thinking processes in
the corresponding sound symbols.

The movements that the child’s various organs perform during speaking
and singing are under the dual control of the feedback signal.

The first checkpoint is the proprioceptive impulses (conscious proprio-
ceptive feeling formed within the body: pathways leading to the cortex of
the brain), derived from the muscles of voice organs, and then received by
the surrounding kinaesthetic.

The second checkpoints the auditory pulses generated from the sounds
and reaching the organs of hearing.

Thus, the subject of the present research became its componentcale,
breathing, diction, intonation, rhythm attempt inthe whole
educational process of early education. They have been measured and teacher’s
methods used in their development and improvement have been checked.
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Assumptions of the natural pedagogical experiment
with the use of one grouptechnique

The aim of the experiment was to find answers to the following questions:

In what way and how can the music teacher stimulate and accelerate
the proper functioning of the child’s voice?

Does the use of ‘heuristic method of singing’ in the music lesson (voice
tasks and exercises) affect the development of voice possibilities and musical
talent acquired in the previous stage of education?

Whether and how strong is the relationship between the development
of the basic elements of vocal techniques: the scale of voice, intonation,
breathing, diction, rhythm, and the age of the child?

The scopes of the research:

— personal: 25 students of primary school classes 1-3 string ‘a’,
— territorial: Jastrzeebie Zdr6j, random selection of classes,
— time: one year of schooling.

Research Transverse grades 1, 2, 3 in one school year

The canon of only difference, one group technique.

The didactic measurement verified the assumption, HG — Multilateral
musical education of the child in the school’s teaching/educational process
with the help of its active posture/attitude/engagement stimulates and
accelerates the development of voice capacities as a scale, the capacity of
breathing, diction, intonation and rhythm.

Didactic Measurement(as one of the research methods) of voice capabi-

lities of children reflected the following measurement criteria:

— span of the scale (ambitus),

— breathing capacity (measured by the spirometer),

— diction (the number of correctly sung words),

— intonation (recording of a song performed individually, the measurement
of correct and incorrect performances),

— an attempt of beat (Mieczyslaw Stambaka).

The applied methods and research tools

a) test — didactic measurement of the students’ vocal
skills.
Standards have been adopted to unify the results:

— AB above standard,

— C standard,

— DE below standard.
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The equation for the raw results standardization:

Sx = XI— . 100
Xmax

Sx — standard deviation
Xi —raw score of the tested child
X max — the highest score of a student within the measurement

b) test — beat attempt by Mieczyslaw Stambaka
— Student Fischer’s t test, the factor ‘t" and the standard deviation,
— Measuring the average results, modal, median.

The results of the research among 1, 2, 3-grade students ‘didactic measu-
rement’ for the tested features of voice have been presented in the three tables
below. These results have previously been standardized. The first result indi-
cates the initial state and the second one shows the final state of the research.

Table 3.
The results of the first class students
for the tested characteristics of the voice

Class 1 Initial research / final research
N=25

Above standard Standard Below standard
Scale 6/7 8/13 11/5
Breath 12/22 713 6/0
Diction 5/9 11/12 9/4
Intonation a/7 9/9 12/9
Rhythm 3/6 8/13 14/6

Table 4.
The results of the first class students
for the tested characteristics of the voice

Class 2 - :
N=25 Initial research / final research

Above standard Standard Below standard
Scale 5/9 9/10 11/6
Breath 12/19 8/4 5/2
Diction 7/5 10/13 10/5
Intonation 6/8 10/11 9/8
Rhythm 6/8 8/10 12/7
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Table 5.
The results of the third class students
for the tested characteristics of the voice
Class 3 A :
N=25 Initial research / final research
Above standard Standard Below standard

Scale 8/10 6/7 11/8
Breath 10/24 4/1 11/0
Diction 8/10 11/11 6/4
Intonation 5/8 9/9 11/8
Rhythm 417 10/12 11/6

The presented results of the initial and the final study in Classes 1, 2, 3
make it possible to notice the increase in the vocal talents of children. The
initial test results are greater than the final test results. The largest increase
concerned the ability of breathing (55 points of favourable changes), the
rhythm — 35 points of positive changes, the diction — 21 points of favourable
changes in the group of the examined students. The students have developed
least in the range of intonation, because positive changes have been noticed
only in case of 16 students. Apparently, this ability is related to the child’s
further musical development, which will be continued in the subsequent
classes.

Conclusions

1. The measurement of the didactic measurement results obtained by means
of the test ‘t’ of Student Fischer are statistically significant. The differences
are significant, which confirms the effective impact of experimental
factor in teaching music.

2. The vibration of vocal cords is the result of rhythmic impulses received
by the brain through the laryngeal muscles by means of the laryngeal
nerve. Using the larynx, man produces sounds, but he sings and speaks
primarily thanks to the work of the brain.

3. The student can correctly sing and speak only through the active
involvement of his consciousness, mental processes and muscle actuators.

4. Singing is the closest form and possibility of the child’s own expres-
siveness. It is a reflection of the performance in terms of vocal range,
breathing, diction, intonation and rhythm.
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5. Allthe researchers of musical talent emphasize the need for baby voice
training from early childhood, since vocal music influences the
development of the psyche and the personality of the child.

Vocal aptitude of the child undergoes continual processes of develop-
ment, it is not a permanent feature but requires systematic work on its impro-
vement, axiological improvement and enrichment, it is a feature of the musical
culture of the child and in the future of young people and adults. “Being a
teacher is a very important and responsible task. Anyone who takes a job of
a teacher should be aware of the mission, which is associated with the profes-
sion” (Kumik 2012: 200).

Maria Manturzewska, a music psychologist, stresses that the child’s
musical development is mainly pre-determined by the set of innate features,
the efficiency of mental processes and the artistic skills acquired in the course
of teacher’s educational (teaching) work. These features determine the rate
of the development of the child’s individual vocal abilities and their limits
(Manturzewska 1990: 70-71).

From the point of view of aesthetics, music in a child shapes his sensitivity
to beauty, develops imagination, satisfies the need for expression, teaches
independence of thinking and aesthetic evaluation. Music having favourable
effect on the intellectual development of the child involves mental effort in
order to know, hear and listen to music. Anna Dasiewicz-Tobiasz
claims: “From the point of view of feelings and sensitivity development,
music meets the needs of the inner life of the child and moving them into
aesthetic emotions and inner experiences shapes the spiritual realm and the
child’s personal interior” (Dasiewicz-Tobiasz 1997). The research on the
child’s musical development, the vocal one in particular, shows a very early
interest in the world of sounds. It is the emotional interest expressed by joy,
anxiety influenced by the sounds heard or sound stimuli. Music is the art
that the child meets the earliest, experiencing it through auditory stimuli, his
own actions, initially of playful nature and perfected through the systematic
study of singing.
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Maza (pirmsskolas, skolas vecuma) bgrna balss:
tas ipatnibas un attistibas veidi

Jadviga Uhila-Zroska

Kopsavilkums

Polijas visparizglitojodajas skolas vispopularakas mdzikas macibas me-
todes, kas akcent¢ vokalo dotibu attistibu, ir Edvina Eliasa Gordona mizikas
macidanas teorija, Zoltana Kodaja relativas solmizéacijasnetode un daigji
ari Karla Orfa metode. Raksta autore analiz¢, kA Gordona metodes pamat-
nostadnes iespcjams izmantot darb& ar maziem (pirmsskolas un jaunaka
skolas vecuma) bg¢rniem. Autore izvirza problgmjautdjumus: k&, iesaistot
atmidas un domadanas procesus, darboties ar pirmskolas un skolas vecuma
bcrniem, lai vidiem patiktu mQzika un vidi apzinati v¢lctos to izpildit? Ka
vadit mdzikas stundas, lai b¢rni spetu muzikali un vokali attistities? Raksta
autore ogmusi vera vairaku psihologu un mizikas skolotaju atzidas un veikusi
to kritisku analizi, k& arf izklastijusi pati savas idejas, kas radudas izpctes
gaita. Balstoties uz teorctisko literatQru, jo fpadi Gordona metodes nostadngm,
autore akcentg, ka bgrna dziedadana ir pamatprasme, kas atspoguio vioa
muzikalitati, emocionalas un muzikalas intereses. B¢rna dziedatspgja ir
iedzimta, dabiska, taéu to nepieciedams attistit Tpada apmacibas procesa.
Autore uzsver, ka dziedadana paredz daudzu cilvcka iermeda orgénu un
funkciju apzinatu lidzdalibu. Dziedadanas pamata ir elpodanas, dikcijas,
artikulacijas procesi, ritms, vokalais diapazons un intonécija.

Gordona metodes pamatnostadnes dziedadanas iemadu attistiba raksta
izvertctas, veicot dabisku pedagoiisko eksperimentu ar sdkumskolas 1.—
3. klases skolgniem. Par ta galveno objektu kiuva vokélas iemaodas, kas tika
testctas, izmantojot pedagoiisko merijumu. Pctijuma rezultati (3., 4., 5.
tabula) liecina par eksperimentélé faktora labv¢ligu ietekmi uz skolgnu vokalo
spcju attistibu. Tika parbaudits un pieradits p¢tijuma rezultatu statistiskais
nozimigums. Autore akcentc dziedadanas batisko lomu bg¢rna garigaja, emo-
cionélaja, socialaja un muzikalaja attistiba. Pieradits, ka b¢rna dziedatspcja
jaizkopj no agrina vecuma,; dai zida svariga gan pada audzckoa aktivitate,
gan iimenes un skolas emocionals atbalsts, iesaistot b¢rnu muzicgdana, ka
arfjaoem vera berna dabiskas muzikalas, fizioloiiskas un emocionalas tiek-
smes. Dziedadana ir ieglta prasme, kas pavada cilvgku visu vida mipu.
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Introduction

The process of education makes an essential part of everybody’s life.
Education (Lat. educatio) means ‘upbringing’ and — according to Wincenty
Okoni — it is “the whole of educative and childcare processes comprising
schooling and upbringing, as well as education in its broad meaning” (Okofi
2007: 93). Education is a system of activities associated with intellectual,
emotional, spiritual domains of life and the sphere of a practical human
activity (Okofi 2007: 201-202). Upbringing, in its turn, “must have an
axiological dimension which is a sole provider of secure, solid foundations
for a human” (Ostrowska 2006: 414). The process of upbringing and its
results are affected by numerous factors among which one can find: conscious
and intentional influence of people and institutions, a system of simultaneous
upbringing, especially the one of a suitably planned activity of the mass
media, as well as an individual effort put into shaping one’s personality
(Okofi 2007: 467). Such a many-sided activity is realized in the process of
teaching, learning and self-education.

Music education constitutes an integral part of general education and
upbringing of a human. Edwin Elias Gordon, the renowned pedagogue stu-
dying musical talents among children at the earliest stage of their lives, believes
that “music is something characteristic of the mankind. Just like other fields
of art it lays the foundation of human development and existence to the
same extent as language. Through music a child gains an insight into oneself
and others, as well as into life itself and — what might be the most important-
music enables one to develop and feed their imagination. Life without music
would be colourless” (Gordon 1997: 6). Sensitizing to music and music culture
is a “particular ‘window on the world’ for human aspirations, attitudes,
achievements and struggle. The person who makes music can use that window
any time, their life being more varied, more intensive and more eventful
than the life of a musically illiterate person” (Wierszyuowski 1979: 303).
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Within the Polish education system, music training is provided concur-
rently by nurseries and comprehensive schools in the form of general music-
teaching and developing musical interests, as well as by music schools training
professional musicians. Compared to the number of comprehensive schools
in Poland, music schools account for a low percentage. They are the institu-
tions where prospective people of culture gain their formal education — artists-
performers, authors-creators and cultural activists.

In this paper | would like to characterize Polish educational system in
terms of music and discuss the characteristics of training in the following
stages of professional music education. In my study | am going to refer to
the subject literature, current law regulations and personal professional
experience.

Polish music education system

Currently, there are 675 state and non-state artistic schools in Poland:
music, fine arts, ballet ones and of other specializations. There are over
84,000 pupils learning there and more than 16,000 teachers employed. The
majority of them — namely as many as 535 — are music schools. Among
them there are 307 state schools and 228 non-state ones, 95 of which have
a state-school status. Teaching supervision over all music schools is exercised
by the Ministry of Culture, which also plays the role of a governing body for
some of them. Local government units run 92 state music schools.

The system of Polish music schools has been modified several times
over the last 60 years. The last changes were introduced in connection with
the educational reform in 1999. The reform established a new structure of
comprehensive schools. Then there were created 6-year primary schools, 3-
year junior secondary schools gimnazja) — finishing with a final exam and
giving a chance for further education in a secondary or vocational school,
and post-junior secondary schools including 3-year specialized secondary
schools enabling pupils to obtain the maturity (matura) certificate after
passing thematura examination. With relation to the educational reform,
some changes were introduced into the music education system, especially
in the schools where general education was provided simultaneously with
music education.

In Poland there are two types of music schools — comprehensive music
schools providing both general and music education, and music schools
delivering music education only. In the first type of schools pupils in a given
class are of the same age, since music training is realized simultaneously
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with general education at the primary, junior secondary and secondary school
level, whereas in the latter pupils of a given class can be of different ages.
Teaching at both types of schools is based on the framework curriculum
comprising compulsory subjects and extracurricular educational activities.

The Polish music education system is made up of three levels. The
first level is represented by $-degree music schools, the second one — by
2"-degree music schools and the third one — by institutions of higher educa-
tion (Kumik 2011: 32).

1s-degree music schools

1s-degree music schools constitute about 70% of all music schools in
Poland. Apart from preparing pupils for the next level of professional educa-
tion, they play an important role in the process of sensitizing students to
music. In Poland there are the following types of ¥-degree music schools:
— comprehensive ¥-degree music schoolghich provide, along with music

education, general education corresponding to the curriculum of a 6-

year primary school. Due to that fact, only children starting their educa-

tion in a primary school can enrol in those schools. Students obtaining

a school-leaving certificate at this level are allowed to continue their

education in 2"-degree music schools and junior secondary schools

(gimnazja);

— 1st-degree music schoolsffering only the rudiments of music education
within a 6-year or 4-year program, depending on the age of pupils. The
candidates applying for admission to the % class of a F-degree music
school with a 6-year program must be at least 5 and not more than 8
years old in a given calendar year, whereas those applying for admission
to the school with a 4-year program must be at least 8 and not more
than 16 years old in a given calendar year (Kumik 2011: 34).

The aforementioned *-degree music schools enrol the candidates who
have passed an aptitude test. It takes place every year in April, May or June
and consists mostly of musicality test, psycho-physical predispositions exa-
mination and checking the aptitude for a particular musical instrument. In
these schools pupils are trained how to play the chosen instrument. It can be
one of the keyboard, string or wind instruments. The instrument classes are
run individually. At the beginning there are two 30-minute lessons a week
and later —two 45-minute classes per week. Supervised by the main instrument
teacher, there are also lessons with an accompanist for all the pupils except
for those of the piano, accordion and guitar classes. Moreover, the syllabus
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of the schools in question also comprises group lessons in theory such as:
eurhythmics and aural training for younger pupils and listening to music
and aural training for senior students. Theoretical subjects are taught in
groups of 10 to 16 pupils. All the students are obliged to sing in a choir, play
in an orchestra or chamber ensemble.

2"-degree music schools

2m-degree music schools prepare students to a musical profession of a
particular specialization and enable them to apply for enrolling in the institu-
tions of higher music education. Learning at these schools takes 4-6 years,
depending on the specialization, and finishes with the graduation examination
giving a right to the title of a professional musician. 2¥-degree music schools
comprise:

— comprehensive 2¢-degree music schoolsre the schools with a 6-year
program providing both general education, which covers the syllabus
of a junior secondary (gimnazjum) and secondary school, and music
education. Learning in such schools gives a right to the title of a profes-
sional musician and to getmatura certificate (a school-leaving certificate)
as part of an external examination system. The candidates who have
passed entrance exams, who are not older than 14 and have completed
a 6-year comprehensive music school, or a 6-year primary school, are
enrolled in those schools;

— 2"-degree music schoolare the schools with a 6-year program (Instru-
mental and Eurhythmics Departments) or a 4-year program (Vocal
Department), depending on the specialization. The schools accept the
candidates who have already turned 10 and are not older than 21, and
have passed entrance exams. Learning at these schools enables students
to attain the title of a professional musician. The schools teach music
subjects only (Kumik 2011: 34-35).

Entrance examinations to the above-mentioned 2-degree music schools
are held every year, in May or June, and consist of the practical exam in
instrument-playing with a pre- prepared program, the aural test and the
additional examinations connected with a given field of study. The learning
process finishes with the graduation exam giving a right to attain the title of
a professional musician in the following specializations:

— musician-instrumentalist — after graduation from the instrumental de-
partment;

— musician-vocalist — after graduation from the vocal department (4 years);
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— musician-eurhythmics teacher — after graduation from the eurhythmics
department;
— musician — violin-maker — after graduation from the violin-making

department (Kumik 2011: 31-32).

2"-degree music schools run different departments, depending on
available teaching staff and the local needs of a given school. Instrumental
departments are the most numerous ones and there is only one violin-making
department in the M. Kartiowicz Comprehensive 2-Degree Music School
in Poznah. In all the 2™-degree music schools, each department runs classes
characteristic of its educational profile.

Instrumental departmentsin all types of 2-degree music schools provide,
within a 6-year program, the following compulsory classes run individually:
the core instrument, the piano, lessons with an accompanist, piano accom-
paniment and organ improvisation. The classes are held with relation to the
instrument a given pupil learns to play. The core instrument lessons are
obligatory for all the students — two lessons a week from year 1 to 5 and
three lessons per week in the final year. The amount of time devoted to the
core instrument learning can be extended by 45 minutes a week in case of
particularly talented pupils. All instrumental department students, except
for the piano ones, have piano lessons — 3 1/3 lessons a week within a 6-year
program, whereas the classes with an accompanist do not apply to the piano,
organ, accordion, harp and guitar pupils. These lessons are given to the
students from their 1%t to the 5" year — between 15 and 45 minutes a week
and in the 6™ year — up to 2 hours per person. The classes with an accompanist
are not subject to assessment. The piano students spend 2 lessons a week
learning piano accompaniment during the whole 6-year program. The organ
students have compulsory individual classes in organ improvisation — 2 lessons
a week throughout the whole program (Kumik 2011: 48-49).

In a eurhythmics departmentthe set of compulsory subjects comprises
eurhythmics — as the core subject, the piano, piano improvisation, movement
techniques, voice production, methodology of eurhythmics-teaching, peda-
gogy, psychology, as well as theoretical subjects and choir. Most of them
are lessons given to groups of 10-16 pupils. The piano, piano improvisation
and voice production classes are run individually. As part of the piano lessons
there are elements oé vistanote-reading and accompaniment-learning, while
the piano improvisation classes are enhanced with harmonization practice
and introduction to composition. In the first semester the voice production
lessons are run in groups of 6 students maximum, whereas in the successive
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terms —individually. As part of compulsory lessons, a student of the eurhyth-
mics department is given altogether 99 lesson units a week within the 6-year
program, including 56 lessons relevant to the specialization, 37 units of joint
theory classes and 6 lessons of choir (Kumik 2011: 49-50).

Vocal departmentsexist only in the 2"-degree music schools and they
are not found in comprehensive 2¢-degree music schools. Compulsory
subjects in the department comprise: singing as the main subject, classes
with an accompanist, the piano, score-reading, elocution and recitation
lessons, eurhythmics, theory, vocal ensembles and choir. Every student has
individual classes in solo singing and the piano, as well as classes with an
accompanist. Other classes are run in groups. The main subject classes are
obligatory for all the department students — 2 lessons a week in years 1-3
and 3 lessons per week in the final year. The duration of solo singing lessons
can be extended by 45 minutes a week in case of particularly talented students.
Compulsory courses in the vocal department of the 2-degree music school
comprise 74 lessons a week within a 4-year program, including 35 classes
relevant to the specialization, 31 theory lessons and 8 hours of joint classes,
i.e. choir and vocal ensemble (Kumik 2011: 50-51).

All the departments of the 2"-degree music schools provide the same
theoretical subjects, among which one can find: aural training, principles of
music, harmony, music literature, history of music with music literature and
musical forms.

Theory classes in the 2-degree music school

departments
No Subjects instrumental eurhythmics vocal
number of classes to be held
6-year program 4-year program
1 Aural training 12 12 8
2 Principles of music 2 2 3
3 Harmony 6 6 4
4  Music literature 4 4 0
5 History of music
with music literature 9 9 12
6 Musical forms 4 4 4
In total 37 37 31

Source — the author’s own study

437



Mdzikas zinatne dodien: pastavigais un mainigais — VII

The classes mentioned above are run in groups of 10-12 students —
aural training, harmony — and of 12—16 pupils — principles of music, music
literature, history of music with music literature, musical forms. Students of
all the departments take part in group classes of choir, orchestra, chamber
ensembles and vocal ensembles.

It often happens that the F-degree music school and the 2-degree
music school are joined and they together make up a complex of music
schools run by one principal, with shared teaching staff and shared school
premises.

Music academies/universities

The third educational level refers to studying in the institutions of higher
education. In Poland there are seven academies of music and one music
university. Academies of Music operate in the following cities: Bydgoszcz,
Gdafisk, Katowice, Krakéw, U6dé, Poznaf and Wrocuaw. The oldest Polish
institution of higher music education is The Frederic Chopin MusicUniversity
(the name used currently) in Warszaw, which was established in 1810 thanks
to Jozef Elsner’s endeavours. The list of aforementioned institutions should
be complemented with the youngest university — the Academy of Art in
Szczecin. It was founded in 2010 and trains young people in different fields
of art, music included. All these institutions co-operate with Polish and foreign
artistic and academic centres.

Studying at music academies/universities is divided into two programs.
The 1%t program leads to a B. Mus. degree, whereas the graduates of the
following program obtain a Mag. Art. degree. Some academies of music
also offer the 39 type of study program — doctoral and post-graduate studies.
Students of all the departments, faculties and specializations are given a
chance in the course of studying to obtain teaching qualifications essential
for their further teaching career in music schools. Academies/ universities
use the European credit system — ECTS, which makes it easier for the students
to get the acknowledgment of their credits in other Polish and foreign
institutions of higher education.

In all the three stages of music education, a special role is assigned to a
teacher. It is a teacher who bears the responsibility for the extent to which
music will become the subject of self-fulfilment in their pupils’ lives. Music
schools boast the best-educated musicians-pedagogues of different speciali-
zations — instrumentalists, vocalists, choirmasters, composers, music theorists.
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The specificity of music training

Professional music training is based on an individual master — disciple
relation. The master is supposed to be an authority to a disciple. Masters
also plays a particular role in the process of moulding their pupil’s personality.
As Zofia Konaszkiewicz says “in terms of personality traits attributed to the
pedagogue considered to be an authority, or even a master, what comes to
the fore are: internal autonomy, which makes a teacher unaffected by external
pressure, authenticity causing that a teacher remains oneself and does not
wear a mask, empathy which lays the foundation for truly friendly attitude
toward others, responsibility for oneself and for pupils” (Konaszkiewicz
2002: 25-26). What matters is also the reflectiveness of a music teacher,
which is important for “the perception of their field of activity, social status
and relations, as well as for playing there their own roles” (Trzos 2012:
133). Students need role models. As Lidia Kataryficzuk-Mania aptly observes
“itis a teacher at all levels of the educational system who gradually introduces
a child to the world of artistic values, which at times determine child’s positive
attitude toward art and beauty as values” (Kataryficzuk-Mania 2009: 221).
For a pedagogue-musician, as Joanna Jemielnik believes, what matters is
“an ability to recognize the type of personality, temperament and to convey
the values connected with learning and making music” (Jemielnik 2011:
139). This is how Andrzej Jasifiski, a renowned Polish pianist and teacher,
recollects his friend — Tadeusz Ymudzifiski: “In music he sought the truth.
He got irritated whenever he noticed in a pianist’s playing style a desire to
flaunt oneself, to show one’s personality and too superficial look at what
the composer expressed in the piece. He always emphasized that an artist
played an ancillary role regarding the composer and audience” (quoted after:
Woyniakowska 2002: 90-91).

Itis essential what system of values the person who is a teacher favours.
What can often be observed is “a relatively common phenomenon of a double
system of values co-existing in one human, namely a system of values one
subscribes to and of the values one keeps to. The subscribed ones are huma-
nistic values, while the other ones are egocentric values of ultimate profit.
Pupils quite quickly unravel the situation and draw proper practical conclu-
sions. Either they lose their confidence in such a pedagogue if they have a
more idealistic approach to the profession and thus they suffer from a stan-
dard cognitive dissonance; or they start to copy the teacher in their lives”
(Konaszkiewicz 2002: 40). Therefore, it is crucial who educates children in
music schools. Each teacher-musician should know and remember that “the
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power of own example does more wonders to the upbringing process than
anything else” (Kumik 2009: 179).

An important indicator of musical achievements of a student is teacher’s
collaboration with pupil’s parents understood as shared support given to
the student. It is “a family, its character, social status, relations between its
members, music culture of that environment that will determine a success in
the early years of music education” (Konkol 1999: 137). Along with joint
practicing the instrument at home, it is important that parents participate in
music lessons, concerts, accompany their child during auditions, exams and
competitions. Many times it is necessary to drive a child to the school if one
lives far away from it. The lack of such social-emotional support, an incentive
to study, parents’ help and understanding is one of the most frequent reasons
behind difficulties in adjusting to school requirements and, as a result, it
becomes a pretext for resigning from learning music. The family background
is, therefore, a significant coefficient of a child’s musical development process
and their artistic-professional achievements.

My several years’ research on pupils’ musical achievements indicates
that, among other things, parents’ attitudes to their children who are pupils
of music school make an important factor. The students, whose parents more
frequently praise them for their progress in learning, encourage them to be
persistent in their pursuit of good results and trust them, definitely achieve
better scores, are full of initiative and have strong motivation, enthusiasm
and love for music. Whereas the children of parents with an evasive, rejecting
and demanding approach are characterized by a low level of perseverance,
curiosity and planned activity. These children have less self-confidence and
trust in their abilities, they lack courage and resistance while overcoming
difficulties. They cannot solve problems. The kids also lack motivation to
act independently, they are apprehensive of failures. One can observe in
talented pupils of music schools that parents’ excessive demands result in
lowering their aspirations and lack of motivation to achieve success in music.
Understanding, acceptance and the time devoted to children by the closest
family circle have a positive influence on shaping their musical interests.
Appropriate motivation and stimulation to improve qualifications encourage
young people to learn within the music education system.

Music education is a long-lasting process and takes about 17 years, i.e.
4 or 6 years at the F-degree music school, 4 or 6 years at the"?-degree music
school and 5 years at the music academy/university. The total number of study
years depends on the specialization and the age when education has been
commenced. Learning at a music school often starts in early childhood. Many
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hours of systematic practice on a given instrument and acquiring the specialist
knowledge of music requires not only talent but also patience and continuous
work on mastering student’s own artistic technique (Kumik 2014: 201).

Conclusions

Professional music training requires a long-term effort. Each successive
stage of music education is based on the quality of the actions undertaken in
the previous stage and forms the basis for the new forthcoming tasks. Not
everybody is predestined and talented enough to work in this profession.
Jadwiga Uchyua-Zroski rightly notices that “the profession of a musician,
conductor, music teacher should be taken up by creative, imaginative, entre-
preneurial, autonomous and open to values people” (Uchyua-Zroski 2009:
7). Animportant role is also played by knowledge and skills, since “expanding
the knowledge leads to expertise, whereas developing skills leads to mastery”
(Muszyfiski 2010: 27).

Profesionéla mazikas izglitiba Polija: sistcmas kopaina
Eva Kumika
Kopsavilkums

Mazikas izglitiba Polija ietver tris pakapes. Oficialas izglitibas pamata
ir individualas skolotdja — skol¢gna attiecibas, apméaciba jauzsék agri, un
svariga ir nepartrauktiba visos posmos. Liela loma ir augsti kvalificctiem
dapadu specialitadu pedagogiem, kas darbojas mizikas izglitibas iestadc¢s
daudzas Polijas pilsctas.

Izglitibas pirmais posms norisinas pirmas pakapes mdzikas skolas, un
tam ir milziga nozime kopcja apmacibas procesa. bajas skolas audzcknis
apgdst izraudzitd mdzikas instrumenta spcli. Instrumenta apmacibas stundas
notiek individuali. Savukart grupu nodarbibés tiek apgdta ritmoplastika
(agrind vecuma), mizikas priekdmetu kurss (v¢lak), k& arf dzirdes trenioi
(visu apmacibas laiku). Macibu programma paredz ari skolgnu piedalidanos
individualos mciindjumos ar klavierpavaditaju, spclcdanu kameransambli
vai oriestri un dziedadanu kori.

Otras pakapes mizikas skolas sagatavo dapadu specialitadu miziius,
k& ari sniedz iespcju pieteikties studijam augstakajas mazikas izglitibas
iestadcs. Atkariba no specialitates macibas ilgst eetrus lidz sedus gadus un
beidzas ar diplomeksamenu; to nokartojot, absolventi sadbem profesionalu
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kvalifikaciju specialitatcs instrumentalists, vokalists, ritmoplastikas skolotajs
vai vijoimeistars. Lidztekus individualai instrumenta sp¢les vai solodzie-
dadanas apmacibai notiek ari grupu nodarbibas: dzirdes trenidi, mizikas
pamatprincipu apguve, harmonija, mdzikas literatlra, mdzikas vgsture, ma-
zikas forma, k& ari koris, oriestris, kameransamblis vai vokalais ansamblis.

Tredais izglitibas posms ir divu Iimeodu studijas mizikas augstskolas.
Pirma limeda studiju beigas studcjodie ieglst mékslas bakalaura gradu, bet,
beidzot otréa lTmeda studijas, tiek piediirts makslas maiistra grads. Dapas
augstskolas piedava ari treda ITmeda — doktora vai pgediploma — studijas.
Visu nodaiu, fakultddu un specialitddu studentiem ir iespgjams ieglt art
skolotaja kvalifikaciju, kas ir svarigi turpmakai pedagoiiskai karjerai mizikas
skolas.
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Abstract. The article analyses the students’ motives when choosing the
music teacher’s profession. The most conspicuous motives are: the desire to
major in music, go in for musical activity, and acquire better professional
knowledge in musical education. The motives related to professional purpose-
fulness are also extremely important, i.e. ability and skills in music, enjoyment
of working with children. The aspirations for higher education, the desire to
improve oneself and communicate with others are important, too. The research
analysis has proved to be useful in the perfection of music teachers’ training.

Key words: teachers’training, professional choice, educationalist of
music, motives.

* % %

Topicality and problem. Choosing a profession is an important and
complex process which makes a tremendous impact on a person’s life. A
successful professional career is possible on condition that the person realizes
his ambitions; his profession corresponds to his personal interests and likings
(Kirkpatrick, Mortimer 2002). Choosing a profession is a continuous, long
lasting process. It starts with the years of study but it may continue on com-
pletion of studies and starting one’s working career, too. Thus itis an erroneous
view to consider one’s professional decision as a single act because both the
person and the profession content keep changing (Pukelis, Navickiené 2006).
Thus the nature of the phenomenon changes — from one occasion into a
continuous process (Pukelis 2003). Therefore, we can state that choosing a
profession is predetermined by two basic factors: the outer necessity, i.e. by
the environment requirements and the person’s inner motivation, determi-
nation, conscious perception in choosing and planning one’s profession.
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The present-day competitive labour market situation makes it more
difficult for the young to find work than for other age-groups. As people
looking for employment meet higher requirements, it is very important to
select the motives related to the professional choice. It is the motive that
influences every activity and its success. Scientists point out that it is highly
important to know the motives so as to regulate and direct them, because
the purposefulness, as well as the intensity of the activity and cooperation
can be changed by changing the motives (Jovaida 1999). The problems of
motives in choosing the profession have been analysed by Fausta BaléiGnaité
(2006), Rima Adamoniené (2010) and other researchers. Leonas Jovaida
(1981) and Sigitas Kregpdé (1988) laid the theoretical principles of the motives
analysis in choosing the profession. The problems of professional self-deter-
mination among the young people have been analysed by foreign scientists
(Chan 1998, Christie, Kruk 1998, Patton, McMahon 2006, and others).

Music teacher’s profession is exceptional because the young people usually
make a decision to go in for music at an early age. Children, who are gifted
for music, usually start playing musical instruments, singing by doing musical
training activities or attending specialized musical schools. Music requires
much devotion and hard work. Music studies are generally recognized as a
specific subject in higher education. Unlike other professions, future music
students enter a university having acquired high standard skills in musical
training. Candidates have to take entrance exams during which professional
musicians’board examine their special musical abilities and skills and select
the best. The candidates also take a test in motivation which has been included
in order to perfect teacherstraining. Besides special personal character quali-
ties, one’s experience, goals and expectations are also important for the
music teacher in his future pedagogical work. Thus, the desire to major in
music teaching as a profession means one’s determination to study the inex-
haustible field which is wide, rich, complex and complicated. The questions
concerning the professional music teachers’ training have been analysed by
Asta Rauduvaité, Daiva Ramanauskiené (2010), and others. The motives
for choosing the music teacher’s profession have been fragmentarily analysed
in foreign countries (Sichivitsa 2007, McPherson, O'Neill 2010, Schnare,
Maclntyre, Doucette 2012). Research articles on the motives for choosing
the music teacher’s profession as a speciality aspect in the universities of
Lithuania have not been found.

These are the essential factors aiming at the motives that influence
students on choosing the music teacher’s profession. Thus, carrying out a
research on the choice of the motives, it is important to investigate students’
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views on the music teacher’s profession and possible changes in them in the
years of study. This sort of research reveals the priorities of would-be teachers
of music and thus also the necessary changes in the study programme could
be made.

The aim of the research— to investigate the motives for choosing the
music teacher’s profession.

Obijectives of the research:

— to define the motives for choosing the music teacher’s profession in

Bachelor of Arts study programme;

— to reveal motivation for study by correspondence among teachers of
music and those in primary education.

The research methods and the respondentghe analysis of research
literature sources, Lithuanian University of Educational Sciences students’
questionnaire testing, the quantitative (Microsoft Excel and SPSS programme)
and the qualitative research data analysis. A special questionnaire was made
for the research considering the questions on the importance of motives in
choosing the music education studies. The sLresearch stage lasted from
2006 to 2007, in which the students of correspondence courses (121 future
music teachers and 64 future teachers in primary education) took part. The
2™ research stage took place from 2009 to 2013, the participants of which
were 115 students from Lithuanian University of Educational Sciences doing
the course of study of music education.

The research data and their reviewDuring the 15 stage the focus was
on the correspondence students’ motivation. In Figure 1, the respondents
from correspondence music teaching and primary education display the
students’ learning motivation and the motives that encourage them to study.

The data in Figure 1 show that the most important respondents’ learning
motives are: aspiration for a higher education (later Music programme would
be substituted by MP) — 95,5 %; Primary education programme would be
substituted by PEP —90,0%), to enlarge one’s professional knowledge (MR
78,5%; PEP — 50,0%) and the desire to perfect oneself in MP was 63,0%,
while in PEP it was 60,1%. The correspondence Music programme students
find gaining knowledge more important than those in primary education
programme of study. Almost half of the respondents in MP (51,2%) and in
PEP (52,0%) believe that the desire to perfect oneself and get a diploma
(MP — 43,8%; PEP — 63,7%) encourage them to study hard. The students
doing primary education course of study are more concerned about getting
a diploma and the fact had been proved by Audriné Zulumskyté in 2003.
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She stated that the main motive in teachers’ study course was the diploma
which enabled all-age groups of teachers to get the proper place in the society.
She also said that the university diploma could help the teacher make his
position in the society, the working team and thus feel much more secure at
work. Almost one third of the respondents proved that they were encouraged
to perfect themselves (MP — 34,7%; PEP — 20,0%), desired to communicate
with others (MP — 33,9%; PEP — 34,9%), education was a value (for MP —
28,1% and for PEP — 20,0%). Almost one fourth of the respondents proved
that they were encouraged to study because education gives the feeling of
security, the competition with colleagues and the aspiration for better employ-
ment. Music and primary education students are least influenced by friends’
encouragement, employer’s incentives, the need for self-expression, the aspira-
tion for prestige, parents’ encouragement, and easier studies.

Note: Respondents could choose several answers.

Figure 1. Respondents’ learning motives
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The respondents were openly asked on their future expectations after
they had completed the course of studies. The teachers stated that higher
education gave them more self-confidence both at work and in the society;
they increased their professional competence and so met interesting people
in their social environment. Thus, we can say that the respondents linked
the use of their studies with the human social values rather than with the
material ones. They perceived their studies as a process of perfecting their
experience, gaining knowledge and skills, and broadening the outlook and
interests.

In the second stage of the research the day students’ motives for choosing
music teaching studies were revealed. The choice of profession is a complex
phenomenon which is predetermined by various motives. It (the choice of
profession) is the choice of a particular professional activity which is closely
related to the person’s interests, abilities, possibilities and labour market
demand (McPherson, O’Neill 2010). On the basis of other researchers’ work
(Jovaioa 1981, Kregpdé 1988), six groups of motives have been selected
such as the motives related to professional goals, higher education, cognitive
motives, personal motives, other people’s influence and others.

Figure 2. Educational and personal motives

Three fourths of the respondents (Figure 2) find cognitive motives highly
important: the desire to study music (74,8%), the desire to be engaged in
musical activity (73,9%), the desire to gain music teaching knowledge
(72,2%). Emilija Rodzevieilté (2008) states that educational motives enrich
the person through his profession.

The enjoyment of one’s activity helps the person to perfect continuously-
the person is not satisfied with his knowledge and achievement, but keeps
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gaining knowledge which leads him to perfection as a personality. This can
be proved by the fact that students desire to broaden their outlook and
knowledge. The research data show that students’ musical abilities and
interests are very important (66,1%). Having no abilities and interests, the
person is unable to achieve the goals he was determined to, that is why they
help him in going in for certain activity. Constant and active interests are
among the most significant preconditions to achieve success.

Figure 3. The motives related to professional purposefulness and
aspiration for a higher education

Analysing the motives related to professional purposefulness (Figure 3)
we can state that musical abilities and skills motives are very important to the
students (54,8%). So is the enjoyment of working with children (52,2%). We
can also say that the motivation to become a teacher is rather strong because
more than half of the students have a significant professional purposefulness
having chosen music teacher’s profession at Lithuanian University of Educa-
tional Sciences. Our research data are similar to those achieved by foreign and
Lithuanian scientists’ research (Whitbeck 2000, Kontvainas 2011) in which

1 LEU (also in other Figures) — Lithuanian University of Educational Sciences.
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they say that the most significant motives for students who have chosen the
teacher’s profession are: love for children, the desire to work with them and
the desire to become a teacher. More than two thirds of the respondents said
that aspiration for a higher education was of great importance (67,0%). In
some scientists’ research (Abramauskiené, Kirliauskiené 2008, Rodzevigilté
2008) this motive is said to be the most important. This proves the students’
choice of their social status and place in social life. Friends’ influence is the
least important for the future music teachers. 77,4% of the respondents indi-
cated it as unimportant, 13,9% — stated it was important and only 8,7%
thought it to be very important. It turned out that 68,7% of the students did
not expect easier studies at Lithuanian University of Educational Sciences
than in other higher education institutions and a similar number of people
did not try to enter other universities (60,9%). More than a half of the respon-
dents found the popularity of music studies at Lithuanian University of Educa-
tional Sciences (56,5%), information in the media and on the internet, Lithu-
anian University of Educational Sciences Open Door Days (53,9%), parents’
and relatives’ influence and family traditions (52,2%) of little importance.

Figure 4. The motives related to other people’s influence
and other motives

The research analysis shows that a greater number of the students have
well considered the choice of their profession. The choice was influenced
much more by the inner motives — the desire to gain knowledge, by the
aspiration to acquire higher education, to enjoy musical activity and also by
their musical abilities and interests.

450



J. Abramauskiené, R. Kirliauskiené. The Motives for Choosing Music Teacher’s Profession

Conclusions

1. The music teaching students of Lithuanian University of Educational
Sciences chose their profession paying great significance to the educa-
tional motives: the desire to study music as a subject, the desire to indulge
in musical activity, and the wish to become professionally more compe-
tent in music teaching, one’s purposefulness, musical abilities and skills,
and the enjoyment of working with children were also considered impor-
tant. More than two thirds of the respondents found the aspiration for
higher education of great importance. The influence of other people —
friends, parents, relatives, and family traditions were considered to be
the least important motives. The other less important motives were:
easier studies at Lithuanian University of Educational Sciences in compa-
rison with other institutions, the failure to enter other schools and the
popularity of music studies at Lithuanian University of Educational
Sciences.

2. Theresearch data have also proved that the aspiration for higher educa-
tion is one of the most important motives and incentives. The other
motives are: the desire to gain knowledge, the need for raising one’s
qualification and competence, the desire to perfect oneself, to get a
diploma and wish to communicate with others. The motives for the
music teaching correspondence students are: the desire to perfect oneself
and gain knowledge, the confidence in the higher education as a value,
the realization of one’s abilities are more important than to primary
education students.

lemesli mlzikas skolotaja profesijas izv¢lei

Jolanta Abramauskiene,
Rasa Kiriauskiene

Kopsavilkums

Aktualitate un problgma . Profesijas izvclei ir arkartigi liela ietekme uz
cilvcka turpméko dzivi. Veiksmiga profesionala karjera ir iespgjama tad, ja
cilvgks apzinas savus mgrius, ja izraudzita profesija atbilst vida personiska-
jaminteres¢m un ir vibam patikama. Profesijas izv¢le ir nepartraukts, ilgstods
process. Tas sékas studiju gados un var turpinaties ari tad, kad studijas
pabeigtas un uzsaktas darba gaitas. Tapcc ir kilidaini uzskatit cilvgka profe-
siondlo izv¢li par vienreizgju ricibu, jo pastavigi mainas gan pats cilvgks,
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gan arf profesijas saturs. M(zikas skolotaja profesija ir izogmumes, jo izvcle
nodarboties ar mQziku tiek izdarita jau agrind vecuma. Muzikali apdavinati
berni parasti uzsak mazikas instrumenta spcles vai dziedadanas apguvi vai
nu mazikas mécibas nodarbibéas vispérizglitojodaja skola, vai specializ¢ta
mazikas skola. M{zika pieprasa lielu atdevi un daudz darba. Mizikas studijas
parasti tiek uzskatitas par specifisku augstakas izglitibas priekdmetu. Pirms
to uzsakdanas augstskola abiturientiem jakarto eksameni, kuros profesionalu
m{ziiu veidota komisija parbauda viou ipadas muzikéalas spgjas un prasmes
un atlasa labékos. Abiturientiem mdzikas skolotaju specialitatc arf jaraksta
motivacijas kontroldarbs. Katra zida velgdanas specializ¢ties mizikas maci-
dana ka profesija liecina par apo¢mibu studct neizsmeiami pladu, bagatu un
sarepiitu jomu.

Stradajot pie o1 petijuma, nacas konstatct, ka pagaidam nav zinatnisku
rakstu par mQzikas skolotaja profesijas k& specialitates izvcles iemesliem
Lietuva. Tapcc tik batiski ir izpgtit studgjodo uzskatus par mizikas skolotaja
profesiju un iespgjamo viou personibu evol(ciju studiju laika. Bada veida
pctijums atklaj topodo mazikas skolotaju prioritates un tadgjadi iauj ieviest
nepieciedamas izmaiodas studiju programmactijuma mcriis : izpctit mdzikas
skolotaja profesijas izvcles iemeslusPctijuma uzdevumi noteikt mazikas
skolotéja profesijas izv¢les iemeslus mékslas bakalaura studiju programmas;
atklat topodo sdkumskolas un mizikas skolotaju motivaciju neklatienes stu-
dijam. Pctijuma metodes un respondentizinatniskas literatlras avotu izpcte,
Lietuvas lzglitibas zinatou universitates studgjodo aptauja un test¢dana, peti-
juma datu kvantitativa (Microsoft Excel un SPS$®rogrammas) un kvalitativa
analize. Pc¢tljumam par mQzikas izglitibas studiju izv¢les iemeslu nozimibu
tika izstradata ipada anketa. Pctijuma pirmais posms ilga no 2006. lidz
2007. gadam; taja piedalijas neklatienes studenti — 121 topodais mizikas
skolotajs un 64 ndkamie sdkumskolas skolotdji. P¢tijuma otrais posms nori-
sindjas no 2009. lidz 2013. gadam; taja piedalijas 115 Lietuvas lzglitibas
zinatou universitates studcjodie, kas apglst mizikas izglitibas studiju kursu.

Secinajumi Lietuvas lzglitibas zinatou universitates studcjodie izvglas
mizikas izglitibas studiju kursu, 6adu iemeslu rosinati: v¢lgdanas studgt ma-
ziku k& macibu priekdmetu; velcdanas nodoties muzikalai darbibai un vgime
vairot profesionalo mdzikas macidanas kompetenci; svariga ir ari m¢ritieciba,
muzikalas spcjas un prasmes, patika stradat ar b¢rniem. Vairak neka divas
treddaias respondentu par svarigu uzskata tiekdanos iegit augstako izglitibu.
Citu cilvgku — draugu, vecéku, radinieku — ietekme un iimenes tradicijas
uzskatitas par mazsvarigakiem iemesliem. Parcjie anketas minctie mazak
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svarigie faktori bija 6adi: studct Lietuvas Izglitibas zinatdu universitatc ir
vieglak neka citas augstskolas; nav izdevies iestéties citd augstskold; Lietuvas
Izglitibas zinatou universitatc piedavatas mdzikas studijas ir populéaras. Citi
mingtie iemesli: vglgdanas iegdit zinddanas, nepieciedamiba paaugstinat kvalifi-
kaciju un kompetenci, vcime pilnveidoties, iegt diplomu un vgime kontaktcties
ar citiem cilvckiem. Neklatienc studcjodo mingtie iemesli ir vglme pilnveidoties
un ieg(t jaunas zinadanas, parlieciba par augstako izglitibu ka vertibu, savu
sp¢ju realizéacija.

Atslcgvardi: skolotaju apmaciba, profesionala izvcle, mizikas pedagogs,
izvcles iemesili.
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