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Pratarmé

Muzikos reiskiniy ir reik§miy sisteminimas — nuolatinis muzikologijos rapestis, nusidrickiantis nuo muzikos
teorijos i$taky ligi XX-XXT a. tradicijos laziy. 2021 m. Lietuvos muzikos ir teatro akademijoje surengta tarptautiné
muzikology konferencija ,,Muzikos signifikacijy tipologijos: retrospekeyva ir perspekeyva“ paskatino signifikacijos
ir tipologijos saveikos teorinio ir praktinio diskursy svarstymus. Apeliuodamas j platy XXI a. muzikos reiskiniy
rata — nuo populiariosios ligi tradicinés muzikos, Wolfgangas Marxas gvildena zanrinio klasifikavimo sunkumus.
Siuolaikybés menines praktikas apibudinancio liminalumo kontekste muzikologas kelia hipoteze, kad ,zanro
nebegalima naudoti kaip normatyvinés, taksonominés kategorijos, taciau jis vis dar atliecka reik$mingg ,,generinés
sutarties” funkcija kaip komunikacijos agentas, teikiantis informacija, veikiandia ir palengvinancia muzikos recepcija*
(»Muzikos zanrai liminalumo epochoje).

Originaliag muzikinio genotipo teorija plétojanti Grazina Daunoravi¢iené akademinés muzikos (makro)sistemy
kaita analizuoja pasitelkdama bendraja sistemy teorija (,Muzikos genotipas: naujosios (makro)sistemos kiirimo
hipotezé versus luzis“). Taksonomijos ir tipologijos poZitiriu, autoré atveria muzikos genotipy kaitos paraleles seis-
miniy laziy laikotarpiais — apie 1600 m. ir po 1950-yjy.

Pagrinding Zurnalo naujo tomo tema tesia straipsniai, kuriy autoriai gilinasi j $iuolaikinés operos ir ja neigianéiy
zanriniy transformacijy (postopera, antiopera, opera aperta ir kt.) tipologija (Adelina Yefimenko, ,Konceptuali
Siuolaikiniy operos projekey tipologijos paieska“), intertekstiniy santykiy Siuolaikinéje muzikoje sisteminima
(Anna Nowak, ,,Intertekstualumas $iuolaikiniy kompozitoriy kiryboje: metodologinés prieigos®), reprezentacijos
estetikos ir programinés muzikos tipologizavimo aspektus (Marcos Krieger, ., Mendelssohno ,Dainos be zodziy® ir
pavadinimy: primesta semiotika ar atviras Mizgesehen? Atvejo tyrimas: instrumentiniy pjesiy tipologija, programiné
muzika ir ekfrazé®).

XX a. kirybiskumo ir kiirybos proceso teorinés refleksijos lauke Jurgita Val¢ikaité-Sidlauskiené gilinasi j kom-
pozitoriaus Juliaus Juzeliino mening laboratorija, sickdama ,,konceptualizuoti kirybos proceso modeliskumo idéja,
jo fazes, budingas signifikacijas ir jy integravima analitiniuose muzikos komponavimo proceso tyrimuose* (,Kom-
ponavimo procesas: analitiniy strategijy teorijos ir kombinacinés perspektyvos klasifikacijoje®).

Kultariniy laZziy ir zanriniy sampyny tema gvildena Lina Navickaité-Martinelli. Ji nagrinéja crossover zanrg muzikos
atlikimo praktikose. Remdamasi muzikos gesty teorijomis, autoreé teigia, kad ,,akademiniy muziky i§ populiariosios
kult@iros perimtas gesty zodynas, jskaitant atvira sceninio elgesio seksualizavima, reik$mingai veikia auditorijos su-
vokima apie atlikéjo muzikaluma, virtuoziskuma ir emocinguma, o kiiniskoji atlikéjo raiska atlieka svarby vaidmen;j
palengvinant Zitirovams anks¢iau nepazinty muzikos raisiy patirtj“ (Lina Navickaité-Martinelli, , Pasiekti klausytoja:
crossover gestai atlickant muzikq®).

Apie tai, jog muzikos apzvalgos gali buti laikomos tam tikros epochos ,,zenklu®, o jose skelbiama kritika gali atspin-
déti konkredia socialing ar tauting bendruomene, diskutuoja latviy muzikologe Baiba Jaunslaviete, savo straipsnyje
»>Muzikos apzvalgos kaip sociokulturinio konteksto Zenklai: XIX a. pab.—XX a. pr. Rygoje paskelbtos latviy, vokie-
¢iy ir rusy muzikos kritikos palyginimas® tokiy ,,zenkly® reik§me XIX a. pab.—XX a. pr. Latvijos muzikos istorijoje
nagrinéjanti remdamasi Rygos laikra$¢iais, atstovaujandiais tautinems latviy, balty vokiediy ir rusy bendruomenéms.

2023 m. devyniasdesimtmetj minésiancios Lietuvos konservatorijos iStakos, sicjamos su valstybes muzikos
mokykla, ligi $iol apaugusios legendomis, — remdamasi istoriniy $altiniy atodangomis jas narsto ir dokumentiskai
tikslina Judita Zukiené (,Valstybés muzikos mokyklos kiirimosi peripetijos (1918-1920 m.)*). Tuo pat laikotarpiu
(1916-1924 m.) formavosi Kyjivo muzikos teorijos mokykla: Oksana Hnatysin argumentuoja, kad jos ryskiausiy
atstovy Boleslavo Javorskio ir Anatolijaus Buckojaus fundamentals darbai reflektavo Vakary Europos intelektinius
lazius ir muzikologijos sumoderninimo poreikj (,,Kyjivo muzikos teorijos mokykla XX a. pradzios modernizmo

<«
verpetuose®).
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Ry¢io Urnieziaus straipsnis ,Eduardo Balsio Simfonija-koncertas: i$skirtinis opusas pu¢iamiesiems® skirtas
lietuviy pu¢iamyjy kultirai profesionalioje muzikoje, o Riitos Zarskienés ,,Pu¢iamyjy instrumenty ansambliai
tradicinése ZemaitiSkose vestuvése kaip $aunumo, garbingumo, turtingumo simbolis“ — tradicinéje muzikoje. Abu
jie netikétai tarsi papildo vienas kita, iSryskindami liaudisko muzikavimo ir autorinés karybos galimas sasajas ir
kultarinius atbalsius.

Emigracijos muzikinio gyvenimo menkiau Zinomus puslapius ver¢ia Dariaus Kudinsko straipsnis: muzikologas
atkuria muzikos leidéjo ir prekybininko, vargonininko ir instrumenty meistro Augusto Antpusaicio (1886-1972)
gyvenimo ir veiklos faktus (,Muzikos leidéjo ir prekybininko Augusto Antpusaitio gyvenimo rekonstrukcija ir
veiklos reikmé JAV lietuviy bendruomenei®).

Zurnalas ,Lietuvos muzikologija“ nuolat pledia tyrimy problematik ir geografija, o kartu nuosekliai demons-
truoja kultarinj ir tarpdalykinj atviruma.

Rata Stanevidiite
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Preface

Systematization of musical phenomena and meanings is a constant concern of musicology, stretching from the
origins of music theory to the turning points in the tradition of the twentieth through the twenty-first century. The
international conference of musicologists “Typologies of Musical Significations: A Retrospective and Prospects,” held
at the Lithuanian Academy of Music and Theatre, encouraged discussions about the theoretical and practical discourses
of the interaction between signification and typology. Wolfgang Marx explores the difhiculties of genre classification
with reference to a broad circle of musical phenomena in the twenty-first century — from popular to traditional music
(“Musical Genres in the Age of Liminality”). In the context of liminality characterizing contemporary artistic practices,
Marx hypothesizes that “.. genre can no longer be used as a normative, taxonomic category, yet that it continues to
fulfil a crucial function as a “generic contract, an agent of communication that provides information influencing and
facilitating the reception of music”

Grazina Daunoravi¢iené, who has developed an original theory of music genotype, analyzes the change in the
(micro)systems of art music using the general systems theory (“Music Genotype: A Hypothesis for the Formation
of a New [Macro] System vs. a Collapse”). Daunoravi¢iené reveals parallels in the change of music genotypes from
the viewpoint of taxonomy and typology in the periods of historical turning points, around 1600 and after 1950.

The main topic is continued in the new volume of the journal by papers whose authors delve into the typology
of contemporary opera and genre transformations that refute it (post-opera, anti-opera, opera aperta, etc.; Adelina
Yefimenko, “A Conceptual Search for a Typology of Opera Projects in the Present Day”), systematization of inter-
textual relations in contemporary music (Anna Nowak, “Methodological Approaches to Intertextuality in the Works
of Contemporary Composers”), and aspects of the aesthetics of representation and typologization of program music
(Marcos Krieger, “Mendelssohn’s Songs Without Words and Without Titles: Imposed Semiotics or Overt Mitgesehen?
A Case Study on the Typology of Character Pieces, Program Music, and Ekphrasis”).

In the twentieth-century field of theoretical reflections on creativity and creative processes, Jurgita Val¢ikaite-
Sidlauskien¢ looks into the artistic laboratory of composer Julius Juzelifinas with the aim of “conceptualizing the idea
of modeling the creative process, its phases, characteristic significations, and their integration into analytical studies
of the process of music composing” (“The Composing Process: Theories of Analytical Strategies and Combinational
Perspectives in Classification”).

Lina Navickaite-Martinelli, who studies the crossover genre in music performance practices, explores the topic
of interaction of cultural turning points and genres. Based on the theories of musical gestures, she argues that “the
vocabulary of gestures adopted by art musicians from popular culture, including the open sexualization of stage
behavior, significantly affects the audience’s perception of the performer’s musicality, virtuosity, and emotionality,
and the performer’s bodily expression plays an important role in facilitating the audience’s understanding of previ-
ously unfamiliar music types” (Lina Navickaité-Martinelli, “Reaching Out to the Audience: Crossover Gestures in
Musical Performance”).

According to Baiba Jaunslaviete, reviews of music can be seen as ‘signs’ of a certain era, which indicate the critics’
belonging to a certain social or national community. In her article, Latvian musicologist discusses the meaning of such
‘signs’ in the Latvian music history of the late nineteenth and early twentieth centuries, referring to the publications
of Riga’s newspapers representing Latvian, Baltic German, and Russian communities. (Baiba Jaunslaviete, “Music
Reviews as Signs of the Sociocultural Context: Comparative Case Studies of Latvian, German and Russian Music
Criticism in Riga During the Late Nineteenth and Early Twentieth Century”).

The Lithuanian Conservatory will be commemoratingits 90th anniversary in 2023. Judita Zukiené exploresand,
on the basis of historical sources, specifies its origins that are associated with the State Music School and that are still
shrouded in legends (“The Circumstances of Establishing the State Music School, 1918-19207). At the same time
(1916-1924), the Kyiv School of Music Theory was formed: Oksana Hnatyshin argues that the fundamental works
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of its most prominent members, Boleslaw Jaworski and Anatoly Butskoj, reflected the intellectual turning points in
Western Europe and the need to modernize musicology (“The Kyiv Music-Theoretical School in the Vortex of the
Modernistic Trends of the Beginning of the Twentieth Century”).

Two papers in the journal, dedicated to the Lithuanian wind instrument culture in art music, “Symphony-
Concerto by Eduardas Balsys: An Exclusive Opus for Winds” by Rytis Urniezius, and in traditional music, “Brass
Bands at Traditional Samogitian Weddings: A Symbol of Virility, Respectability, and Wealth” by Rata Zarskiené,
unexpectedly seem to complement each other, highlighting the possible connections and cultural echoes of folk
music and authorial compositions.

The lesser-known pages of the musical life in exile are turned over in the paper by musicologist Darius Ku¢inskas:
he reconstructs the facts of the life and activity of music publisher and merchant, organist and instrument maker
Augustas Antpusaitis (1886-1972) (“Reconstruction of Music Publisher and Merchant Augustas Antpusaitis’s Life
and Significance of his Activity for the US-Lithuanian Community”).

The Lietuvos muzikologija journal regularly expands research themes and geography and simultaneously consist-

ently demonstrates cultural and interdisciplinary openness.

Rata Stanevidiite
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Wolfgang MARX

Musical Genres in the Age of Liminality

Muzikos Zanrai liminalumo epochoje

University College Dublin, Belfield, Dublin 4, Ireland

wolfgang.marx@ucd.ie

Abstract

This essay aims to investigate the role the category of genre has in music-related discourses in an age characterized by its interest in the liminal,
or the non-generic. The objective is determining whether the concept of genre still has a useful role to play today (when many discard it for a
range of different reasons). The hypothesis is that genre can no longer be used as a normative, taxonomic category, yet that it continues to fulfil
a crucial function as a “generic contract,” an agent of communication that provides information influencing and facilitating the reception of
music. Takinga digital graphic representation of popular-music genres as a starting point, the problems and challenges of generic classifications
in today’s world are outlined, proposed alternative approaches (such as the “post-genre” phenomenon) are explored, and recent musicological
thinking on the topic is assessed. A look at the structure and function of Spotify’s map of “genre-shaped distinctions” leads to a discussion of
the function of genres in the digital music industry: its ultimate aim is the classification of the listener, rather than the music, for the purpose
of micro-targeting. This leads to an assessment of genre as an agent of power and the potential of emic and etic points of view to expand our
perspective. The essay concludes that both the communicative and the economic functions of the genre category are united by their applica-
tion in a liminal context in which uniqueness and hybridity appear to deny the usefulness of genres while paradoxically still relying on them.
Keywords: Music and genre, musical classification, music and taxonomy, music and the digital economy, micro-targeting, music and power,
emic and etic approaches to music, post-genre.

Anotacija

Straipsnyje sickiama i$tirti Zanro kategorijos vaidmenj su muzika susijusiuose diskursuose dabarties laikotarpiu, kuriam badingas doméjimasis
liminaliais arba negeneriniais dalykais. Bandoma nustatyti, ar zanro samprata ir $iandien vis dar prasminga (daug kam atmetant ja dél jvairiy
priezasciy). Keliama hipotezé, kad Zanro nebegalima naudoti kaip normatyvinés, taksonominés kategorijos, taciau jis vis dar atlicka reik§minga
~generinés sutarties” funkcija kaip komunikacijos agentas, teikiantis informacija, veikianéia ir palengvinanéia muzikos recepcija. Pasitelkiant
skaitmeninj grafinj populiariosios muzikos zanry vaizdavima kaip atspirties taska, apibréziamos generiniy klasifikacijy problemos ir i$$tkiai
Ssiandieniame pasaulyje, nagrinéjamos siilomos alternatyvios prieigos (pavyzdziui, postzanro reiskinys) ir vertinamos naujausios muzikologinés
mintys $ia tema. Zvilgsnis j ,,Spotify* Zanro suformuoty skirtumy zemélapio strukeiirg ir funkcijas leidzia pradeéti diskusija apie zanry funkcija
skaitmeninés muzikos pramonéje: jos galutinis tikslas yra veikiau klausytojy nei muzikos klasifikavimas tikslinei mikrorinkai nustatyti. Tokiu
badu Zanras vertinamas kaip galios veiksnys bei eminiy ir etiniy poZitiriy potencialas misy perspektyvai praplésti. Straipsnyje daroma i$vada,
kad ir komunikacines, ir ckonomines zanro kategorijos funkcijas vienija jy taikymas liminalumo kontekste, kuriame unikalumas ir hibridis-
kumas tarsi neigia zanry naudinguma, kartu paradoksaliai vis dar remdamasis jais.

Reik$miniai ZodZiai: muzika ir Zanras, muzikos klasifikacija, muzika ir taksonomija, muzika ir skaitmeniné ekonomika, tikslinés mikrorinkos
nustatymas, muzika ir galia, eminis ir etinis pozitris j muzika, postzanras.

[...] genre is what nobody really believes in but everyone relies
upon. (Daniel 2019: 130)

W live in an age of liminality. Research in the humani-
ties and social sciences regularly names among its main goals

. . . transcending boundaries, engaging with the intersectional,
This line by Drew Daniel summarizes well the problems 5 835118

we have with the concept of genre. We always struggle and exploring the liminal. In both popular and art music, new

with it — if it’s defined too tightly, it seems to be too rigid P ieces are praised highly if they push boundaries or merge

to correspond to the real world; if it's defined loosely, we separate traditions; it adds to their originality and uniqueness

. «Ke »
wonder whether it remains useful. The signification of genre if they represent not “just” another example of a type we are

in music has never been static; each period has had its own
take on it. Hence, I want to investigate in this essay what
the category of genre might mean in the early twenty-first
century, how it has evolved in recent decades, and how it
reflects general trends in both musicology and the humani-
ties in general.

8

already familiar with from countless previous pieces.

A normative classification of music according to genres
does not seem to fit into this world. We are less interested
in what something stands for at its core and more in how
it interacts with its neighbors — or has that core perhaps

been some kind of illusion all along? In any case, genres
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still form a perhaps unloved yet indispensable basis of our
“in-betweenness” — without them, we would lose all musi-
cal bearings in this constantly shifting world. We may see
traces of many different genres in a piece of music or deny it
membership of any genre at all, yet even as a purely histori-
cal or theoretical category, genres still help us make sense
of today’s ontological hybrids. They are indispensable for
performers, listeners, and the music industry, who all rely on
what Jeffrey Kallberg has described as a “generic contract™
(a virtual construct akin to Rousseau’s social contract that
guides our behavior in the musical world even though we

have never been formally acquainted with it):

The choice of genre by a composer and its identification by
a listener establish the framework for the communication of
meaning. The genre thus guides the decisions made by the
composers in writing the work, and the listener in hearing
the work. Between these two a “generic contract” develops:
the composer agrees to use some of the conventions, patterns
and gestures of the genre, and the listener consents to interpret
some aspects of the piece in a way conditioned by this genre.
(Kallberg 1987/88: 775; see also Kallberg 1988)

Even in our time, in which pieces often appear as
hybrids, mixing elements of different styles and genres,
knowledge of that generic contract is still crucial — or we
couldn’t recognize the hybridity of those pieces. Mixing
elements of different genres is not a new phenomenon;
Kallbergand Jim Samson have observed elements of differ-
ent genres in a number of piano pieces by Frédéric Chopin,
with Samson stating about one of the Polish composer’s
Nocturnes (op. 15 no. 3):

The work is not a march, a waltz or a mazurka but rather

refers to a march, a waltz or a mazurka. (Samson 1989: 225)

We will return to the question of whether a hybrid can
refer to something without actually being it or instead turns
into a new kind of entity in its own right.

Like Kallberg and Samson, I don’t regard genre as a
fixed ontological or taxonomic category but rather as a
communicative strategy based on the generic contract.
However, that doesn’t mean that I don’t accept that for a
long time it was regarded as the former in Western think-
ing — and still is by some today. This often has to do with
perceived notions of authenticity with regard to music,
which means a lot to the people defending generic ortho-
doxy, as recently outlined by Peter Manuel with regard to
flamenco. In response to the success of the Catalan singer
Rosalia, whose style — especially in her album El mal guerer
(2018) — mixes flamenco and pop elements, often heated
discussions between flamenco purists and rosalistas (fans
of the singer) have erupted in Spain:

The basic problem ... is that some flamenco fans ardently
wish to claim her music for the art form, which, they argue,
is in danger of becoming petrified and stale, while others
wish to exclude it, fearing that fusion projects like hers could
marginalize traditional flamenco, which they see as perpetu-
ally threatened by commercial fads and ephemeral hybrids.
(Manuel 2021: 36)

Yet this is not just about musical features but also social
contexts. Rosalia comes neither from Andalucia, the core
region associated with flamenco, nor does she represent the
gitano (Spanish Romani) culture typically connected with
it: “innovations within the genre are only truly legitimate
and trustworthy if they are undertaken by artists such as
Camarén and Morente who have earned prior respect as
performers of traditional flamenco” (Manuel 2021: 46). So
the definition and role of genres is based on social context
as much as structural features.

For the purposes of this text, I understand the term
“genre” to be applicable to any possible categorization of
music as it has occurred in different periods and cultures.
It can also be applied to different taxonomic levels (with
certain qualifiers). Music has been categorized and clas-
sified in so many different ways that any restriction of the
term’s applicability would exclude too many musics from
consideration. Today it is far more rewarding to reflect
on the ways in which categorization has happened and
is still happening, and on how the criteria applied to the
classification and signification of music have evolved, than
attempting to determine new generic definitions for our
time — a task that would be bound to fail anyway, and that
is also not necessary if one primarily understands genres as
agents of communication.?

Over the following pages, I want to look at a few aspects
ofhow genres manifest themselves in music today. This will
include discussion of online representations of genre worlds,
recent developments in musicological thinking about gen-
res, ways in which genres play a part in discourses of power,
and also the role of genres in a multicultural world. At the
end stands the confirmation that today, musical genres
should be regarded as socially constructed entities with
multiple facets and open to change, manifesting themselves
in a range of stronger and weaker — often hybrid — forms.
For better or worse, the role of the genre category nowadays

reflects our globalized, multicultural world.

musicmap

Let us begin with a graphic representation of musical
genres entitled musicmap, which is freely accessible online
(Crauwels 2016). It strives to explain “The Genealogy and
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History of Popular Music Genres from Origin till Present
(1870-2016)” (see musicmap.info). Its creator is Kwinten
Crauwels, a Belgian architect (as well as a music data visual-
izer and aspiring filmmaker) who has spent eight years work-
ing on this map, which was published in 2016 (he continues
to update it). He explains his concept in a TEDx talk from
2017 (Crauwels 2017). I strongly recommend havinga look
at this map and playing a little with its options (zooming
in and out at different positions and becoming acquainted
with the info options provided by the menu bar on the left)
before continuing to read this text.

Musicmap displays many dimensions of musical clas-
sification and different types of relationships. It is about
what we may call popular music in its broadest sense, bro-
ken down into a range of medium-level categories such as
industrial, jazz, or techno. The color scheme indicates closer
relationships between certain mid-level genres, which are
explained in a bar at the bottom of the screen® — there are
altogether nine groupings, which often overlap. For exam-
ple, “electronic music” includes “electronic dance music,”
which in turn encompasses both “break beat dance” and
“four-to-the-floor dance.” If we zoom deeper into the main
columns — we can take jazz as an example — we discover more
genres within each column. These are what T have elsewhere
(Marx 2004) called “specific genres” (or “konkrete Gattun-
gen” in German), namely classificatory units which consist
of actual pieces of music. In turn, I call higher-level terms
of classification such as “jazz” “abstract genres” (“abstrakte
Gattungen”) as they are usually broken down into other
genres rather than actual pieces of music (Crauwels speaks
of “subgenres” and “supergenres”; Crauwels 2017).

Crauwels’s representation offers us up to six levels of
generic classification on top of each other, up to “Music”
in general. This includes the four additional musical worlds
at the top of the main picture, entitled “Utility Music,”
“Folk Music,” “Classical Music,” and “World Music.” Each
of these four circles offers some additional high- and mid-
level abstract genres, yet we can’t click on them - they are
only present here as target or origin points for links to some
popular-music genres. If we zoom in even further to the
jazz column, we discover a dense web of lines that connects
each specific genre to many others which have influenced
it, or which it in turn has influenced. A legend in the side
bar explains the nature of the differently structured lines;
generally, Crauwels gives quite a bit of information on how,
and well as why, he structured his map in this way. He even
offers a bibliography, which included 222 entries (many of
them scholarly titles) when I checked; since this is a work
in progress, it may be a few more by now.

Going deeper into the jazz column, we discover cloud-
like structures linking groups of specific genres. The legend
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explains them as “Combination(s] of different genres that
are related, forming a larger music group.” If we touch a
specific genre with our cursor, all the connecting lines not
related to this genre recede into the background; only the
ones relevant to it remain. It is as if the forest vanishes and
an individual tree with all its branches suddenly comes into
focus. If I click on the name of the genre, a pop-up window
opens, which contains a definition of this genre with a year
or period of origin (the Y axis represents the timeline in this
map, moving chronologically from top to bottom). There is
also alink to a Spotify playlist prepared by Crauwels where
we can acquaint ourselves with songs which he regards as
important representatives of this genre.

Overall, it is obvious how much work has gone into this
project. It demonstrates a very clever, interactive use of the
internet to engage with the complexity of generic defini-
tions and the structure of generic relationships. Crauwels
has managed to create something that is both aesthetically
beautiful and offers educational value; particularly useful
are the links to actual music that we can listen to. We will
probably not agree with all of Crauwels’s definitions and
relationships as indicated here (in fact, so far, T haven’t met
anyone who agrees with all of its details), but that is not my
point. Musicmap represents a very good and easily accessible
introduction into the complexity related to the concept of
genre, or more broadly of musical classification.

Among these complexities are the existence of low-,
mid- and high-level genres, the fact that — unlike in bio-
logical taxonomies — the number of levels is not identical
in each area, the emergence of genres at different times
and their often complex, hybrid origins. In addition, the
complexity of links between genres (regarding both their
number and their type) is irregular and messy. There are,
however, aspects of generic definition and development
that even this complex map cannot capture. These include
power relationships — some genres are or were regarded (by
some, sometimes by many) as more or less reputable than
others, often related to the social standing of the people
associated with it. We can think of something like punk
or metal, but also of the concept, often still purported, of
the higher standing of classical music. An example of this
would be Carl Dahlhaus’ classification of the string quar-
tet as being defined by three criteria: its instrumentation
(two violins, viola, and violoncello), the presence of sonata
form, and what he calls “aesthetic distance from the popu-
lar” (“dsthetische Distanz zum Populiren”), or “clevated”
style — essentially, highbrow music (Dahlhaus 1974: 621).
Dahlhaus — who wrote three foundational essays on the
topic of musical genres (Dahlhaus 1973, 1974, 1987) — re-
gards “Ranghéhe” (level of style) as a core element of any
musico-generic debate; for example, he rates piano music
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lower than string quartets, and music for male choirs lower
than music for mixed choirs (Dahlhaus 1973: 866ft.).*
Finally, Crauwels would also have problems representing
pieces which display elements of two or more genres without
actually fully belonging to either of them (such as Chopin’s
Nocturne referred to above) in his map.

Overall musicmap is a very good introduction to the
role genres play in music, yet also the problems related to
their use.

Alternative, non-generic classifications?

In Every Song Ever: Twenty Ways to Listen in an Age of
Musical Plenty, published in 2016, Ben Ratliff discusses
alternative ways to listen to music and group musical ex-
periences. He contends that the age of digital ubiquity (“a
situation of total, overwhelming, glorious plenty”; Ratliff
2016: 10), in which enormous amounts of music of a broad
range of types can be accessed, has changed our listening
habits. At the same time, we now encounter music in all
sorts of circumstances, most of them featuring it as part of
amore holistic experience in which it serves as background
or as part of a wider range of sensory stimuli.

We might get our cues about what to listen to from our Face-
book feed, or from sources that use music almost as neutral
content in a mediated environment — talent shows, talk radio,
football game ad spots. Background music services have vastly
improved, thanks to the information yielded by our online
listening activity. (Ratliff 2016: 6)

Ratliff accepts that this can have negative consequences,
namely a possible “atrophy of desire to seck out new songs
ourselves, and a hardening of taste, so that all you want to
do is confirm what you already know” (Ratliff 2016: 6).
Yet his focus lies on the potential for good that can emerge

from this situation:

There is a possibility that hearing so much music without
specifically asking for it develops in the listener a fresh kind of
aural perception, an ability to size up a songand contextualize
itin a new or personal way, rather than immediately rejecting

it based on an external idea of genre or style. (Ratliff 2016: 6)

Here the word “genre” appears for the first time and
in a rather negative way: a genre is something that makes
us reject a piece of music. Why is that? Elsewhere in his
book, Ratliff explains: “When the first order of business
is to sort music out by genre or structure or language - to
determine whether a song is indie-folk or classical or R&B
or whatever — that’s a direct route to the bottomless comfort
zone” (Ratliff 2016: 10).

Yet the comfort zone is what, according to Ratliff,

epitomizes the negative consequences of the age of plenty

in which we refuse to engage with new musical experi-
ences, music of a type we are not already familiar with.
He wants to overcome a mindset that lets us settle in the
purely familiar and regards genre as a core tool that we use
to achieve that aim.

What Ratliff really wants is an approach that is as much
as possible determined by ourselves, rather than by formal or
generic structures predetermined by others. This applies not

just to music but to everything we do and encounter in life:

when you are entering new problems or encountering elements
with a great possibility of variety: [...] you [...] move through
these situations, these different rooms of life, each one revea-
ling an endlessly permutating number of changes in color and
temperature and sound and feeling. But there is one internal
structure that defines them all and makes them cohere into
something resembling sense. That is you. (Ratliff 2016: 208)

This is ultimately a modern radicalization of Roland
Barthes’s hypothesis of the death of the author (Barthes
1986): meaning should be provided entirely by us, the
recipients, rather than by any force external to us — be it
the author, a performer, or socially developed and accepted
“habits” such as generic determinations.

Yet how does Ratliff develop and categorize his twenty
“better” ways of listening to music? According to him one
can’t entirely abstain from referencing certain attributes of

the music, yet should generalize them as much as possible:

reasons for engagement could be articulated in a language that
isn’t specifically musical, or identified with composers and
players [...], but rather a language that refers to generalized
human activity. Therefore, perhaps, not “melody,” “harmony,”
“rhythm,” “sonata form,” “oratorio.” Perhaps, instead, repe-
tition, or speed, or slowness, or density, or discrepancy, or
stubbornness, or sadness. (Ratliff 2016: 9)

So he has a beef with genres (such as sonata form or
oratorio), yet also with formal and structural issues — gen-
erally it feels as if he doesn’t like terms used by “specialists”
or “experts” which indicate a predetermined area of under-
standing. Our approach to music unknown to us should be

as open, as unbiased as possible:

The suggestions I'm offering for how to hear are based on
certain kinds of affinities between pieces of music. The afhi-
nities are not based in genre, because genre is a construct for
the purpose of commerce, not pleasure, and ultimately for the
purpose of listening to less [...]. This book is about listening

for pleasure, and about listening to more. (Ratliff 2016: 11)

That for Ratliff the acceptance of traditional genres
ultimately leads to listening to less confirms what he stated
earlier, yet the idea that it is a business tool is new here. What

matters most is his assertion that genre doesn’t — almost
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Twenty Ways to Listen in an Age of Musical Plenty
repetition slowness speed transmission quiet/silence/intimacy
stubbornness virtuosity sadness audio space endless inventory
wasteful authority density improvisation closeness loudness
discrepancy memory and historical truth linking community and exclusivity the perfect moment

Fig. 1. Ratliff, Twenty ways to listen to music.

can’t — serve the purpose of supporting the pleasurable
experience of music. He doesn’t explicitly say this, yet my
reading is that what he means by this is a genre’s commu-
nicative agency, the way in which well-established generic
or formal categories pre-shape our expectations when en-
countering a piece of music (if we encounter a requiem we
expecta piece for soloists, choir and orchestra starting with
the line “Requiem acternam dona eis Domine”). Ratliff
wants us to be as open as possible and therefore rejects this
core function of generic and formal terminology. What is
interesting, however, is that he himself uses such terminol-
ogy regularly when discussing in detail his twenty ways of
modern listening® — in the end, it is impossible to abstain
from it completely, certainly as an expert trying to convey in-
formation about music through words to a reader or listener.

Yet what are his twenty ways of listening? Fig. 1 repre-
sents a list of them (reduced to keywords).

This list is not based on a coherent system; its compo-
nents cannot be converted into a logically coherent genre
tree akin to those used by taxonomists classifying plants or
animals.® They mix emotional states (sadness) and social
and individual experiences (memory and historical truth),
as well as structural and performative components of the
music (density, loudness). I'm sure that they’re not meant
to represent a complete list; other categories are possible
and may be suggested by others, or by Ratliff himself at
a later stage. We can also casily imagine pieces that could
fall into several of these categories, although one of them
may usually be more prominent than the others for any
individual listener. In any case, these twenty categories
are just the ones that Ratliff experiences as being relevant
to himself, as being useful indicators of his own listening
experiences — no more, no less.

Ratliff’s twenty categories or “ways” hang somewhere
between specific and abstract genres — and yes, I call them
genres because I don’t restrict the use of this term in the way
he does. His rejection of traditional genres comes hand in
glove with an attempt to introduce new ones — even though
they are fuzzier and less normative than they would have
been in the past. Like many other authors, he may also want
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to avoid the application of an existing term to something
new he proposes, yet should he be successful, his categories
would soon appear in music databases and shops alongside
traditional genres, regardless of whether he approves (in
fact, something like “the perfect moment,” “intimacy,” or
“slowness” may already exist as a category for classification
and searches in some databases).

Another phenomenon that has emerged during the
last decade may be distantly (yet not consciously) related
to Ratliff s approach: “post-genre.” Appearing in both pop
music as well as art music (and there particularly in the
“indie classical” scene), it regards genre as a category limiting
a creator’s options — just like Ratliff s predetermined, “tra-
ditional” generic categorizations limit listeners’ openness to
new sonic experiences. Robin James interprets post-genre
asa cultural omnivorousness, a post-modernist response to
the realization that we can no longer judge everything on
the basis of Western, Eurocentric points of view. It is thus
a part of “post-identity politics™:

Omnivores demonstrate the openness to diversity that post-
identity society demands, and this openness to diversity is a
marker of the overcoming of old-fashioned attitudes, and thus
also of elite status. Both explicitly and implicitly, omnivorous
taste uses the same post- as post-identity politics: in both
cases, “post” refers to the overcoming of obsolete investments
in purity and the preference for an aesthetically pleasing,

respectable mix. (James 2017: 25)

James discusses songs by Taylor Swift, Jack U, and Diplo,
who all freely incorporate elements of different genres into
their music (as well as their video aesthetics). Omnivorous-
ness is their principle; adhering to the norms of just one
genre wouldn’t be “cool.” However, a crucial aspect of this
process is that a new piece doesn’t result in the foundation
of a new genre, or in a recognizable evolution of one or
several old ones — instead, each song mixes elements of
several genres (particularly of “Black” and “White” music)
in new and unrepeated ways.”

While the core application of the term “post-genre”

refers to music from the last decade, it has also been
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retrospectively applied to earlier music. For example, An-
drew Jurik uses it in relation to the fusion of classical and
jazz styles which Gunther Schuller labelled as “third stream”
in 1957 (Jurik 2016). Examples of mixing elements of dif-
ferent genres without attempting to evolve an existing genre
or create a new one go back a long time - yet again we can
recall the references to three different genres in Chopin’s
Nocturne — but it is now much more common than it was

two centuries ago, in all types of music.

Musicological thinking about genre theory
in the twenty-first century

Musicological thinking about genre has evolved signifi-
cantly in the twenty-first century. The thinking of the late
twenticth century was heavily influenced by the three essays
by Dahlhaus already mentioned and similar publications.
Dahlhaus postulated a gradual disintegration of genres over

the course of two centuries:

The abrogation of musical genres, whose importance has
already declined in the course of the nineteenth century, is
the result of the reverse of the emancipation of the individual
work which is directed not only against functional constraints
but also against dependence on types and models. (Dahlhaus
1987: 42)

According to Dahlhaus, what makes a composition
special — and thus worthy of our attention — is not what it
shares with others (due to generic norms), but what makes
it unique, which is by definition not related to genre. The
emergence of a canon of masterworks was another blow for
the relevance of genres: “genre ensured historical continuity
as long as the music that was performed was contemporary
music, with the result that it was not the individual work
but only the genre, whose evolution transcended the indi-
vidual entity, that survived” (Dahlhaus 1987: 42). If pieces
are only performed for a brief time and then replaced by
others, those new ones must conform to certain standards
to be able to replace the previous ones adequately, so generic
norms are much more important in this context. Once the
canon emerged, we started performing fewer pieces more
often, and new ones no longer react to their immediate
predecessors but instead to the totality of past music his-
tory. Music history becomes a history not of genres but of
exceptions — of “masterworks”

Two recent articles offer useful approaches to revising
and expanding Dahlhaus’s view. The first is Eric Drott’s “The
End(s) of Genre” from 2013 (Drott 2013). He flatly denies
the validity of several of Dahlhaus’s observations regarding
the absence of generic titles in the 1960s.? For starters, there

have in fact always been lots of pieces of art music that still
use generic titles such as string quartet or symphony. More
generally, “the groupings enacted by genre classification,
far from disappearing or lapsing into irrelevance, continue
to shape our understanding of modernist music, up to and
including to its most recent expressions” (Drott 2013: 3).
Drott points out that “[t]he denial of genre was less the
symptom of a broad, historical process than a distinguishing
characteristic of a particular body of musical texts” (Drott
2013: 6). Yet somewhat paradoxically even the denial of
genre in itself can become a category of a new grouping,
in effect a new generic trait. Furthermore, Dahlhaus talks
only about art music, while genres have been alive, well,
and proliferating in popular music in particular, yet also
in world music in recent decades. Popular-music scholars
have also provided the bulk of genre-related musicological
rescarch during this period.”

However, according to Drott, we have to redefine genre
if we still want to use the term fruitfully. We have to accept
it as a much more flexible unit than before. Genre is not a
group but a grouping, not a given thing but the result of
agency. It is a temporary act that can evolve and allows for
fluidity. This will also make operating at different levels
(specific genres, abstract genres) easier because we no longer
have to create or maintain a rigid taxonomic tree structure.”
Drott describes this type of genre “as a dynamic ensemble
of correlations, linking together a variety of material,
institutional, social, and symbolic resources: repertories,
performance practices, distinctive formal and stylistic traits,
aesthetic discourses, forms of self-presentation, institutions,
specific modes of technological mediation, social identities,
and so forth” (Drott 2013: 9).

Another crucial revision of our understanding of genre is
that a piece can be related to several genres (such as Henze’s
Requiem, which the composer classified simultaneously as
a trumpet concerto, a series of nine sacred concertos and a
requiem): “What is needed is a hermeneutics that does not
presume a single, undivided horizon of expectation but one
that is fissured, internally heterogenous, divided between
a range of competing allegiances and investments” (Drott
2013: 41). Drott speaks of a “plural condition ... : it is not
just the unity and self-identity of the work that is in ques-
tion but the various genres to which it can be brought into
relation, and the various actors who participate in its pro-
duction, circulation, and interpretation” (Drott 2013: 40)."

A second article providing interesting new ideas is
“Genre Complexes in Popular Music” by Daniel Silver,
Monica Lee, and C. Clayton Childress, published in 2016.
This is an empirical study based on more than three mil-
lion datasets gathered in 2007 from the MySpace database.

On MySpace musicians and bands could indicate their
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musical allegiances from a set of 122 given musical genres.
The authors managed to group the musicians into three
“genre worlds” (rock, hip-hop, and “niche”) and sixteen
lower-level “genre communities,” but the key finding for us
here is that they postulate different types of generic identi-
ties. Genres can have a high or low “differentiation rate”
(meaning there can be many or few “subgenres”), and they
can have a high or low “boundary strength” (meaning they
are prone to incorporating elements from other genres to a
greater or lesser degree). For example, while rock and niche
have a high differentiation rate, hip-hop does not (it has
no subgenres). On the other hand, 53% of niche musicians
associate themselves with genre communities from other
genre worlds, while only 28% of rock musicians do the
same. This means that niche music has a high differentiation
strength and alow boundary strength while rock has a high
differentiation strength yet also a high boundary strength.
Hip-hop in turn has a low differentiation strength and a
medium boundary strength. These data are from 2007 and
may be a bit outdated, but what matters for us here is the
concept of differentiation and boundary strengths as such,
which allows for a more flexible approach to genre, akin to
the points made by Drott.

Every Noise at Once — The “Spotification” of genres

Let us now look at another graphic breakdown of mu-
sical genres. Unlike Crauwels’s musicmap, this one is not
“restricted” to popular music but covers the entire “genre
space,” as its creators claim. Called “Every Noise at Once;”
it was developed by a team headed by Glenn McDonald
(“How Spotify Discovers the Genres of Tomorrow” 2018).
McDonald initially worked at a company called “Echo
Nest,” which was an early pioneer of statistical work on digi-
tized music preferences and music consumption (and was
later bought by Spotify). He explains his project as follows:

Every Noise at Once is an ongoing attempt at an algorithmi-
cally-generated, readability-adjusted scatter-plot of the musi-
cal genre-space, based on data tracked and analyzed for 5,724
genre-shaped distinctions by Spotify as of 2022-01-19. The
calibration is fuzzy, but in general down is more organic, up is
more mechanical and electric; left is denser and more atmosp-

heric, right is spikier and bouncier. (Every Noise at Once n.d.)

Let’slook at this description in more detail. An algorith-
mically generated map means the creation of new genres is
automatized, done by a computer. Machine-based grouping
of music has probably been one of the most rescarched arcas
related to musical genres in recent years purely in terms of
numbers of publications — yet the majority of those appear
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Fig. 2. Extract of the Every Noise at Once map.
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in IT, economics, or media studies journals. These articles
engage with traditional machine-learning techniques and
increasingly in recent times the more sophisticated deep
learning that makes the algorithm learn by example.'> Core
aspects analyzed by the program are usually the timbral
structure, pitch content and rhythmic content of a section
of the music (usually only a snippet — 10 to 30 seconds
long - is analyzed as the amount of data could not otherwise
be managed, while the success rate is still good enough).

Let’s have alook at an extract (Fig. 2). Here we see about
200 of the more than 5,700 “genre-shaped distinctions,”
as McDonald calls them. Why does he not use the term
“genre” proper? I assume it is because many of these terms
are created by him and his team and are only meant to be
used in-house by Spotify. They are not — and will never
be — generally known and recognized genres used by people
outside the company. The algorithm keeps generating new
genre-shaped distinctions — there were 5,643 genres when
I first checked the page on 14 October 2021, yet by 19
January 2022, that number stood at 5,724, an increase of
cighty-one over a period of three months. Just like in Crau-
wels’s map, we can click on cach name to access a sample
piece that represents the genre-shaped unit in question; we
can also access a list of representative artists in each genre. I
assume that the difference in the size of the names indicates a
difference in the number of pieces that belong to a category.
Unlike Crauwels, McDonald is not interested in denoting
relationships between his generic classes; each one exists
in splendid isolation (although its general position on the
vast map has a broad meaning, as indicated in the quotation
above). There are no abstract genres here, and no timeline
is indicated. The names of the “genre-shaped distinctions”
appear to be created following a few simple principles. Many
of them specify an existing genre by adding a geographical
term to it (Arab pop, Australian alternative rock, Brazilian
punk) while others add words such as “new/neo,” “post,”
or “alternative” to existing genre names — so the creation of
names is not very original. Existing genres are mainly speci-
fied in more geographic, historical, or relational detail. It is
not clear who allocates the titles to the classes; I suspect that
this is the result of human activity — if the system creates
about eighty new categories over the course of three months,
it is not too much to ask from its operators.

What can we do with this list? It is possible to find out
what the most listened-to genre is in my city or university
or country and compare it with others. For example, I can
ask for the most listened-to artist in any genre; I can list
the songs belonging to the genre that are “deep,” “deeper,”
“deep only,” and “mainstream only”; I can also sort the pieces
belonging to a genre according to thirteen criteria, includ-
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ing “popularity,” “youth,” “femininity, “tempo,” “duration,

or “xmasness.” I can search for music not belonging to a
particular genre that is still similar to what I just listened
to. Finally, the genres feed Spotify’s genre and mood filters,
which were introduced in 2021 (“How to Sort Your Favorite
Songs” 2021). If you are a registered Spotify user, I again
strongly recommend playinga little with all these functions.
Yet why is Spotify making the effort to produce this map
in the first place? The website doesn’t tell us anythingabout
this. On his Twitter account, McDonald describes himself
as “Spotify genre taxonomist and mechanic of the spiritual
compases [sic] of erratic discovery robots that run on love”
(McDonald 2013). This is very endearing, yet certainly
not true — as we all know, nothing runs on love alone, and
certainly not a major international database that depends
for its continuing survival on revenues mainly created
through advertising. In the second quarter of 2021 alone
Spotify generated revenues of over €2.31 billion. It has 165
million paying subscribers and 365 million active users per
month, who can access content provided by seven million
artists (“Revenue of Spotify worldwide” 2021). Spotify is
currently the largest music streaming service in the world.
While I have no direct source indicating what the main
function of this genre map is, it is not too difficult to guess,
and I want to outline this on the basis of an EU “Science
for Policy” report entitled Zechnology and Democracy: Un-
derstanding the influence of online technologies on political
behaviour and decision-making. This report identifies four
aspects which play a crucial part in determining our be-
havior online; of these, two in particular are relevant here.
The first is the “attention economy”; as we all know, if we
are not paying for something online, we are the product
being sold (and even if we do pay something, we may still
be a product anyway). The most important commodity in
the digital world is the time that users spend on a certain
webpage, the attention they give to what is displayed on
it, and the data they leave behind in the process — usually
without being aware of it. Like every other web service,
Spotify wants us to spend as much time as possible on its
pages. The second crucial aspect is “algorithmic content
production”: “[A]lgorithms are an indispensable aspect of
digital technologies which can be used or abused to impact
user satisfaction, engagement, political views and awareness.
Curated newsfeeds and automated recommender systems
are designed to maximize user attention by satisfying their
presumed preferences” (Lewandowsky et al. 2020). So
a provider assumes that we will spend more time on its
pages if it serves our preferences; hence, exploring them
is a crucial step in the process of increasing revenue. Each
time I listen to a piece of music, I increase the system’s
knowledge about my musical taste and allow it to predict

my future choices with increasing accuracy. Yet how can that
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be realized through the algorithm? It makes sense to assume
that a larger number of genres allows the system to specify
a user’s taste with increased precision. If there were only a
few hundred genres, lots of people would share the same
generic preferences, yet if there are close to 6,000 of them, it
is more likely that the system will be able to create a unique
profile of me as a user since it is more likely that no one else
in the world has listened to the exact combination of — say -
sixty-one genres that I may have engaged with since joining
the platform. This allows for “micro-targeting;” a placement
of ads based on my specific tastes and preferences that is far
cheaper and far more successful for the advertiser than fir-
ing ads indiscriminately at everyone. It even allows for the
placement of “dark ads,” which can only be seen by the user
in question and the advertiser. These ads allow for target-
ing different groups of people with contradictory types of
messages at the same time (Shaffer 2021).

So the main purpose of the “Every Noise at Once”
exercise is most likely not classifying the music but instead
classifying the listener. An ever-increasing number of
“genre-shaped distinctions” allows for ever more precise
micro-targeting, while there is no real interest in the music
itself or in the user’s own interests per se. This is one of the
most radical (and certainly unintended) consequences of
the gradual inclusion of social aspects, of “genre cultures”
beyond the sounding artefact itself, in the thinking about
musical classification and signification. But in another
way, it is a major departure because in this context, the
music signifies nothing in relation to itself; it is reduced
to a vehicle of the attendance economy used to lure ever
more people to Spotify’s pages. To quote the EU report one
last time, “YouTube itself has claimed that 70% of viewing
time on YouTube results from recommendations of its Al
system, rather than purposeful consumer choice” (Lewan-
dowsky et al. 2020). We can assume that this is similar in
the case of Spotify — and, for that matter, other streaming
services as well, as they all operate in parallel ways. If that
is correct, McDonald is contributing significantly to the
platform’s success. This operation is very different from
Crauwels’s musicmap, as the Belgian is an enthusiast who
cares about his content while McDonald’s raison d’étre is
an economic one. If anyone runs on love, it is Crauwels,
who does not pursue a perceivable economic interest, rather
than McDonald.

The algorithm’s focus on presenting us with things
similar to what it assumes we like makes a mockery of Silver,
Lee, and Childress’s (as well as Ratliff s) hope that the wider
range of available music will lead to us broadening our taste.
This would only be possible if we make conscious decisions
to go for music that the algorithm doesn’t recommend to
us — or even doesn’t show us except if we specifically search
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for it. That’s quite an effort, and few people are likely to make
it. The option is certainly there, yet in practice few are likely
to benefit from it. One may even wonder whether psycho-
logically preventing us from branching out and becoming
aware of music (or books, or people, or political points of
view) other than the ones we are used to already helps fuel
the increasing polarization in our societies.

Classification and power

Critical theory and post-modern analytical methods
both emphasize power relationships as a central issue of
their deliberations. They approach texts — and any other
manifestation of human interaction, such as music — with
what Paul Ricceur has labelled the “hermeneutics of sus-
picion” (Scott-Baumann 2009), that is, they look not just
at what appears on the surface, but rather search for the
hidden, often subconscious way in which our words and
actions want to cither preserve or increase our power, our
position in society. Is this also applicable to the discourse
around genre?

The “Spotification” of generic classification as discussed
above is already a good example of a power imbalance, with
a big economic player influencing our choices of what we
listen to. Another, pre-digital example of the influence
of generic labelling — and of who holds that power - is
provided by the evolution of the term “world music.” It is
generally credited to Robert E. Brown, who established a
program about this music at Wesleyan University in the
1960s. However, it only became widely known from 1987,
when a number of record companies decided to adopt
the term as a high-level genre label. At a meeting on 29
June 1987, nineteen representatives of eleven companies
determined that

the main problem in selling our kind of material lay with the
UK. retail outlets and specifically the fact that they did not
know how to rack it coherently. This discouraged them from
stocking the material in any depth and made it more difficult
for the record buyers to become acquainted with our catalo-

gues. (“Minutes Of Meeting” 1987)

So the single reason for making “world music” a top-
level abstract genre was an economic one, the facilitation of
sales. Record shops needed to know how to present this mu-
sic, and customers where to find it in the shop. This means,
of course, that this music had recently become important
enough (in Western countries, where the economic power
was — and to a large extent still is — located) to warrant
a scparate label; ten or twenty years carlier this wouldn’t
have been on the agenda in the first place. Yet individual
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artists would not have had the clout to make such a deci-
sion and influence the market sufficiently to “impose” such
an umbrella term. Incidentally, the minutes of that fateful
meeting continue: “We discussed various names for our
type of music(s) and on a show of hands “World Music’
was agreed as the ‘banner’ under which we would work.
Other suggestions were “World Beat, ‘Hot..., “Tropical...
and various others.” Unsurprisingly it doesn’t seem to have
been of much relevance that there was already an academic
tradition using “world music” in a similar way.

Yet we should perhaps also not overestimate the power
of “imposed” generic terms, particularly at the level of spe-
cific genres which usually emerge gradually out of a range
of musical practices. In a PhD dissertation from 2015, Eric
T. Smialek compared attempts by five different writers
to create taxonomic genre trees for metal music (includ-
ing the association of bands with them) (Smialek 2015:
29-64). He found significant differences between all five
and points out that they were also all criticized by metal
fans. A core problem was the fact that a neat allocation
of a term to one particular branch of a tree (or a map, or
a table) does not reflect the messy reality of life in which
bands produce picces that can have links to different sub-
genres, sometimes even at the same time — they have alow
boundary strength. Bands also evolve over time and may
change their style, oscillating between genres or fully mov-
ing from one to another. So proposing generic relationships
and band allocations is not always convincing. Smialek also
quotes Jacques Derrida’s salutary reminder that “every text
participates in one or several genres, there is no genreless
text [...] yet such participation never amounts to belong-
ing” (Smialek 2015: 48).

Popular-music studies have been the main driver of
research about music and genre in recent decades, so it
may be understandable that taxonomies are still occasion-
ally attempted in this area (albeit more often by journalists
and fans than by academics), yet this comes with a risk that
Smialek describes as follows:

Because [...] musical genres are intimately associated with
social identity, the particular view of history that a genre ta-
xonomy offers can have larger consequences in terms of how
it represents metal within broader arguments surrounding
gender, race, nationality, social class, and any other conceivable

vector of identity. (Smialek 2015: 33)

A taxonomy always gives a static snapshot of a fluid situ-
ation, it always simplifies, it always leaves something out. It
is very good at indicating differentiation, yet extremely bad
at engaging with the aspect of boundary strength. Creating
a taxonomy therefore comes with a certain responsibility,

and if not power then at least some influence.

Finally, genre discourses can also serve the purpose of
ranking genres in relation to each other. Dahlhaus’s writings
are a prime example of this tendency — while he acknowl-
edges that the differentiation of “high” and “low” genres
is a historical construct he still operates as if it is by now
(that is, in the 1960s and 70s when he wrote his seminal
texts) an unquestionable given; it forms the foundation of
his thinking, and the way he constructs his arguments suit
the perpetuation of this differentiation.

Intercultural views of classification

Another new approach to thinking about musical
classification could enrich Western ways of thinking by
juxtaposing them with non-Western ones, looking at how
non-Western musics are classified within their own cultures
but also how those modes of classification may reveal new
ways of looking at music more familiar to Western ears.

From 2012 to 2017 Reinhard Strohm led the interna-
tional research project Towards a Global History of Music.
The purpose of this project is described as follows:

Towards a Global History of Music aims to promote post-Eu-
ropean historical thinking. The programme was not intended
to create a global history by itself, but to explore, through
assembled case studies, parameters and terminologies that
are suitable to describe a history of many different voices.

(International Balzan Prize Foundation 2020)

The project provided fascinating insights into many dif-
ferent aspects of music history across the globe, and the - so
far — three book publications resulting from it are highly
recommended." Yetalook at their tables of contents already
indicates one issue that I found particularly interesting: it is
for the most part a history of either Western music in non-
Western contexts, or non-Western music in its interaction
with Western music. The topic can mainly be described as
“How Western music spread all over the world, influencing
and interacting with indigenous musics elsewhere.” Philip
Ewell, in his recent critique of Schenkerian’s analysis and
the White racial frame in US music theory, re-emphasizes
the point that Western methods may not suit non-Western
musics well, so analytical approaches suitable for the specif-
ics of those musics should be either found in indigenous
thinking or newly developed (Ewell 2020). Extending this
to the area of genres and the classification of music, I wonder
whether we should also have a closer look at how Indian,
Chinese, Japanese, and other musics have been classified by
their own practitioners and theoreticians. Ethnomusicolo-
gists working on those cultures take the indigenous views

into account, of course, but I am ultimately interested in
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a comparative study of views on classification in different
cultures — and I don’t think many studies of this kind have
been undertaken. I certainly ignored this aspect completely
when working on my own PhD thesis in this area many years
ago (Marx 2004; see also Marx 2010). The consideration
could start at the top, with the very concept of music itself:
many cultures don’t recognize much of what we would call
“music” as such. Jean-Jacques Nattiez has compared the
katajjaq throat games of the Inuit with the similar-sounding
rekutkar of the Ainu people in Japan and the pic eynen of
the Chukchi people in Siberia (Nattiez 1999). Despite their
acoustic similarities they are categorized very differently by
their performers. The katajjaq is a throat game (rather than
a throat song), a competitive activity restricted to women
and children. This is not the case elsewhere; Nattiez finds
himself unable to determine “if the rekutkar [...] was seen
in the Kraft Ainu culture as a game or as a song, or both”
(Nattiez 1999: 407). The pic¢ eynen, on the other hand,
are certainly regarded as songs by the Chukchi. While
the emic view (from within the respective culture) differs
with regard to the musical status of these genres they are
all songs in Nattiez’s own etic view (the view from outside
a culture). Similarly, the soundscape of Islamic religious
rituals would be easily classified as music from the etic
point of view of Western listeners, yet emically, “Muslims
themselves not only do not use [the term music], but of-
ten reject it as offensive, as a matter of religious doctrine”
(Frishkopf 2013). The Barundi people in Burundi have a
genre called “Whispered Inanga” or “Inanga Chuchotée,”
which consists of whispered text accompanied by a zither;
its main determinant is its timbre — a category virtually
never applied in Western musical classification (Fales 2002).
Native Americans in the Bolivian Andes relate songs to the
plants they are cultivating at different times of the year and
classify them accordingly; singing such a song at the wrong
time brings misfortune upon the tribe (Stobart 1994). The
Mapuche tribe in Argentina distinguishes between music
of their own culture (and have several different words for
it) and music by Europeans and non-Mapuchean people in
general, which is called kantun winka (Nattiez 1990: 55).
Given that Western listeners (and academics) usually talk
about non-Western musics in an etic way, that is, as outsid-
ers on the basis of Western ways of thinking, it may be
interesting to look at non-Western views of Western music
to gain insights that our emic position prevents us from
reaching. Bruno Nettl’s idea of a fictitious Martian com-
ing to our planet and encountering the — for her — strange
and unknown proceedings in a concert hall may give us an
idea of what this could be about (even though he doesn’t
talk about genres but about the world of classical music in
general; Nettl 1992). Nettl uncovers myths around great
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composers/geniuses that in their structure remind him of
music-related myths of the North American Blackfoot tribe.
Ideally, emic and etic perspectives are meant to complement
cach other, yet each culture is naturally restricted to emic
views of itself while looking etically at others.

Conclusion

So, was Drew Daniel correct when stating that genre is
what nobody really believes in but everyone relies upon?
The thinking about genres has shifted in several ways in
recent years. On the one hand, there is the much broader
approach to it advocated by authors like Daniel, Drott, and
Silver, Lee and Childress, supported by a number of recent
PhD dissertations on this topic such as those by Steve S.
Lee (2007), Eric T. Smialek (2015), Andrew Jurik (2016),
and Thomas Johnson (2018). They redefine genre as a much
more fluid concept, as something that can mean different
things to different people without jeopardizing its meaning
and existence. Genres are groupings (rather than groups)
that can have different degrees of openness towards mixing
and fusion without losing their identities as providers of
context, meaning and signiﬁcation. They can show a more
or less pronounced tendency towards differentiation into
subgenres as well as different degrees of boundary strength.
The situation is complicated further by the fact that they ex-
ist not just alongside other current genres but in the context
of the entire generic history of music — within their own
respective culture as well as interculturally. Understanding
genre in this broader, more flexible way also provides a good
counter-argument against those who claim that the category
has become meaningless, as well as against the representa-
tives of alternative, “anti-generic” classificatory approaches
such as Ratliff or the “post-genre” movement. The latter
oppose genres as rigid constructs (as defined by people like
Dahlhaus), yet if pieces can have a share in genres without
fully belonging to them, can relate to several genres at once,
and can appear in more or less open incarnations, the issues
their opposition is based on could be accommodated within
the genre-theoretical discourse.

On the other hand, we see that the gatekeepers of
music — particularly the music industry, now in its digital
incarnation — rely on an ever more complex classificatory
system in order to attract consumers in the context of the
attention economy. Spotify is ultimately not working “for
love” (as McDonald claimed) but aims to micro-target
every one of us (as “micro” as possible) so that we spend
more and more time on its pages. It is not interested in the
music for its own sake, nor in a broadening of the listener’s
minds or their edification. Such hopes as expressed by
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some of the authors discussed in this essay appear almost
naive when looking at the realities of our neoliberal eco-
nomic structures.

What unites both groups — those investigating the
positive aspects of classificatory differentiation and those
instrumentalizing it in the service of economic goals such
as micro-targeting — is the focus on liminality, on “in-
betweenness.”'* Whether it is the continuous emergence of
new generic categories or the simultaneous references of a
single piece of music to a number of genres, in both cases
the main pointis not conforming to an existing set of norms
or habits, but rather utilizing the generic contract between
musicians (or businesspeople) and listeners asa communica-
tive agent facilitating the transmission of information — be
it musical or economic in nature. This communicative agent
offers points of reference that steer our receptive process. On
this basis, today’s musicians continue to create new, unique
pieces of music while still benefiting in their reception from
listeners’ genre-related knowledge.

Whether we like or dislike the way genre is developing in
the twenty-first century, we just can’t get rid of classificatory
concepts — even if we wanted to. Drew Daniel was right,
and so was Eric Drott when he stated that genre (defined
as broadly as possible) is “a necessary ground against which
musical conduct takes shape and acquires meaning” (Drott

2013:7).

Endnotes

Kallberg imported the term “generic contract” from the lite-
rary scholar Heather Dubrow who proposed it in her book
Genre from 1982 (Dubrow 1982).

I don’t want to embark on a discussion of the complex rela-
tionship between the terms “genre” and “style” here; Allan
Moore has outlined the many different views expressed on
this relationship over the last decades (Moore 2001). For me,
generic features encompass stylistic attributes.

This bar only becomes visible once one zooms in.

Dahlhaus focuses entirely on art music in his essays; he only
mentions other musics occasionally as part of evaluative com-
parisons yet has no genuine interest in them. However, every
now and then one finds an approach which is not dissimilar
in studies of genres in popular music. Lena and Peterson, for
example, state that:

Not all commercial music can be considered a genre in
our sense of the term. We consider music crafted for specific
types of venues or referred to as commercial categories to be
non-genred [sic] music. Examples include Tin Pan Alley, Bro-
adway show tunes, and commercial music crafted for a specific
demographic and designated by a commercial category (e.g.,
middle of the road [MOR], music for lovers, dance music, and
casy listening music). (Lena & Peterson 2008: 699)

Psychological experiments indicate that listeners associate
certain moral values with different musical genres; see Shevy
2008 and LaMarre et al. 2012.

An example of this is his description of “Be My Baby” in the
category “memory and historical truth”: [t]he action, then, is
all base drum until the four. Sounds like Latin music; sounds
like a variation on the habanera rhythm. Anyway, the thythm
doesn’t articulate each beat in the bar; it leaves one empty,
and strikes between two others. That’s what Latin music does.
(Ratliff 2016: 196)

Taxonomic systems are based on all branches being differ-
entiated on the basis of the same criterion (in biology this
initially used to be visual similarity, later it became genetic
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relationship). Attempts to classify musical genres by way of
taxonomic trees were ultimately always bound to fail since
cultural practices such as music always have a range of dif-
ferentiating criteria in operation at the same time — not all of
them being applicable to all branches.

Crauwels already noted in his musicmap that the emergence
of new genres in popular music has slowed down considerably
since the 1990s.

Dahlhaus’s essay was published in English in 1987 yet was
actually written in German in 1968.

To name just a few examples, these include Keith Negus’s
Music Genres and Corporate Cultures (Negus 1999), Fabian
Holt’s Genre in Popular Music (Holt 2007), and a range of
PhD dissertations, including those by Eric T. Smialek (2015),
Andrew Jurik (2016) and Thomas Johnson (2018).

Of course, not many have proposed rigid tree structures
recently: while visualizations of genre relationships (such as
musicmap) almost inevitably end up using something like it,
these are not meant to be rigid, quasi-biological taxonomies
that are set in stone once and for all.

Drott develops his argument utilizing actor-network theory
(ANT), an approach taken further by Benjamin Pickut (Pie-
kut 2014) who applies ANT to the issues of influence, genre,
and context in music.

Publications of this type include Bigerelle and Iost 1999;
Scaringella et al. 2006; Weihs et al. 2007; Rosner et al. 2015;
Costa et al. 2017; and Medina et al. 2020.

13 See Strohm 2018; Strohm 2019; and Strohm 2020.

This is notwithstanding the presence of generic purists such
as the flamenco fans discussed in the introduction (Manuel
2021). They are likely to exist in relation to most genres,
yet they are not the drivers of developments and can’t stop
them.
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Santrauka

2019 m. Dru Danielsas ras¢, kad ,,[...] Zanras yra toks
dalykas, kuriuo niekas i$ tikryjy netiki, bet kuriuo visi pasiti-
ki®. Straipsnyje sickiama i$tirti Zanro kategorijos vaidmenj su
muzika susijusiuose diskursuose tokiu istoriniu laikotarpiu,
kai telkiamasi j liminalius arba negenerinius dalykus. Pagal
mano hipotezg, zanras nebegali buti naudojamas kaip nor-
matyvine, taksonominé kategorija, taciau jis vis dar atlicka
reik§mingg funkcija kaip ,generiné sutartis, komunikacijos
agentas, teikiantis informacijg, veikian¢ig ir palengvinanéia
muzikos recepcija.

Remiantis skaitmeniniu grafiniu populiariosios muzi-
kos zanry vaizdavimu kaip atspirties tasku, apibréZiamos
generiniy klasifikacijy problemos ir i$$ukiai $iandieniame
pasaulyje, nagrin¢jamos sialomos alternatyvios prieigos
(pavyzdziui, postzanro reiskinys) ir vertinamos naujausios
muzikologinés mintys $ia tema. Zvilgsnis j ,,Spotify* zanro
suformuoty skirtumy Zemelapio strukearg ir funkcijas
leidZia pradeti diskusija apie zanry funkcijg skaitmeninés
muzikos pramongje: jos galutinis tikslas yra veikiau klau-
sytojy nei muzikos klasifikavimas tikslinei mikrorinkai
nustatyti. Tokiu budu Zanras vertinamas kaip galios veiksnys
bei eminiy ir etiniy pozitriy potencialas misy perspekeyvai
praplésti.

Pastaraisiais metais zanry suvokimas pasikeité keliais
aspekrais. Viena vertus, zanras buvo i naujo apibréztas
kaip daug takesné savoka, galinti skirtingiems zmonéms
reiksti skirtingus dalykus, nekeldama pavojaus savo pras-
mei ir egzistavimui. Zanrai yra grupuotés (veikiau nei
grupés), kurios sunkiau ar lengviau pasiduoda misimui ar
susiliejimui, neprarasdamos savo, kaip konteksto, reik§meés
ir prasmés teikéjy, tapatybés. Galime matyti daugiau ar
maziau rys$kia tendencija diferencijuotis | pozanrius ir skir-
tingus riby stiprumo laipsnius. Toks platesnis ir lankstesnis
zanro supratimas yra geras kontrargumentas teigiant, kad
$ikategorija tapo beprasmiska alternatyviy, ,antigeneriniy®
klasifikaciniy prieigy siulymams.

Kita vertus, matome, kad muzikos varty sargai — ypac¢
muzikos industrija, jsikinijusi dabartinéje skaitmeninéje
eroje, — pasikliauja dar sudétingesne klasifikavimo siste-
ma, sickdami pritraukti vartotojus démesio ckonomijos
kontekste. ,Spotify* sickia tikslingai kreipti pastangas j
kiekviena i§ musy kaip mikrorinka, kad vis daugiau laiko
praleistume jos puslapiuose, todél naudoja i$samia generine
klasifikacija. Siai komercinei muzikos platformai nejdomi
nei pati muzika, nei klausytojo mastysenos plétimas ar jo
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ugdymas. Viltys, kurias i$reiské tokie autoriai kaip Benas
Ratliffas, atrodo beveik naivios, Ziarint j misy neoliberalios
ckonomikos struktiry realijas.

Abiejy grupiy atstovus — tuos, kurie tiria teigiamus
klasifikavimo diferenciacijos aspekeus, ir tuos, kurie ja
pasitelkia ekonominiam poveikiui, tokiam kaip muzikos
vartotojy kategorizavimas rinkodaros tikslais, — vienija
démesys liminalumui arba ,,pereinamumui®. Ar tai buty
nuolatinis naujy generiniy kategorijy atsiradimas, ar vieno
ir to paties muzikinio kurinio priskyrimas keliems Zanrams
tuo pat metu — abiem atvejais svarbiausia yra ne taikytis prie
esamy normy ar paproéiy, o naudotis generine sutartimi
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kaip komunikaciniu agentu tarp muziky (ar verslininky) ir
klausytojy, palengvinant muzikinés ar ekonominés informa-
cijos perdavimg. Toks komunikacijos agentas sitlo atskaitos
taskus, kurie valdo miisy recepcijos procesus. Siuo pagrindu
Siandienos muzikai ir toliau kuria naujus, unikalius muzi-
kos karinius, kuriy recepcijai naudingos klausytojy Zinios
apie Zanrg. Ar mums patikty, ar nepatikey Zanro vystymosi
tendencijos XXI a., net jei norétume, tiesiog negalétume
atsikratyti klasifikaciniy savoky.
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The Music Genotype:
Collapse versus a Hypothesis

for the Formation of a New (Macro)system
Muzikos genotipas: naujosios (makro)sistemos kiirimo hipotezé versus liZis

Lithuanian Academy of Music and Theatre, Gedimino Ave. 42, 01110 Vilnius, Lithuania
daunora@gmail.com

Abstract

The article continues the discussion of the ontic discourse of the music genotype (music genre) which started in Volume XXII (2021) of the
present journal and approaches the consideration of the issues of the typology of twenty-first century music composition. The aspiration to
cover both the concept of the phenomenon itself as a recursive self-organizing system and the ongoing “turning points” in the tradition of
typologization and taxonomy of art music is based on the methodological approach of the general systems theory (GST) and synergetics as
its branch. The unified conception of the ontic nature of the phenomenon and its functioning in contemporaneity enable the author to argue
the concept of change in the (macro) systems of genotypes of “chromatic” intersystemic music. The author symbolizes the beginning of the
hypothetical change in the genotype (macro) systems by highlighting the innovative forms of art created by the Dada and Fluxus artists in
the 1950s through 1960s, which developed innovative art forms. The article monitors the further development of new music genotypes in
the twenty-first century. From the point of view of typologies and taxonomies, the creation of professional music in the end of the twentieth
century underwent an enormous change. At the beginning of the twenty-first century, it entered a phase of passionate change, characteristic
of “seismic” situations of change of music genotypes (macro) systems. Reflecting on the process of change in music genotypes (macro) systems,
the author proposes to test it with the activity of expression of three typological statuses (mono-genre, polygon, free genre [Libro-genre]).
From the author’s point of view, the coexistence of the old tradition mono-genre — poly-genre — free genre — new tradition mono-genre and
their mixes reveals the essence of the typological processes taking place in the art music today.

Keywords: music genre, music genotype, general systems theory (GST), a recursive self-organizing system, fractality, (macro)system, mono-
genre, polygenre, free genre (libro-genre).

Anotacija

Straipsnyje pristatomas muzikos genotipo (muzikos Zanro) ontinis diskursas ir priartéjama prie XXI a. muzikos kompozicijos tipologijos
problemy. Pasiryzimas bendru sisteminiu poZitiriu aprépti ir paties fenomeno, rekursyvinés saviorganizuojanéios sistemos, samprata, ir vyks-
tan¢ius akademinés muzikos tipologizavimo bei taksonomijos tradicijos ,,lizius“ remiasi bendrosios sistemy teorijos (BST) ir jos atakos —
sinergetikos — metodologine priciga. Bendra fenomeno ontinés esmés ir jo funkcionavimo $iuolaikybéje samprata autorei padeda argumentuoti
»chromatinés® tarpsisteminés muzikos genotipy (makro)sistemy kaitos koncepcija. Hipotetinés genotipy (makro)sistemy kaitos pradzia tyréja
simbolina iSkeldama Dada ir Fluxus menininky XX a. 6-7 des. sukurtas inovatyvias meno formas ir stebi tolesng naujujy muzikos genotipy
plétote XXI a. Zvelgiant tipologijy ir taksonomijy poziiiriu, profesionaliosios muzikos kiiryba XX a. pabaigoje ir XXI a. pradzioje jzengé i
pasionariskos kaitos faze, biddinga ,seisminéms® muzikos genotipy (makro)sistemy kaitos situacijoms. Panasaus lygmens tarpsisteminé muzikos
genotipy ceziira vyko apie 1600 m. Apmastant muzikos genotipy (makro)sistemy kaitos procesa, siiloma jj testuoti trijy tipologiniy statusy
(monoZanras, polizanras, laisvasis Zanras (librozanras)) raiSkos aktyvumu. Autorés pozitiriu, senosios tradicijos monozanry — polizanry — lais-
vujy Zanry — naujosios tradicijos monozanry ir jy miksty koegzistencija atskleidzia dabarties garsy mene vykstanéiy tipologiniy procesy esme.
Reik$miniai ZodZiai: muzikos zanras, muzikos genotipas, bendroji sistemy teorija (BST), rekursyviné saviorganizuojanti sistema, fraktalis-
kumas, (makro)sistema, monozanras, polizanras, laisvasis Zanras (librozanras).

Music genotype: collapse versus further development

The intersection of the postwar music avant-garde with
the postmodernist philosophy of artistic introspection
can be associated with the “explosive” effect of evolution.
The huge crossing of the destructive and simultancously
creative forces in the 1950s and ’60s were realized through
radical events in the milieu of art music. I shall try to look
at this epicenter from the viewpoint of the categories of

music typology, sensitive to in-depth shifts. The ontic-level
changes in the composition of music were reflected and
documented by quite a few participants in the theoretical
discourse of art. Yuri N. Kholopov, an acclaimed representa-
tive of the Russian theoretical musicology of the twentieth
century, saw the late twentieth-century revolution in art
music as a massive extension of the boundaries of music
to non-musical objects and a new conception of musical
material. In his article “On the Essence of Music,” he wrote:
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Music went out somewhere to new dimensions. This feeling s
quite sufficient to make it clear: we are facing a fundamental
change in what we feel as music. ... The fragmentation of the
traditional unanimous conception of the essence of music,
which took place and still continues in the 20th century, has
already brought together “one hundred musics of our time.”!
ultimately means a new stage in sound art, an expansion of
the ancient mousiké techné®space, a great synthesis of ideas of
the present and the past, and the opening up of perspectives
for genuine artists — creators, whose work means the creation
of the new as a natural continuation of the Creation of the
world. (Xoaomos 2003).

The “seismic” state of music evolution and the intensity
of change tested the universality and plasticity of typologi-
cal structures. As noted, this category reflects a wide range
of its manifestations: artistic commissions of socio-cultural
milicus as well as the coordination of specific relationships
between the foci of the parameters of communication,
performance, and sound art (formal structural and those
of poetics [content]).

Based on the data of analysis of the ecarly twenty-first
century practice of music art, we can testify to the fulfill-
ment of numerous twenticth-century visionary insights,
professed in manifestos, and their combinations in the
strangest forms in Klangkunst, the fourth type of music.
The characteristics of the mentality of the contemporary
musical culture observed in its artifacts can be traced in
the written theses of Western art manifestos. The reality
of the ontic change in the art of music and its genotypes
enables us to retrospectively summarize the transformations
of the concept of the mousiké techné before the time of the
theoretically canonized postmodernist “turning point.”
The fierce reaction of art consumers and the rejection of
declarations further testify to the energetic, constructive
impact of creative ideas on the art process.

As early as on page 3 of the Skezch of the New Aesthetics
of Music (Entwurfeiner neue Asthetike der Tonkunst, 1907),
Ferruccio Busoni proclaimed the conception of the new
sound art to take effect, “music was born free, and to win
freedom isits destiny” (Busoni 1911: 3), and supplemented
the challenge with a comment stating that:

The spirit, emotions, and value of a work of art remain over
the years, but the form taken by those three, the manner of
their expression, and the flavor of the epoch which gave birth
to them are transient and age rapidly. (Busoni 1911: 2)

The new philosophy of sound art and the subsequent
programming challenges of the manifestos have effectively
adjusted and continue to adjust the further development
of sound art types and genotypes (for a compendium of
the most prominent ideas of art manifestos, see Fig. 2).
The maximum tone of music art creativity “exploded” in

the 1950s and ’60s as a breakthrough in the development
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energy of multimedia, interdisciplinary, and action arts.
As we shall see, this has fundamentally changed and keeps
changing the development of music forms and genotypes.

Among the twentieth century’s most influential mani-
festos that changed the directions of art music and, accord-
ingly, initiated new types of artistic artifacts, the ultraradical
reflection on the purpose of art must be recognized in the
ideological statements and artistic practices of the Fluxus
movement, which swept through the United States in the
late 1950s. George Maciunas, the founder of the Fluxus
movement that emerged from avant-garde Dadaism and
his affinity group (Wolf Vostell, Joseph Beuys, Dick Hig-
gins, Nam June Paik, La Monte Young, Emmett Williams,
etc.) founded a new philosophy of art as social reality in the
carly 1960s, which changed a number of the constitutional
parameters of the art of the late twentieth and carly twenty-
first centuries.’ The paradigmatic multimedia phenomena
of the new genotype (macro)system — happening, perfor-
mance, installation, conceptual art, action art (action),
multimedia, and musical sculpture — were the outcomes of
the living practices of the “social commission” of Fluxus’s
artistic ideas. It is the material about the new “types” of
art — sound poetry, experimental painting, experimental
cinema, electronic music, and the already mentioned taxo-
nomic phenomena — that Ma¢itnas intended to publish in
the Fluxus* magazine launched by Lithuanian artists living
in New York in 1960.

The ideologists of the movement opposed the elitist
institutional art of the professionals and sought to fully
integrate art into life, a social reality where “the differences
between an artist and an industrial worker disappeared.”
Maciunas’s desire for Fluxus to “become a way of life not
a profession and for the movement’s artists to gain their
artistic experience from everyday experience” was wit-
nessed by Jonas Mekas,’ pioneer of avant-garde cinema in
the United States (Luksas 2010). The latter remembered:
“George stubbornly assured me that Fluxus was not an
art or an art movement: FLUXUS was a lifestyle, a way of
life” (Ibid.). The aim of such a philosophy was to cleanse
artists of a routine approach to art, to refine its purpose in
the world, and to change the world itself. The end of art
and the exhaustion of the Fluxus movement, according to
Maciunas, had to coincide with the Purge.®

According to Emmet Williams, the radicality of Fluxus’s
ideas was determined by the personality structure of Maciu-
nasasanartist — “aclown and a man of tricks par excellence,
he simultaneously was a murderous revolutionary” (Wil-
liams and Noél 1997: 8). The activity initiated by a “hard-
to-perceive genius” (Williams) and his creative approach
to the organization of political actions as well as anarchist
démarches with the strangest experimental hybrids of art
and shocking artistic expression marked the striking art
strategies of the twenty-first century. From Clive Phillpot’s
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Fig. 1. Jurgis Matitinas (George Maciunas). Fluxus Manifesto I
(1963; the manifesto may be accessed at: georgemaciunas.com/
about/cv/manifesto-i/).

point of view, Maciunas deciphered the basic meanings of
the word fluxus in his ambitions — zo cleanse, to purge, tide,
and fuse — and took action (Phillpot 2019). After refining
the different goals of the F/uxus movement, an exploration
of their effective interactions in initiating a revolution in
contemporary art was explored. Its program was published
by Jurgis Maciunas in the Fluxus Manifesto I (1963), where
the basic theses of #he Fluxus ideology were set out.

The first section of the manifesto discussed the reversal
of the relationship between society and commercialized
institutional culture (art). In order to save the world from
evil, Maciunas invited artists “to purge the world of bout-
geois sickness, of ‘intellectual; professional, and commer-
cionalised culture; purge the world of dead art, imitation,
artificial art, abstract art, illusionist art, mathematical art”
(quoted from Maciunas’s Fluxus Manifesto I, see Fig. 1).
By opposing “living art” to “dead art,” Maditnas sought to
stimulate the influx of vibrant creativity. In the second part
of the manifesto, Macianas proposed to “promote a revo-
lutionary flood and tide in art, promote living art, anti-art,
and promote non-art reality to be grasped by all peoples,
not only critics, dilettantes, and professionals.” In the third

section of the manifesto, the art revolution focused on the
global revolution in culture, the social sphere, and political
reality. Macitnas encouraged artists “to fuse the cadres of
cultural, social, and political revolutionaries into united
front and action.”

From the “free art” of Busoni, Pratella (1910), Russolo
(1913), Munari (1938), and Maciunas (1963), the anti-art
ideal of Flynt, and the Fluxus manifesto, the conception of
postmodernist multimedia interdisciplinary art was con-
sistently approached. The steps were recorded in the theses
of twentieth-century art manifestos and in calls to free
music from violence, to introduce “small intervals” and use
electricity, to “harness” machines, to turn noise into music,
and to create musique concréte and moving objects, which
was gradually realized starting with the 1960s.The further
evolution of sound art (type) stimulated the formation
of new art subtypes as well as new music genotypes. The
compendium of the most active theses of the manifestos
dedicated to music helps to trace the twentieth century’s
gradual process of renewal of the art of music and its cul-
mination in the artistic milieu of Fluxus.

Unpredictable, spontaneous scenarios, ignoring the
artists’ €gos, promotion of a collective spirit, anonymity,
and anti-individualism” are what can be recognized as the
current status quo of contemporary experimental art and
what Fluxus ideologists realized as their mission: filling
the gap between art and life. Immanent intersystemity
and interdisciplinarity (quite a few Fluxus art artifacts
embodied the coexistence of various arts — kinetic art, anti-
art, conceptual art, action arts, etc.) must be recognized
as the twenty-first-century paradigm of the philosophy of
art. In this respect, the evolution of post-Fluxus art can be
interpreted as a direction of differentiation of the syncretic
“embryo” of art genotypes formed by Fluxus artists.

For the documentary evidence of the development of art
forms and genotypes in the late twentieth and early twenty-
first century, a chart of typology of the Fluxus art forms
which had undergone evolutionary change, drawn in 1965
by artist Dick Higgins, participant of the Fluxus movement,
and accompanied by a notional system signifying it, was of
great importance. Higgins's chart, called intermedia (inter:
between + media: a means of communication), innovative
at the time, was perceived as a label for experimental inter-
disciplinary art actions, often synonymous with the Fluxus
movement. The idea of Higgins’s concept-building was
based on gluing the prefix inter- to the concept of media,
which emerged on the cover of the book Understanding
Media by Marshall McLuhan, a media art researcher (and
which was used by McLuhan in his monograph in the
meaning of an art communication milieu). Dick Higgins’s
Intermedia Chart, drawn in 1965 and published in 1995,
outlined the genealogy of the new art forms and types
and captured the totality of new multimedia artifacts that
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emerged in the Fluxus movement milieu (see Fig. 3). It cov-
ered Flynt’s “conceptart” and new genotypes of art, derived
from Fluxus events- performance, intermedia, happening,
musical sculpture, action, mail art, installation, and other
experimental products of the synthesis of music, dance,
literature, and theater music:

The language of visual graphics in the catalog chart of
the new art types was decoded by Hannah Higgins (2001).
She believed that the “reading” and theoretical interpreta-
tion of the graphic rhetoric of the chart presupposed several
important insights:

*  First, the graphics of the macrosystem (the large circle)
of the new art types of Intermedia was fractally reprodu-
ced by the graphics of individual “genres”/“types” (small
circles). In other words, based on the GST paradigm, the
relationship between the macrosystem and its elements
(system) in the chart of Higgins was characterized by
isomorphism and fractality.

* Second, as noted by Hannah Higgins (2001: 49-54),
the size of Intermedia’s circles probably reflected the
author’s view of the spread of one or another art form

in the art field of the 1960s.

¢ Third, the overlapping circles apparently graphically vi-
sualized the interactions of differentiated art genotypes
within the system.

* Fourth, the rhetoric of Higgins’s unnamed circles was
significant: the question marks undoubtedly reflected
his conviction that, in the vibrant milieu of the birth of
art innovations, new taxonomic-typological elements
were to emerge in the nearest future.

The Fluxus art environment was, in terms of a genetic
viewpoint, a favorable ideological and socio-cultural mi-
lieu for the realization of consequences of twentieth-
century art modernization, which were established in
renovated typological forms. In the chromatic field
of interaction of the old and the new macrosystems, a
relative boundary was marked by the multidirectional
transformations of artistic conventions that began in the
Fluxus era. The genotypes of interdisciplinary art (instal-
lation, performance, happening, etc.), not associated with
a specific field of art (music, art, theater, dance, etc.), are
shaped in Higgins’ Intermedia Chart. The revolutionary
breakthrough in the development of genotypes took place

Dance Theater

N/

Fig. 3. Dick Higgins’ Intermedia Chart (conceptualized in 1965, drawn and published

in 1995)".

*

Higgins’ Intermedia Chart is taken from: Dick Higgins and Hannah Higgins.

Intermedia, Leonardo, Vol. 34, No. 1, February, the MIT Press, 2001, p. 50.
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as the deconstruction of the “old” art and the creative
construction of the “new” art. In the field of multimedia
performative new art coming into being, many tradi-
tions, conventions, and art type boundaries as well as the
professional differences between artists were transcended,
which flourished in the artifacts of the Dada and Fluxus
movements and which further predominates in twenty-
first-century interdisciplinary art.

Music genotypes as a self-organizing (macro)sys-
tem and statuses of the chromatic milieu

Postmodernist theories and new research methodolo-
gies offer preconditions for the renewal of the traumatic
functioning of the epistemological approach to the music
genotype. As mentioned above, for this purpose, the inter-
pretation of system (element) and (macro)system transfor-
mations, derived from the General Systems Theory (GST)
(Ludwigvon Bertalanffy 1950, 1968; Kenneht E. Boulding
1956; Ervin L4szl6 1972; Debora Hammond 2010; David
Pouvreau 2013) and based on the research in periodic self-
organization of open systems (Liening 2020) and spontane-
ous self-management processes, was chosen for the present
study. The connection of this theoretical model with the
research in typological processes of sound art becomes
clear after revealing the possibility to interpret the (macro)
systems of the music genotypes of one or another historical
(stylistic) period as unique elements, parts of an open, dy-
namic, and active system. The second condition is that these
elements interact as structures of a particular chronotope
of music culture, the structures of space and function. The
third condition is that the interacting elements transform
in a self-organizing way to create a system of new quality (a
[macro]system, as it is called in the present study).’”

Based on that, we can contend that the crystallization
of new types of art artifacts takes place on the basis of a
one-way logic of coming into being or in the direction of
creatinga new order. In her research, Margeret J. Wheatley
conceptualized the ontic essence of the intersystem tension:
“chaos is an inevitable process in creating a new order”
(Wheatley 2006: xii). The inter-systemic “chaos” of music
genotypes is to be identified in this study as the junction and
transgression field of the old and the new genotype (macro)
systems. Another important regularity of the development
of genotypes—clements and (macro)systems from the point
of view of social sciences and synergetics were published
by American economist Thomas C. Schelling in his paper
“Micromotives and Macrobehavior” (2006). He referred to
the research evidence that dynamic systems, composed of
many similar elements called “agents,” will spontancously
organize into complex, stable, self-organizing multi-agent
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systems (MAS) (Howard H. Pattee, 1987, 1997; Joanna
Raczaszek-Leonardi, 2009). Should we interpret these in-
sights from the viewpoint of the theoretical epistemology
of music genotypes (elements and macrosystems), we can
assume that the correlations of individual genotypes (ele-
ments of macrosystems) reflect the most important laws of
self-organizing, self-regulating systems:

*  First, the genotype-system and (macro)system carry out
energy exchange with an external cultural milieu (an
open system principle), that is, the “taking” (macro)
system is formed through taking over the ideas of the
“giving” one.

* Second, their characteristic self-organization mecha-
nisms presuppose the characteristics of self-destruction,
the spontaneous emergence of orderly structures, and
stabilization in such systems.

Such aconcept of world studies, or the studies of systems
synergetics, makes it possible to describe in greater detail
the systems of artistic genotypes as open, self-organizing
systems, the dynamics of which are based on nonlinear
regularities, predicting fatal breaks, crises, and leaps for
further system development (the concepts applied by Tyni-
anov). On the basis of this interdisciplinary paradigm, the
principles of functioning of the literary genre systems have
been studied by Peter Bagh Andersen (2000: 214-260);
musical self-organizing systems have been discussed by
Zuzana Martindkova-Rendekova (2005: 6).

Compared to the changes in sound art in the 1960s,
which gave meaning to the intersection of modernism
and postmodernism, a turning point in sound art of a
similar scale took place in the late sixteen through the
carly seventeenth century. In that case, Lemme Rossi’s tem-
pered major-minor system based on equidistance octave
decomposition (1666)'* displaced the modal system link-
ing the genotypes of the medieval and Renaissance music
and changed the tempering principle of the musical tone
system, philosophy, and composition practice (Gioseth
Zarlino Le Istitutioni Harmoniche,1558; Jean-Philippe
Rameau Traité de lharmonie réduite 4 ses principes naturels,
1722). The contrapuntal principle of composition was
supplemented and conquered by the aspect of harmonic
composition, the concept of soggerto (thematism) was
replaced by increasingly compositionally interpreted
thematicism, and specific aspects of music time, nota-
tion, and essential aspects of music composition also kept
changing. A summarized comparative table of the cluster
of elements of music composition can help to substantiate
the insight into the hypothesis of changes in the (macro)
systems of music genotypes in the late sixteenth through
carly seventeenth and in the late twentieth through carly
twenty-first century (see Table 1).
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A systemic turning point of the late 16th—early
17th century:

Intersystemic chromaticism, having started in the 1950s

through 1960s

Concept of Music as sounding numbers — numerus sonorus, Its four super-types: traditional music (folklore), art music,
music numerus in sono (Gioseffo Zarlino Le Istituzioni popular music, and interdisciplinary, multimedia art (so-
harmoniche, 1558, Part 1, Ch.. [, XII, XIV). called Klangunst).
Music as the art of affects (René Descartes Les pas-
sions de l4me, 1649; Musicae compendium, 1650).
Music as a language articulated through sounds
(German musikalische Sprache, Tonsprache, or “the
speech of sounds” — KlangRede; Johann Matheson
Der Vollkommene Capelmeister, 1739).
Music as ars combinatoria (Marin Mersenne Har-
monie Universelle, 1636).
System of The modal system was replaced by the tonal The post-tonal system, the 12-tone atonal system, was
harmony system gradually taking root. The element of replaced by neomodality, the spectrum dissemination
the tonal system is the triad [PCS 3-11] and its principle, triadic afunctionality in the NRT system*, mixed
derivative forms, modal-functional control of individual systems, microtonal music, microdimensional
triads and seventh-chords. music, etc.
System of Accentual tactometric regularity prevails Mixed proportional systems, free, individual rhythmic
rhythmics systems, the metric structure replaced by a free course,

individual conceptions of time.

Conception of

Soggerro principle is replaced by the concept of

Moving away from the cantilena-type melodism, applica-

thematicism formed exposed thematicism. tion of basic ideas, forms of generating and dissemination
Thematicism becomes a basis for the musical of the basic idea, decomposition of the spectrum (the
material of a composition. spectrum accumulates the codes of thematicism and other

parameters of the composition), individual conceptions of
thematicism, etc.

Compositional | The modal principle is replaced by the tonal Repetitive technique, phase principle, collage technique,

techniques compositional technique. intertextual (transtextual) composition principle,
spectralistic technique, algorithmic composition, mixed
and individual techniques, etc.

Instruments Vocal music is complemented by instrumental Electronic music, MIDI systems, Human Computer

and sound music and mixed vocal-instrumental forms; Interaction (HCI) 11 systems for writing “live” electronic

extraction chamber instrumental and orchestral music is music, etc. New technological infrastructure for sound

methods formed. extraction methods / sources in the field of electronic music
and its varieties, mixed forms of sound extraction, etc.

Music types Vocal music, instrumental music; theater music, | Art music, folklore, popular music, sound art (Klangkunst),

and subtypes | ecclesiastical music, chamber music. electronic music, “live” electronic music, electroacoustic
music, multimedia composition, computer music, 7usique
concréte, digz'ml music, acousmatic music, indeterminism
music, intuitive music, conceptual music, intcrdisciplinary
music, multimedia projects, etc.

Music Dramma per musica, opera, cantata, oratorio, Instrumental theater, performance, multimedia, scene,

genotypes trio sonata, sonata da chiesa, sonata da cammera, | action, happening, video installation, sound installation,

sonata, concerto grosso, concerto da chiesa, solo
concert, suite, ornamental variations, ostinato
variations, passacaglia, chaconne, etc.

interactive sound installation, sound sculpture,
musical documenting, experimental music archetypes,
interdisciplinary music, musical rallies, space music,
animation music, indefinite genotypes of the “new”
macrosystem, etc.

* NRT, or Neo-Riemannian Theory, is the non-functional theory of triad transformation (connection) formulated by Richard Cohn;
see Richard Cohn, Neo-Riemannian Operations, Parsimonious Trichords, and Their “Tonnetz’ Representations, Journal of Music
Theory 41, No. 1, 1997: 1-66.

Table 1. Comparison of the conceptions of sound art composition in the late sixteenth through early seventeenth and the late

twentieth through the early twenty-first century.
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As I shall base my study on the further developed
GST approach, it is also important to pay attention to the
epistemology and analytical methods of the humanities.
The relationship between an individual element and their
macrosystem from the position of literary texts (reading
and translation) is uniquely explained by the phenomeno-
logical theory of the hermeneutic circle (hermeneutischer
Zirkel), developed in the works of Wilhelm Dilthey, Martin
Heidegger, and Hans Georg Gadamer. Although the latter
research was carried out on the basis of the relationships
between the elements and the whole of verbal texts, the
developed concept of the hermeneutic circle formulated a
universal model of understanding (interpretation). Its law
postulates that the whole can be understood on the basis of
a part, and a part on the basis of the whole (Palmer 1969:
120).22In his work Being and Time (Sein und Zeit, 1927),
Heidegger attributed the expression of the existential pre-
structure of being (Vor—Struktur) to the function of the
hermeneutic circle (Heidegger 1986: 153) and emphasized
the ontological universality of that principle, regardless
of the origin of the elements. Heidegger interpreted the
hermeneutic process (circle) as a cycle of self-realization,
as auniversal aspect of philosophy, while Gadamer empha-
sized the repetition of the process. These insights offer the
researcher of the music genotype systems and (macro)sys-
tems a research method in the movement of a hermeneutic
(interpretation) circle: from part (or detail) to whole and
back, from whole to part (or detail).

It would be methodologically beneficial to extend
the principle of the hermeneutic (interpretation) circle
movement by the findings of the study Chaos and Fractals
(Bausteine des Chaos. Fractale) of German mathematicians
and computer scientists Heinz-Otto Peitgen, Hartmut
Jiirgens, and Dietmar Saupe (1992) which demonstrate
that the element and the system have invariance properties
at different scales. This means that a system element (in this
study, a specific music genotype) replicates the structure of
a (macro) system by its own structure, while the evolution
of a (macro)system imitates the evolution of the system
element on a larger scale. In other words, a system can be
understood by studying its subsystems (differentiated ele-
ments) and vice versa.

The music of the late twenticth century moved away
from “thinking in keys” towards spectrum decomposi-
tion; composers’ mindsets are predominated by intense
interdisciplinary synthesis, and the philosophical concep-
tion of opuses, by performativity and a concert manner of
thinking; the differences between professional divides are
disappearing, and the trend of a universal artist becomes
more pronounced; international interdisciplinary teams of
artists get together in a creative process. According to the
author of the study, the intersystemic “chromaticism” of
music genotypes is realized by a characteristic network of
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genotypic statuses, which includes the already mentioned
categories (Aaynopasuacne 1990: 12-21; Daunoravi¢iené
2020: 39-62; Daunoravigiené 2022: 149-193):

¢ transformed mono-genre of the “old” system,

* polygenre,

s free genotype,

* mono-genre of the “new” system,

o different variants of their mixes.

In the evolution of music and literary genotypes, the
creative processes of the intersystemic “cacsura’ must be
recognized as a creative precondition for the creation of
the “new.” This stage of development is characterized by
substantial modifications of the formed art canons and
indicates the “crossing” of genetic forms as well as the pos-
sibility of the formation of new taxonomic layers of art.

Hierarchical meanings of the term “(macro)system”
of music genotypes and their further development

The concept of an open, self-organizing system made
it possible to view the music genotype(s) — the system and
the (macro)system — as an object whose dynamics is based
on the regularities of nonlinear processes predicting crises
and chaos phases, with the recombinations of the “old”
and the new genetic traits taking place in their milieus. A
dynamic, interacting milieu of systemic elements in terms
of the GST and synergetics is an important indicator of the
(macro)system change. Based on the principle of invari-
ance (isomorphism) of different scales, it is possible to see
the logic of the element development in the evolution of a
higher level (macro)system by placing research objects in
a two-way coordinate system: analyzing them from both
the element and their (macro)system positions. However,
we must admit that the method of research in open, self-
organizing systems developed in the GST and the systems
synergetics theories has not yet been effectively applied in
the discourse of musicology for the studies of genotypes.

Emphasis has been placed on the concept of a dynamic,
changing music genotype, which, upon absorbing the logic
of the GST and synergetics as its variant as the logic of the
developmental principles of systemic objects, envisages
the logic of their developmental leaps, perturbation, and
the crisis (bifurcation) instability processes. The complex
interactions of the open system, both within the (macro)
system (hybridization of genotypes) and with other com-
plex systems (manifested by interdisciplinarity, mediality,
and common genotypes in different fields of art), lead to
a constant energy exchange (“diffusion” of ideas). They
predetermine the consequences of the formation of mixed
phenomena of various typological hierarchies, which is
evident at present, starting with the genotypes of music and
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ending with the fusion of art types and the arts themselves.
Rosalind Krauss calls the consequences of this process the
concept of post-medium art (Krauss 2000).

The abovementioned methodological approach and the
reality of music composition make it possible to interpret
the intersection field of the genotype systems/(macro)
systems as an active “seismic zone” where typological trans-
formation processes take place: emission of the giving “old”
(macro)system genotype features and crystallization of the
taking “new” genre (macro)system elements (genotypes).
The recombinant interaction of genotypic traits, the dis-
integration of the old institutionalized typological forms,
and the emergence of new ones can be considered a gen-
eral, universal form of the relationship between the genre
(macro)systems. At the elemental level, abundant states of
interacting genotypes are observed in the environment of
the macrosystem change. Reiner Kluge opposed hybridiza-
tion and the formation of new genotypes as an alternative
to the decline of the genre. He noted:

However, instead of a degenerate late phase, a phase of tran-
sition to another genre, a mixture of [several] genres, or the
like, characterized by a fundamental transformation of the
system, may occur. (Kluge 1974: 120)

In the present study, an assumption that the relative
dates of the late sixteenth and late twentieth century may
mark an upheaval in the music genotype (macro)systems of
sound art can serve as a theoretical hypothesis. The proof
is provided by the comparison of the renewal of the struc-
tural layers of music composition during those periods of
time, presented in Table 1. No less important is the sense
of passionary,”® according to Lev Gumiliov, or catastrophic,
according to Yuri Tynianov, development of sound art and
aleap in development as well as obvious documentary tes-
timony of the transition to a higher stage of development,
aroused by creation manifested in unconventional and
vigorous forms (Teirsnos 1977). The holistic concept of
the functioning of the music genotype / (macro)system as
a self-organizing system and its study offers three new ap-
proaches to the theoretical epistemology of music:

First, a new epistemological approach makes it possible
to notice that the mechanisms of self-organization regulate
both the beginnings of the system and the further stabili-
zation of its canon, the process of both the spontancous
birth of its order structures and the characteristics of self-
destruction (what in musicology was called as the order of
the symbolic emergence, blooming, and decline/extinction
(Kluge 1974: 120-121). In other words, it was synonymous
with the “life cycle” model of the genre as an “art organism”
and their metasystems.

Second, a possibility to interpret systems/(macro)
systems of music genotypes as open self-organizing phe-
nomena, the dynamics of which is based on non-linear

regularities, predicting turning points, crises, and leaps that
are crucial for the development of the system. The element
and the system have the trait of invariance of different scales:
the system element (a specific genre of music) in its structure
copies the structure of the (macro)system, while its evolu-
tion imitates the evolution of the element on a larger scale.

Third, because systems exchange energy with an external
socio-cultural milieu (a characteristic of an open system),
this means that system elements (music genotypes) and new
(macro)systems form through taking over the ideas of the
old ones and, conversely, radiate them in the destabilization
stage after canonization. Within the (macro)system, the in-
terrelationships of the genotypes-elements are characterized
by the relationship of homeostasis — their interrelationship
exceeds the extent of the relationship with the external
socio-cultural system.

The transformative state of contemporary music in
terms of the ontology of genotype-system becomes the main
argument for ascertaining the probable ontic process of a
self-organizing (macro)system of the new genotypes. Such
an approach encourages support for the concept of alinear
process of cultural cyclical development. On the basis of
these insights, the evolution of the art of music is to be seen
asachain of cycles of cultural development. The conceptual
review planned in this study is based on the decision to
recognize the objective change in the genre (macro)systems,
because the evolution of the art typologization process is
realized through repetitive cycles of change.

Endnotes

The concept of Mikhail T. Prosniakov (Muxana T. I Tpocuskos,
1989).

The concept of ancient Greek theory of music, denoting
practice of music; see Babich 2005: 171.

Jonas Mekas argued: John Cage, Jurgis Maciunas, and other
“impractical” avant-garde artists have contributed more to
our spiritual, inner development and growth over 40 or 50
years than all the political movements, systems, revolutions,
and theories that ended and summed themselves up in in the
graves of millions of martyrs. (Luksas 2010)

The word fluxus, a noun, verb, or adjective (Latin: flux / fluere
= flowing, short-lived) had 17 different meanings: flow, tor-
rent, the name of drugs that remove fluids from the body, etc.
Maciunas hoped to publish special issues of the magazine in
the USA, Japan, Western Europe, and Eastern Europe.
Jonas Mekas wrote: George’s contribution to the development
of Western art is as important as that of Ciurlionis. Yet my
Lithuanian brothers will say that I became a fool, too. ... Jurgis
and Ciurlionis will meet us at the gate of Paradise and let us
in. Provided, of course, we have not yet forgotten our small,
unimportant [folk] songs ... (Luksas 2010)

According to Maciunas, the years 1963 to 1968 was the Flux
Golden Age, one of the stages in the movement that ended
with the death of Maciunas in 1978. In the context of avant-
garde art, Emmet Willliams placed Maciunas next to Tristan
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Tzara, André Breton, Marcel Duchamp, and John Cage (Wil-
liams and Noél 1997: 9).

7 Maciunas’s Fluxus Manifesto 2 (1965) was different from
Manifésto 1 and incorporated some of Henry Flynt’s ideas.
Thus, the Fluxamusement idea was based on the adaptation
of Flynt’s Veramusement: Maciunas glued the flux root to
Flynt’s neologism (French: Ver Amusement: Worms Fun,
German Vera Muse Ment) Flynt's concept denoted one of the
art abolishment positions.

8 Dick Higgins' Chartwas first published in the Something Else

Newsletter No. 1,1966, p. 1-3 and in: Dick Higgins. Horizons,

the Poetics and Theory of the Intermedia, Carbondale, IL:

Southern llinois Univ. Press, 1984, etc.

To study the mechanisms of transition from one state to an-

other, synergetics applies mathematical models and methods.

A mathematical equal temperament formula xi = Ny (x0) ! (xN)

iwas proposed by Simon Steven as early as in 1580-1610.

Human Computer Interaction (HCI) systems: human-com-

puter interaction systems are an interdisciplinary field dedicated

to the multifaceted research in homo sapiens and computer
collaboration. This is a twenty-first century technology-based
innovative sound extraction method that integrates new types
of music - MIDI systems, electronic music, etc. An important
feature of HCI is the gesture-controlled sound based on the
information transmitted by the microcontrollers and sensors.

Wilhelm Dilthey cited sentence comprehension as an example

of a hermeneutic circle, emphasizing that meaning was always

contextual: “Meaning essentially grows from the part-to-

whole relation” (quoted from Palmer 1969: 120).

Pasionarity (Latin passionarium: passion) is a concept applied by

Goethe and Heine, which they perceived as a personal creative

force that expands the horizon of the creator’s possibilities. The

passionarity of a creative personality is expressed in the ability
to resonate with others’ ideas as a “magnet” that establishes con-
nections between literary phenomena. On this basis, Goethe
dreamed of the formation of “world literature” (Weltliteratur),
his The Sufferings of the Young Werther (Die Leiden des jungen

Werthers, 1774) was regarded as a story of global passionarity

(¢ine weltliche Passionsgeschichte). See: Bruce Duncan. Goethe's

Werther and the Critics, published by Canden House, 2005.

Tynianov and Bachtin interpreted the concept of passionarity

as a symbol of becoming and creative energy.

9
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The Music Genotype: Collapse versus a Hypothesis for the Formation of a New (Macro)system
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Santrauka

Straipsnio autorés sukurtas muzikos genotipo (Zanro)
teorinis modelis, publikuotas $io Zurnalo XXII tome
(2021), nuodugniai pristatytas 2022 m. i$leistoje moksli-
néje monografijoje ,Muzikos genotipo teorinis modelis®.
Mokslininké ne tik pagrindé tradicinés savokos ,,muzikos
zanras® sinonimg ,muzikos genotipas®, bet ir Zvalgési siste-
miskai organizuoty dinamisky reiSkiniy / objekty tyrimams
adekvadios metateorinés paradigmos. Jau nuo 1990 m.
muzikos genotipy tyrimams ji taiké bendrosios sistemy
teorijos (BST) metodologijos konceptus (Bertalanffy
1968; Pouvreau 2013), kurie buvo grindziami pasitelkus jos
atmainos — sinergetikos — teorija ir joje plétojama chaoso
teorijos pozitirj (Wheatley 2006). Si konceptuali prieiga
pagrindé muzikos genotipo — sudétingos sistemiskos struk-
tiros ontinj saviorganizacijos principa. Tai padéjo autorei
jzvelgti muzikos genotipy (makro)sistemy homeostazg ir
tuo pagrindu interpretuoti tick (makro)sistemy elementy
(genotipy), tick jy istoriniy sankaupy plétotés koncepcija.

Menotyriniu poZiariu, muzikos genotipai yra tradicijy
saistoma muzikos raidos ontiné salyga, individualaus meni-
nio intelekto sukurty produkty tapatybés Zenklas, rekursy-
viné saviorganizuojanti sistema (Liening 2020). Tyrinédama
XVIa. pab. ir XX a. pab. profesionaliosios muzikos tipologi-
nius procesus, autoré jzvelgé ir susistemino ,,chromatinéms®
tarpsisteminéms terpéms budingas muzikos genotipy for-
mas. Jas ji i§désté dinamisko modelio, kuris aprépia senosios
sistemos monozanrus, polizanrus, laisvuosius Zanrus, nau-
juosius monozanrus, forma, pripazindama jy hibridizacijos
busena kaip imanenting dinamisko kaitos proceso israiska.
Muzikos genotipo teorinio modelio viena pamatiniy teziy
tapo genotipo (sistemos) ir jy istoriniy sankaupy (makro)
sistemy funkcionavimo izomorfiné tapatybé. Pabrézdama
sisteminiams objektams / reiskiniams imanentiska skirtingy
masteliy izomorfizmo principg, autoré jzvelgia elemento
ir jy sistemos raidos logika XX-XXI a. muzikos genotipy

(makro)sistemos evoliucijoje. Atviros saviorganizuojancios

sistemos koncepcija leido tyréjai j muzikos genotipa (siste-
ma), kurio dinamika remiasi netiesiniy procesy ypatybémis,
ir jo (makro)sistema Zvelgti kaip j izomorfiskus objektus.

Pastarieji numato abiejy hierarchisky sistemy krizes ir
chaoso fazes, désninga ,senujy” ir ,,naujuyjy” genetiniy po-
zymiy rekombinacija. Saveikaujantis, dinamiskas sisteminiy
elementy / reiskiniy procesas BST ir sinergijos teorijy po-
zitiriu yra svarbus (makro)sistemy funkcionavimo rodiklis.
Reikia pripazinti, kad BST ir sinergetikos teorijose sukurtas
atviry saviorganizuojandiy sistemy tyrimo konceptas dar
néra efekeyviai pritaikytas muzikologijos problematikos
objekty tyrimams. Sios dinamiskos saviorganizuojancios
sistemos nuo XX a. 67 des. patiria intensyvaus kismo ir
transformacijos procesus, dél kuriy galbut kristalizuojasi
naujoji garsy meno tipologiné (makro)sistema.

Garsy meno postmodernistinio ,lazio® garsy meno
tipologijos transformacijas lémusios prielaidos straipsnyje
eksponuojamos autorei jas jzvelgiant XX a. aktyviausiy
meno manifesty teziy deklaracijose (zr. 1 ir 2 pvz.). Meno
tipologijos sistemos transformacijas liudija tarpsisteminio
»chromatizmo® situacijoje dokumentuota Fluxus meni-
ninko Dicko Higginso 1965-1995 m. naujyjy tipologiniy
meno formy ,Intermedijos* schema (3 pvz.). Argumen-
tuodama vykstané¢ios muzikos genotipy tarpsisteminés
»chromatinés“ transformacijos hipotezg, autoré pasitelkia ir
trecigjj tiriamajj komparatyvistinj ,,pjuvi‘. 1 lenteléje sutel-
kiami svarbiausi faktai, i$kylantys lyginant panasaus masto
muzikos tarpsisteminiy perversmy (XVIa. pab.-XVII a. pr.
ir XX a. pab.—XXI a. pr.) procesus.

Straipsnyje akcentuojama dinamisko, kintan¢io muzikos
genotipo samprata, pagrindzianti sisteminiy objekty raidos
principy logika, numatanti $iy objekey (reitkiniy) raidos
Suolius, perturbacijas ir kriziy procesus (Toinsinos 1977;
Wheatley 2006; kt.). Sudétinga atviros muzikos genotipy
sistemos elementy saveika tiek (makro)sistemos ribose,
tick su kitomis sudétingomis sistemomis, pasireiskianti
tarpdiscipliniS$kumu, medialumu ir bendrais genotipais
jvairiose meno srityse, lemia nuolatinius energijos mainus
ir id¢jy sklaida. Procesai kartu inicijuoja jvairiy tipologiniy
hierarchijy misriy rei$kiniy formavimasi. Sios pasekmés
akivaizdziai implantavosi XXTI a. mene, pradedant bendrais
meno genotipais ir baigiant meno rasdiy ir pa¢iy meny
susiliejimu. Rosalind Krauss $io proceso paseckmes vadina
post-medium meno koncepcija (Krauss 2000). Vykstantj
senosios muzikos genotipy (makro)sistemos isirimg ir
naujosios (makro)sistemos formavimasi intuityviai jaucia
ir amzininkai menotyrininkai, ir paties meno proceso
dalyviai, tatiau jam paliudyti reikia konceptualios teorinés
prieigos ir nemenko stebinéiyjy atsitraukimo chronologiniu
pozitriu. Tikétina, straipsnyje iSdéstyta tiriamoji pozicija
padeda paaiskinti $iuolaikybéje vykstancias garsy meno
taksonomines ir tipologines metamorfozes.
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Abstract

The new opera productions indicate a rethinking of the opera genre. A diffuse boundary between staged opera and post-opera admonishes
musicologists not to assign these phenomena to the genre of opera. Richard Wagner refused to call his musical dramas operas. But it turns out
that the term “opera” is currently experiencinga renaissance, as many artefacts that combine symphony orchestras, electronic and underground
music on the one hand, with film clips, vision art, and fashion design on the other, are labelled as “opera.” The dominance of directed opera
(director’s opera) is prompting the invention of an alternative genre and the alternative term “anti-opera” or “post-opera.” This phenomenon
has aroused the interest of musicology. It is not yet possible to define a term that encompasses all the characteristics of the new types of opera.
But a typology based on some examples of the new music-theatrical artefacts is feasible in terms of content and method. That is the aim of
this article. Along the path of multifaceted confrontations, the question of the methodological orientation of performance analyses, which
includes the subjective perception of the scholar as recipient, arises alongside opera-text-related approaches. This requires a turn to the appeal
of live events to be researched, which are in the process of creating the vision of an “idea of opera” that fulfils all artistic, socio-political, and
technological requirements.

The result of the last analyses suggests artefact types that offer themselves as opera but at the same time negate the genre. What is interesting
here is that this negation appears in the sense of “double negation.” The term “opera” and “opera aperta” are used as a tool (Eco, The Open Work
of Art) in performative practices to elevate the meaning of the single Gesamtkunstwerk (total artwork). Opera thus no longer serves as a genre
but as an impetus, impulse, code, symbol, quotation, re-post, and new premonition about The Work of Art of the Future.

Keywords: genre of opera, directed opera, post-opera, idea of opera.

Anotacija

Nauji opery pastatymai rodo, kad permastomas operos zanras. Nebeaiski pastatytos operos ir postoperos riba jspéja muzikologus nepriskirti
$iy reiskiniy operos zanrui. Richardas Wagneris atsisaké muzikines dramas vadinti operomis. Taciau pasirodo, kad terminas ,,opera® $iuo metu
iSgyvena renesansg, nes daug artefakey, jungianciy simfoninius orkestrus, elektroning ir andergraundo muzika su filmy klipais, vizijos menu
ir mados dizainu, vadinami operomis. Rezisuotos operos (reZisiirinés operos) dominavimas juda link alternatyvaus Zanro formavimo ir alter-
natyvaus termino ,antiopera®, ,,postopera“. Sis reiSkinys sukélé muzikology susidoméjima. Kol kas néra termino, kuris apimty visas naujojo
operos tipo charakeeristikas; ta¢iau tipologija, pagrista kai kuriais naujyjy muzikiniy-teatriniy artefakey pavyzdziais, yra jmanoma turinio ir
metody aspekeu. Toks ir $io straipsnio tikslas. Einant daugialypiy konfrontacijy keliu, greta su operos tekstu susijusiy prieigy, iskyla spektaklio
analizés metodologinés orientacijos klausimas, apimantis tyréjo, kaip gavejo, subjektyvy suvokima. Tam reikia atsigrezti j tirtiny gyvy renginiy
patraukluma, kai kuriama ,,operos idéjos“ vizija, atitinkanti visus bendruosius meninius, socialinius-politinius ir technologinius reikalavimus.
Paskutiniy analiziy rezultatai pateikia artefakey tipus, kurie prisistato kaip operos ir kartu neigia $j zanra. Jdomu, kad $is neigimas reiskiasi
kaip ,,dvigubas neigimas®. Terminas ,opera® vartojamas kaip jrankis, taip pat kaip ir opera aperta (zr. Eco , Atviras kiirinys®) performatyviosiose
prakrikose, siekiant iskelti Gesamtkunstwerk (viso meno kiirinio) reik§me. Taigi opera tarnauja nebe kaip Zanras, o kaip postiimis, impulsas,
kodas, simbolis, citata, pakartojimas ir nauja nuojauta apie Ateities Meno Karinj.

Reiks$miniai ZodZiai: operos Zanras, reZisuriné opera, postopera, operos idéja.

Introduction setting to music the experiences of their own present

lives. Ultimately, says Ukrainian director Tatiana Zozulia,

Opera is the most comprehensive and complex of all
the arts. In no other art genre are there so many levels that
cooperate with each other. The history of opera reflects
the story of human passion — of love and hate, struggle
and redemption, resurrection, and demise. With operatic
stories of life and death, gods and men, and society and
individuals, artists, since opera’s inception, have been
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everything depends on the individual. Aslife is, so will the
works be, because everything we do is our self-portrait.
The conclusions will be understood and elucidated only
later when the artist is no longer there. All this is true both
for directors as well as for composers, writers, artists — for
all creators. And conclusions are drawn by others at their
own discretion.
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One of the most radical German opera directors, Tatjana
Giirbaca, commented as follows:

In four hundred years of opera history, many different types,
styles, patterns and rules have emerged, but none of them
belongs in a museum. From Monteverdi to Lachenmann
and Sciarrino — every work secks a dialogue with people who
want to learn something about themselves and the world. [...]
Music, text, space, light, body — opera is the endless attempt
to playfully reflect the inexhaustible, contradictory, enigmatic,
wonderful diversity of life. (Giirbaca 2013)

As a result, the concept of “opera” in contemporary
music theater is interpreted repeatedly and ever more freely.
Contemporary directors are inspired by the definitions of
the relationship between reader and work, aptly summarized
by Marcel Proust: “In reality, every reader, when he reads,
is actually the reader of himself” Many radical composers,
directors, and performers profess an axiomatic perception of
the work of art, which is merely “akind of optical instrument
that the author hands to the reader so that he may recognise
what he might not otherwise have been able to recognise in
himself” (Wieser 2014: 49). Today, as always, opera gives
a personal space to “make us understand the heights and
depths of our existence, to dialogue with a work and with
ourselves, to reflect on different images of society, fears,
hopes and utopias” (Ibid).

Nevertheless, the operatic genre sets certain limits. In
their essay on Dramaturgy in musical theatre, dramaturg
and author Sergio Morabito and long-time co-director Jossi
Wicler confess that author theater leads opera to adead end:

Unlike drama, it is not the artistic physiognomy of a direc-
tor that directly shapes a music-theatrical event. [In opera],
directors cannot design “their” theatre without presupposi-
tions, as it were, but are expected to deliver a great mediation
performance. It aims, however, at nothing in the middle, but
at a mediation in and through the extremes: the daredevil
tour de force of a playful dynamisation of the fixed score.

(Morabito 2017)

The social-historical significance of opera is far from
being deciphered, but the dominance of direction in opera
brings out many interesting, experimental, or even destruc-
tive genre tendencies that need to be explored. In parallel
with stage direction opera, new radical opera works by
contemporary composers are emerging. The dominance
of the author theater in opera is pushing forward to seek
alternative solutions. At the same time, the dilemma of how
to redefine the term “opera” or how to invent an entirely
new concept of the operatic genre to explain it, arises in
musicology. The far too vague and questionable definition
of the term “post-opera” (Lehmann 2001; Novak 2015)
does not manage to cover or aptly describe the networked
diversity of music, theater, media, and performative-visual

productions. The term “post-opera” has now established
itself in opera practice as well as in musicology. However,
the diffuse boundary between the terms “stage-direction-
opera” or “director’s opera,” “anti-opera,” and “post-opera”
requires us to be careful not to assign the new genre and
its manifestations to opera too early. At this point, it is ap-
propriate to mention that at his time, Richard Wagner also
refused to call his musical dramas operas.

A definition that could consider all the features of the
new development in opera is not yet possible. But a typol-
ogy of a few chosen examples of the new music-theatrical
artefacts is feasible in terms of content and methodology —
which is also the aim of this paper.

Multifaceted and regular engagement with contem-
porary opera practice by the author raises the question
of how to continue the methodological analysis of the
performances, which by no means excludes a subjective
view. Researchers of contemporary opera are recipients who
analyze and eventually systematize live events they attended.
Creating a vision of an “idea of opera” covering all artistic
(music-theatrical, literary, etc.), socio-political, innovative-
technological, and medial preconditions and possibilities
will probably remain only an aspiration. Musical practice
undeniably confirms the complexity and controversy of such
anidea. The concept of “opera” is experiencing a renaissance
precisely because it contains so many artefacts that are a
mixture of the usual means of the traditional opera genre
with other means of art. Thus, symphony orchestras make
music together with electronic or underground music en-
sembles assuming the creation of a hypothetical synthesis,
film clips, vision art, or fashion design shows are played or
become part of the stage design. That makes the presenta-
tion of examples of “stage-direction-opera,” “anti-opera,”
“anti-anti-opera,” “post-opera,” or “opera aperta” so exciting.

At the beginning of my conceptual search of the typol-
ogy of opera projects, it seems to make sense to generally
place the figure of the opera singer in the foreground: on
the one hand, because of the new challenges that direction
opera poses to singers, on the other hand, as a result of the
radical views of contemporary composers who resist the
dominance of the author’s theater. The new era of alternative
quasi-opera genres was heralded on September 25, 1967,
when Pierre Boulez made his call to “Blow up the opera
houses!” in an interview, a line which was not only widely
quoted but also influenced the next generation of compos-
ers (Boulez, 1967). The music theater journal Opernwelt
describes the situation as follows:

Whether John Cage, Gyorgy Ligeti, Bruno Maderna, Luigi
Nono or Karlheinz Stockhausen, they all broke with the
rigid form at a late stage and left opera to their reactionary
colleagues Benjamin Britten, Hans Werner Henze, Giselher
Klebe or Gian Carlo Menotti, at least from their point of view.
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Anti-operas such as Nono’s Intolleranza [Intolerance] (1961)
and Bernd Alois Zimmermann’s Die Soldaten [ The soldiers]
(1965) remained isolated meteorites that continue to have an

impact today. (Schweiker 2021: 4)

Due to variety of postmodern mutations of the opera
genre today, which are not easily managed, the theory lags
behind the music-stage-practice. Therefore, as an introduc-
tion, it is appropriate to divide this complex set of questions
into three controversial points:

1. What prospects can opera singers expect today in musi-
cal theater productions that seck to disrupt the operatic
genre?

Currently, there are two poles facing each other in cur-
rent opera productions: the author musical theater (stage-
direction-opera) and the author opera (opera projects or
performances, post-opera, opera aperta, and other types
by contemporary composers). In directional opera, the ex-
pectations, demands and required theatrical performances
of opera singers have increased. The interest of opera com-
posers in opera voices signiﬁcandy decreased in contrast to
the experiments with voice-body synthesis (Novak 2015)
through diverse voice sounds. The radical opera projects
show in a questionable or uncertain way the perspective
of opera singers in theater and music productions. The
contemporary artefacts, which fuse a comprehensive mix
of different means, such as symphony orchestra and singing
with electronic, underground music, film clips, vision art,
and fashion design into a total work of art, question even the
concept of opera. Since until now opera singers have always
been a part of the whole, complete, total work of art (Gesa-
mikunstwerk), the question of whether and to what extent
opera singers will still be sought in contemporary projects
or what other role they will play remains an open question.
2. In parallel to this development, the chances of sound

combinations of opera and non-opera vocalists are also

interesting.

3. The question of the reaction of opera audiences to novel
voice-body experiments as well as a new view on new
total work of art types caused by the destruction of
the genre requires the cooperation of several types of
opera experts. Joint research on contemporary opera
productions will be an important future task required
by music-scenic practice and becoming increasingly
relevant as time goes by.

It is significant that the new productions of old opera
texts can make the current and contextual polarities of the
present poignant for the audience. Directors such as Hans
Neuenfels, Kaliksto Biejto, and Barrie Kosky demand that
art becomes political, critical of state monopolies, socially
effective, and provocative. Graham Wieck even claims
that the unique purpose of the genre of opera should be
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cultural-historical communication. Referring to the demand
of Pierre Boulez in 1967 to blow up the opera houses, he
recommended to rather blow up the boundary between the
musicians and the audience.

On the other hand, as a reaction to the stage direction
opera, the possibilities and the position of contemporary
opera composers from the younger generation have changed
in recent years with the new genre. None of them have
wanted to follow the call of Pierre Boulez. In addition to
exploring historical perspectives of opera and the contextual
richness of new interpretations, an impressive mixture of
new works emerged in a brief period that metaphorically
or allegorically called themselves operas and apostrophized
the “postmodern social way of thinking.” New branches
thus sprouted on the family tree of four hundred years of
opera history.

Therefore, the historical background of these opera
innovations will be briefly presented.

Since the nineteenth century, the roles in opera pro-
ductions have changed dramatically, especially in the
coordination between vocal and orchestral dimensions. In
the twentieth century, opera became a general work of art,
a “total work of art” spanning all art areas. Conductors,
and later directors, decorators, illuminators, and costume
designers took on an increasingly significant role in the
production. Opera singers became an integral part of the
Gesamtkunstwerk. The composer, who is the music creator
of operas (not to mention librettists), gave up their glorious
position as demiurge. Many directors tried to revive the
collective or creative participation of the recipients in the
action. New opera artefacts have often glorified the ritual
origins of ancient theater, drama per musica, the idea of the
Orphic and Dionysian mystery.

New opera productions bring together a strong team
consisting of composers, directors, set designers, play-
wrights, artists, choreographers, designers, fashion design-
ers, cinematographers, engineers, cobblers and tailors, and
masters of interactive installations and 3D mapping. All
of these specialists are equally appreciated and equally
involved. For opera singers in such a situation, the specifica-
tions and coordination of singing and stage tasks expand
and sometimes diverge because in a large creative group not
everyone involved in the process has professional knowl-
edge and ideas about the nature, mission, and technique
of opera singing.

In modern opera productions, singers accept the chal-
lenge of radical directors and realize their role (in the
persons direction they are secondo artista). The role is
not created by the singer, but by the director. Singers are
secondary. Acting requirements for singers as well that for
a different intonation technique are not new. The long-
standing practice of opera singing has undergone significant
innovations with the speaking-voice technique of the New
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Viennese School and has been successtully developed in
the operas of the twentieth and twenty-first centuries from
Ligeti to Neuwirth. But the deliberate shift from opera sing-
ing to non-opera singing fights tirelessly for its rights on the
“territory sacrum” of opera art. As an X-time symptom, as
the time that has not yet come and is now unclear, of “post-
post-modern” opera, even opera is no longer understood as
a genre, but as much more.

The result of the following exemplary performance anal-
yses should in this respect present certain types of artefacts
that offer themselves as opera but at the same time negate
the genre of opera. The explored artefacts, which follow
Hegel’s dialectical law of “double negation,” are therefore
very exciting for further reception as the contrasting reac-
tions of opera audiences and music critics have shown so far.

Using the word “opera” as a metaphor for a “work” or
“tool” to enhance the meaning of a holistic narrative per-
formance became a widespread practice in contemporary,
even non-classical music. It no longer matters whether it
corresponds to the traditional “opera” of the opera genre.
What leads the way is the “operability” in the work or in
the musical project, which can do without opera singing
or symphony orchestra. The reference of such work to the
operatic genre often seems to be limited to audio albums,
online presentations, performances, or stage realizations
in the form of video, film, or audio. Musicologist Liza
Sirenko rightly assesses the dilemma of such quasi-operas
like the one by American rapper, singer, record producer,
and fashion designer Kanye West (also known as Ye or
Yeezy) as follows:

Not only as a genre, but also as a form, opera only creates the
rules of the game in which classicists, rockers, hip-hop artists,
rappers and other musicians can play. That means to abandon
all the attributes of opera and change the style — like a simple
update, but obviously it meant for non-classical artists to at-
tract the opera format as something different, serious, to give
their low-artwork the essentiality, whose music and meaning
fade in the halo of the high-art of classical art. Therefore, the
answer to the question “Why opera for non-classical?” is
simple: to denote the integrity and completeness (opus), and
narrativity of a performance or music album, so to speak, “the
seriousness of their intentions.” (Sirenko 2020)

The original example of a low artwork with opera
singing (the name of Maria Callas as an opera star obliges
us to honor her work accordingly) was the project of the
world-famous performer Marina Abramovich 7 Deaths of
Maria Callas. Commissioned by aleading European opera
house, Marina Abramovich played or embodied Maria Cal-
las in an opera performance. Two world stars — Callas and
Abramovich — as well as two related world genres — opera
and performance — collided and confronted each other on
the stage of the Bavarian State Opera.

Opera and performance experienced a union and died. The
symbolic fusion of opera and performance revealed the art-
ist seven times (Marina Abramovich emphasizes the “sacred
meaning” of the number “7”) and celebrated on stage an
artistic phenomenon of long pathetic dying with music and
video clips accompaniment. The inner world of the radical
performer, who had confessed in nearly every interview that
she hates opera, decided with this project, thanks to the opera
singing of Maria Callas, to open her long-standing (for 14
years of life) hidden heart connection with opera to the world.
(Yefimenko 2020).

Marina Abramovich - a full-blooded performer -
manifested in 7 Deaths of Maria Callas a genuinely operatic
phenomenon - the stage cult of the continuous, miserable
death as a guarantor of immortality. With music consisting
of seven selected hit arias from Callas’s repertoire and film
clips 4 la Hollywood from thriller to fantasy, the artist staged
her own death transformation by embodying the long-dead
opera diva Maria Callas.

The stage concept of the performer is not new — the
fusion of archetypes of women and men (Callas — Onassis,
Willem Dafoe — Maria Callas). However, the essence of
the so-called opera project in terms of “double negation”
is indeed innovative.

The essence of the various opera projects is formed:

* on the one hand, through a complex approach to the
pompous representations of the historical decorated and
costumed opera traditions, but using new techniques,

¢ on the other hand, it is an exclusive show with Holly-
wood films, fashion shows, lighting design, and other
elements.

However, the most important aspect of the performance
is the reverence for the phenomenal opera tradition. The to-
tal fusion of opera and performance corresponding to body
and soul is presented as integral parts of the musical theater.

A counterexample is the work of the Ukrainian com-
posing duo Roman Grygoriv and Illia Razumeiko and their
new opera compositions. These young composers try out
alternative ways of updating the Gesamtkunstwerk. llia
Razumeiko expressed the following opinion regarding the
opera concept:

A modern composer cannot write a score or music and then
entrust it to a stranger (meaning the director and the stage
designer), who draws something approximate, paints, or
produces a performance from our opera. In fact, the most
interesting opera projects and performances of the 20" and
21 centuries, such as those of Trond Reinholdtsen, Manos
Tsangaris, Mauricio Kagel, Karlheinz Stockhausen, and others,
are the successors of operaas a total work of art (Gesamtkunst-
werk). Their projects made it possible to create something
new, to reach another level of the Gesamtkunstwerk. Because

otherwise, when a composer’s only task is to write the score,
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finish it, and bring it to the theater, what comes out in the end
isdifficult to predict. Often it does not work. (Sirenko, 2020)

The tasks to create the operas, to respond to the theoreti-
cal as well as exclamatory insinuations about the destruc-
tion of opera, or to contradict the prediction of the death
of opera, composers have creatively and characteristically
fulfilled. There is currently a high-profile opera boom in
theatrical practice. The new artifacts signal the new operatic
guidelines and tendencies like Hegelian dialectics — in ac-
tion, plot, and negation of negation. Adherence to the rules
of the genre — atleast of academic opera singing — have given
way to the search for new voices, sounds, dramaturgy, and
content. Contemporary composers are creating operatic
artifacts that do not necessarily fit within the framework of
agenre canon but that reinvigorate and reinvent the operatic
idea in creditable operatic projections.

The paradoxical liberation of opera from its own genre
rules highlighted the essence of its media background. As
an alternative to staged opera, this gave rise to a movement
of contemporary composers who, in the sense of a Hegelian
negation of the negation of the genre, created the phenom-
enon of the opera project in their search for new formats
for the old genre. Operas as projects, opera as media and
vision art, audio albums, and video clips, together with the
press media, created a fashion directed towards new spec-
tacles, which invented and presented new opera projects
and opera ideas under such conditions. It turned out that
these so-called opera ideas originated from the same roots
as the Old Opera: from the etymology of the word “opera”
(it. — work, labor, action, plot). In the primary sense, opera
merged with opus or with archaic ideas about the musical-
theatrical work into a product of collective communal
work, which Richard Wagner revived and restored in his
music dramas in the nineteenth century. The prototype
of Wagner’s utopia was Das Kunstwerk der Zukunft (The
Artwork of the Future) (no longer an opera because the
composer refused to call his musical myth dramas operas),
a collective work of medieval guild masters. Wagner pro-
duced Die Meistersinger von Niirnberg (The Mastersingers
of Nuremberg) as a total work of art (synthesis of arts)
and not as an opera, in which he presented everyday life’s
reality or the life of artists as a workshop, a collective work
of experts or a collective of masters. Phenomenological
sociology considers the total work of art from the point
of view of the Wagner myth paradox as the model of life
creation presented by its life creators. Instead of the col-
lective creation, the myth of the unique master works in
this work — a unique and unprecedented myth in the entire
history of music theater. In the modern world, the opera
idea or opus as a process elevates the status and the whole
life of the master or author. The collaboration of several
authors, each working in their field of specialization, is very
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much required by the producers of current projects, since
the financial success of the work is at stake.

These authors no longer remain anonymous, as in the
Middle Ages, but have an explicit desire for prominence,
fame, and adoration as stars and idols, whose work is sup-
ported by PR, press, and marketing measures to this end.
They measure their artistic success only based on evaluations
and professional eulogies to the masters, without placing
their focus on the realization of the highest artistic quality
as before. Their works or projects thus no longer become a
myth but a commodity. Although the human voice should
remain the important, personal, and living primacy of any
opera, the distribution of roles in the current world of star
producers looks different. The names of singers and compos-
ers, or their “star” names, are used to publicize other artists:
the names of directors; painters; sculptors; designers; light-
ing, video, and fashion designers; and many others. This can
be observed in the fact that, despite their prominent artistic
position in the work, the singer’s names are only listed after
all the others. According to Jelena Novak’s opinion about
the voice-body, singers become increasingly dependent on
the handling of their depersonalization, the emotionally
sensitive working conditions, and the atmosphere in these
large teams.

Both in directed opera and in the opera projects of
contemporary COmposers, the requirements for singing
have changed dramatically. For many opera conceptions,
voices in opera are only servicing a dramatic function. In
opera, the vocal has always been a means of expressing layers
of musical meaning. The so-called voice-body dichotomy
focuses on the reactive, natural, and physiological abilities of
the singer. If voices move away from this function, they are
commonly accused of empty virtuosity. Stage experiments
by directors in the Baroque-Classical-Romantic repertoire
aswell as in modern and postmodern operas focus not only
on vocal virtuosity and the aesthetic and emotional impact
of singing but also on the singer’s physical expressiveness
and artistry. The voice has recently been understood as “the
experience of a relationship between producer and recipient
in co-presence and co-vibration, respectively” (Risi 2014:
272-273). Clemens Risi rightly raises the question of per-

formativity and its meaning in opera:

If the perspective of the performative highlights the special
relationship between actors and audience in bodily co-
presence, the question is to what extent this also applies, and
in a distinct way, to the pcrformancc situation of opera. (Risi

2014: 272-273)

What does this mean for modern opera practice? One
of the extreme answers to this question can be found in the
work of Graham Vick, et al. The director has made a name
for himself through his opera projects that are on the verge
of aborderless fusion of opera and reality shows. In his opera
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productions, Vick (former director of the Birmingham Op-
era Company) appeals to the phenomenon of effective musi-
cal impact on human beings and gives voluntary spectators
the opportunity to participate directly in the production. In
doing so, the director stated that the purpose of his produc-
tions is not to give opera, for example, respect, admiration,
or piety, but to return what was lost, that is, its original
function — public communication. In his opera projects,
Vick understands and realizes the coming together of the
community in a participatory act as the necessary basis for
any common action. The purpose of his opera productions
is to unite the audience and the musicians. The task of the
singers in such projects is complex and hovers on the border
of emotio and actio. Their task is to move, influence, attract
and encourage the audience to participate in the action.
Thus, in such opera projects, opera is perceived as a key fac-
tor and basis of human action in history and culture. Such
opera projects become a modern sociological experiment.
Opera’s inherent ontological syncretism allows its new
preformation at the intersections of various fragments of
its entire “genetics” (genre, style invariants). The anthropo-
socio-cultural significance of each reception in the whole
field of opera production allows us, through the prism of
art, not only to sec the ranks of human development or the
homo creator and to glimpse diverse ways of their individual
artistic self-identification in society, but also to participate
in the development of opera. The new opera projects gain
validity through the collaboration of composers, directors,
conductors, and singers and their ability to communicate
by means of:

[A]n expressive artistic language that makes it possible to
communicate openly and honestly what the world is today,
how to live in this world and whether there is a chance to live
in human dignity here and now. (Parin 2012)

These questions are the theme of many opera produc-
tions of our time. As co-director and dramaturg Sergio
Morabito has noted in opera projects — more precisely, in
projects “about opera” — the extraordinary and innovative
diffusion of voices in opera is the consequence of its diffu-
sion of form and genre. Operaas a total work of art becomes
operaaperta (an “open work,” a term used by Umberto Eco),
an artistic area non-finita (incomplete). The incomplete-
ness, the infinity of the process of the work-in-progress is
planned by the artists themselves when they freely combine
opera fragments, performance, virtual games, film, shows,
and many other fantasies and surprises. In this way they
lay the seeds of the terminological duality of opera aperta,
which Umberto Eco left us as a term to think about and
reflect upon and thus began to unfold interesting and excit-
ing operatic effects.

In the meantime, the extensive experience of directed
opera has long proved that when the directors intervened

in the “museum of the old opera” with their new ideas from
drama, visual arts, cinema, and dance — opera was born anew
and reborn. Accordingly, the singers expanded their vocal
abilities and became brilliant actors. However, against the
backdrop of the flourishing of Western European directed
opera and the still strong “museum monopoly” of Ukrain-
ian opera houses, the desire of young composers to find a
niche for new operatic works of their own, where they can
compose freely and create modern complete works of art,
is justified.

The main reason for earlier assumptions regarding an
end time as well as the death of opera, which Boulez initi-
ated, accompany current misunderstandings or contradic-
tions in musical and theatrical concepts between composers,
conductors, and directors. For example, curious interrela-
tions accompanied the production of the opera Soush Pole
by the Czech composer Myroslav Srnka, which premiered at
the Bavarian State Opera on January 31, 2016. After learn-
ing about the conception of the performance as well as the
layout of the director’s stage design, Srnka revised one third
of the score. Srnka’s visual expectation of a stage representa-
tion of the Antarctic landscape as a “real place on the planet,
an endless snowy plain, proved unsuitable for the surrealist
director Hans Neuenfels. For Srnka, editing the score and
adapting it to the Neuenfels’s idea became something of a
compromise, since Srnka’s rejection of Neuenfels’s concept
would have hindered the premiere. Fortunately, the closed,
dead-white, surreal scenography with a black cross on the
ceiling perfectly suited the “Sound of the Endless Snow
Room.” Srnka also achieved a claustrophobic atmosphere
through spectral sonorous means as well as through the
imitation of Morse code, radio signals, frequency distor-
tions of radio music, concrete music, and for example, the
cracking of polar ice, among other things, in the vocal parts
of the protagonists. The Srnka-Neuenfels tandem became a
win-win situation and a success for both artists, even if this
example is only proof of a currently confused state of affairs:
directors who think something of themselves may dictate
their terms for the music, which does not always lead to a
good compromise as it did here.

Composers, however, do not write their music for
directors.

For whom the new operas are composed is a rhetorical
question that requires an appropriate response from both
artists and audiences. Let us recall the remarkable state-
ment of the former director of the art museum Hamburger
Kunsthalle Gustav Pauli:

The museum is a work (opus) of the modern way of thinking
about society. (Matt et. al. 2002: 7)

If we replace the word “museum” with the word “opera,”
we get the quintessence of the changes in modern compo-
sitional opera practice. For opera singers, a contemporary
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operascore reveals both new techniques and new challenges.
Singers and composers today become contributors, even
co-creators. In opera projects by contemporary compos-
ers, however, the inclusion of non-opera singing must also
be considered. For example, in the opera project called
7" Myth Ukraine — Terra Incognita, consisting of 7 myths
dedicated to the opera singer Wasyl Slipak (as an image
of “contemporary Cossack Mamay”), the folklore singer
Ulyana Gorbachevska appears at the same time as an

e idea,

* donor of the project,

e initiator,

e director and

* singer

and became a researcher of archaic folk singing. For the
realization of the opera project, Gorbachevska was look-
ing for “like-minded people” — a composer (like Maria
Oliynyk), who also knows how to deal with archaic ru-
dimentary musical sounds, and soloists with “acting skills
and appropriate position in life” (Tereshchuk 2020). The
Ukraine — Terra Incognita opera project is positioncd asa
Ukrainian alternative to the Western European world opera
tradition. In this case, the Ukrainian new opera represents a
performance of the collective mystery, in which the archaic
vocal body, in songand choreography, reproduces the magic
of ancient rites and rudimentary forms of ritual song and
dance with modern video art, quest, original costumes,
and, for example, theatrical improvisation. All the singers
of the Ukraine — Terra Incognita project are both experts
in archaic singing techniques and professional performers.
The archaic and ritual simulacrum reflects the performance
fashion of ethno-projects. They are currently phenomenally
successful and promising if they do not exceed the limits
of pseudo-ethnographic decorations. More interesting
examples of new opera in which folklore singing has been
incorporated are offered by new works by the Norwegian
composer Kaija Saariaho (Innocence) and the Ukrainian
composing team Roman Grygoriv and Illia Razumeiko with
Chornobyldorf. Regarding the mutations of the vocal body
(voice-body) in opera, this path was guided by the idea of
“patenting” a distinct national singing tradition of the pre-
opera eraand making it appear either as a genetic code of the
people or as a mystical apparition from beyond. The vocal
body is taken for granted both in opera studies and in most
operatic works. As Novak presents it in her book Postopera:
Reinventing the Voice-Bodly, it is therefore important to point
out that awareness of the physicality of the singing body
needs to be reintroduced into opera studies. She argues that
the voice-body relationship is itself a producer of meaning
and further posits that this relationship is one of the most
important driving forces in recent opera. As examples she
focuses on six contemporary operas in the book: La Belle et

la Béte (Philip Glass), Writing to Vermeer (Louis Andriessen,
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Peter Greenaway), Three Tales (Steve Reich, Beryl Korot),
One (Michel van der Aa), Homeland (Laurie Anderson),
and La Commedia (Louis Andriessen, Hal Hartley).

Novak calls these operas “post-opera.” Novak views the
works analyzed as sites of creative exploration where the
boundaries of the operatic world are expanded. The focus
is on the influence of new media, a desynchronization of
image and sound, and a redefinition of body-voice-gender
relations. Novak dissects the singing body as a set of rules,
protocols, effects, and strategies. This section shows how the
singing body operates in the world of opera, what interven-
tions it makes, and how it constitutes the meanings of opera.

Novak’s rescarch is current and contemporary. Perfor-
mance with modern metamorphoses of music types such
as archaic, pop, or rock with opera singing is a new trend
in opera practice, which raises the question of how far the
Western European operatic tradition of the professional and
trained operatic voice, or opera singing, has developed as
an integral part of the diverse vocal body. Considering the
isolated non-heterogeneous opera traditions in different
countries, until now this challenge to all types of voices
seems to merge in the opera projects, although musicologists
recommend including folklore as a natural laboratory for
musical thinking in contemporary music (Moskalenko) and
integrating archaic singing as an element in contemporary
opera. For example, in Chornobyldorf, archaic singing is
perceived as a factor of the total work of art and transported
to the post-apocalyptic society as archaeological opera and
“archacology of musical thinking.” The composers construct
a “post-cultural post-apocalypse” in the format of opera
aperta. As composer Illia Razumeiko noted:

The post-apocalypse is portrayed in films in a very one-si-
ded way: people look for canned food, they run away from
zombies, and so on. We are interested in representing and
sounding a cultural post-apocalypse, in which the fragments
of algorhythmic music are found as remnants of the music
of Bach and of Schubert, as well as fragments of folk songs.
(Sirenko 2020)

Thus, the phenomenon of opera aperta correlates with
* forma aperta,
*  conceptum apertum,
* fine aperto for listeners —
*  reflexio aperto for singers and —
*  vox aperta.

Susanna Karpenko and Oleksiy Zayets (from the village
of Krasno, within the 10-kilometer zone around Chorno-
byl), connoisseurs of archaic singing techniques, are also
involved in the multimedia space of the opera production.
The statement of the well-known Ukrainian poet Yuri
Isdryk, who plays the role of Orpheus in Chornobyldorf, is

relevant in this context:
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Indeed, we live nowadays in the time of apocalypse — such
a theme and cultural conception is to be understood not so
much archacologically as anthropologically. (Karpenko 2020)

Thus, the archacological findings of post-apocalyptic
artists form an imaginary bridge between “before” and
“after;” and from the artefacts found we receive, as in real
fantasy (“creative vision of the future post-apocalypse”),
the space signals of the “Vox Humana.” The ritual, cul-
turological, and anthropological surrealism on the stage
of Chornobyldorfis only the outer layer of a unique work,
which brings to the city in the postulated term operaaperta
a “completely new artistic element,” carries a much deeper
meaning, and as an opera with stylistic slogan represents a
“total eclecticism” (Myhashko 2020).

It is worth noting that the composers describe them-
selves as the great-grandchildren of Richard Wagner, the
grandchildren of Hollywood, or the children of Stock-
hausen. “In fact, we have a great-great-grandfather, Richard
Wagner, for our bigand moving Wahn (‘madness’) projects,”
says Illia Razumeyko — “and even put in our UKF grant ap-
plication the word ‘Gesamtkunstwerk’ (total work of art) as
a key word, so it’s really interesting to work with. Wagner
is the founder of this madness, and he is even considered
as such in modern Hollywood. The next great composer of
the madness and successor of Wagner is Stockhausen.” The
composers can also see themselves as grandchildren of Ed-
mund Husser]l. Phenomenology began with Husserl’s thesis,
“Back to the Beginnings!” Composers understand this asa
postulate: “Back to the works of art!” — the self-evidence of
the “comprehensive unity of being” and the acquired vision
of experience. Chornobyldorfas an operaaperta develops in
the format of playing with time (Rhea — the goddess of time
and at the same time the instrument of time: Rhea-player —
the algorhythmic piano of the Austrian Winfried Ritch).
The singer, his voice and his acting self-dramatization
symbolize not only the restoration of opera memory but
also expectations, scarch, and restoration of communica-
tion, in which the phenomenology of time perception (in
this case — the performance time of the opera) appears as
acycle, as in a myth, as in the ancient Greeks, and as in all
pre-apocalyptic civilizations. In analyzing this quotation
in terms of the relationship between opera memory (reten-
tion) and expectation (protention), and considering the
perceptual situation of the opera voice, it is useful to rein-
terpret Husserl’s notion of retention. The quintessence of
our auditory perception of memory fragments (retention)
simultancously serves as a provider of sound constructions
for the future by means of past fragments (protention). As
composer Anastasia Sysenko describes it:

People of the post-apocalyptic generation will examine
artefacts found in the deserts, create their myths, reproduce
their sounds and musical fragments lying on golden surfaces.

And they will listen to each other make music together, while
different imperatives and reflections are formed in growling

or singing. (Sysenko 2021)

The musical material of Chornobyldorf makes special
demands on both instrumentalists and singers. In addition
to being the main actors of their opera aperta, the compos-
ers can also sing, play, and make music. They are themselves
active performers of their own opera, returning to the
Renaissance ideal of universal artists.

They consider musical instruments as treasures of a lost
civilization, playing dulcimer, microtonal bandura, alpine
zither, cantele, and morin khuur (a Mongolian two-stringed
folk cello), creating a new impression of the uniqueness
of live improvisation. The composers do not control the
situation; instead, they participate in the collective music
making as an inherited gift of human nature. Everyone can
participate in such a performance (in the process of new
opera creation) and create their own “opera aperta.”

Such experiments promise a complete rethinking of
musical and theatrical practice. It will require the efforts
of more than one generation of musicologists to investi-
gate these new dimensions and existence vectors of the
modern musical and theatrical phenomenon, until now
also called opera out of inertia or convenience. Spontane-
ously, we think of Richard Wagner’s work “Music of the
Future” and the quote attributed to him “Children, create
something new;” which is heard from a new generation of
opera composers.

The following examples are by no means a complete list
of transformational operas in Ukraine against the backdrop
of directorial artefacts of opera in Europe: the operatic Reg-
uiem fyov; the operatic Circus Babylon of the Nova Opera
formation (Roman Grygoriv, Illia Razumeiko, Vlad Troit-
sky); the operatic apocrypha Judas and Magdalena by Al-
exander Shchetynsky; the operatic myth by Maria Oliynyk
and Ulyana Horbachevska called Ukraine — Terra Incognita.
The last example has been dedicated to the Ukrainian bari-
tone Wassyl Slipak, who lived in Paris, was a soloist at the
Paris National Opera and the Bastille Opera House, went
back to Ukraine as a soldier in 2014, and was killed in the
Russia—Ukraine war (2016). Adherence to the rules of the
opera genre — at least of academic opera singing — made
way for the search for new sounds, dramaturgy and, above
all, content. Contemporary Ukrainian composers create
opera artefacts that no longer fit into the framework of the
canon of the genre.

However, the term opera aperta does not solve the
problem of conceptualization. It intensifies the debate
about the limits of the genre and opera singing in the
new formats of post-opera projects. The earlier terms of
anti- or anti-anti-opera, mini-opera, and others are now
obsolete for new opera projects. Rock operas, which have
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long occupied a parallel territory to the classical-romantic
opera tradition, from the very beginning denied the sover-
eignty of the energy potential of trained opera voices and a
subordination of the public under an clite culture. It is no
secret that famous artists (when creating the stage designs
for new productions) consider opera singers as characters
or images of their own installations or performances. The
singers consider this meta-opera experience for themselves
as an outstanding experience of collaboration in a total
art workshop. This was also the reaction of the Swedish
soprano Nina Stemme after Parsifal with stage design by
Georg Basclitz (Bavarian State Opera, 2018), after 7he King
Kandaules by Alexander (von) Zemlinsky with stage design
by Alfred Hrdlichka (Salzburg Festival, 2006), and after
Turandot with Pop Art scenography by David Hockney
(2010, San Francisco) (Bpayn 2020).

The singer acknowledged, “We are all a part of an art-
ist’s work” (Bpayn 2020). Although the style and aesthetic
language of artists such as Baselitz, Hockney, Hrdlichka,
and Phyllida Barlow are very different in the current new
production of Mozart’s Idomeneo at the Bavarian State
Opera (Opera Festival, 2021), the results of such opera pro-
ductions are similar. The stage sets are that attract attention.
The singers play a mostly figurative role and become a part of
the artist’s large painting or part of a strong representational
performance. Nina Stemme says:

In the Hockney interpretation of the last scene of Turandot,
Princess and Calaf are shown to be in love with each other:
we hold hands, our cloaks form the outline of the heart, and
the emperor sits on a hill above us. (The quotation from singer

in: Bpayn 2020)

The experience of each new opera production shows that
the collaboration of composers, directors, and singers is still
an important part of a successful theater production, just
as the ability of opera singing to vividly portray character
development ranges from high quality to unique. The vo-
cal body of the singer is not only a means of expression for
the portrayal of the character of the opera hero, but also
demands identification and reinterpretation as a new chal-
lenge to all participants in each production.

Thus, on the ruins of the Gesamtkunstwerk, a new in-
trigue unfolds: a synthesis of operatic destruction with anti-
destruction. To observe these processes is interesting, but to
predict the next modulations of the negation of negation in
opera projects and the further development, for example,
of performance-minus-opera or opera-plus-performance in
the synthesis of audio, video, and performance art as well as
fashion design and painting gallery is not yet possible. The
soloist of the Vienna State Opera, the Ukrainian mezzo-
soprano Zoryana Kushpler, as well as many other contempo-
rary singers, are convinced that modern opera will continue
to live in the aura of a strongly pictorial performance and in

42

the aura of “stars” with all their diversity. Famous names, the
fashion to rely on “stars” having appeal, and casting opera
events not only with star singers but also with star painters,
star sculptors, fashion designers, lighting designers, interior
designers, and others is becoming an exciting prospect that
composers must also reckon with.

In the works of renowned contemporary Western
European opera composers, such as Philippe Glass, Kaija
Saariaho, Aribert Reimann, Wolfgang Rihm, George Benja-
min, Salvatore Carrino, John Adams, Jorg Widmann, Olga
Neuwirth, Willem Jeths, Miroslav Srnka, and Hauke Jasper
Berheide, opera singing remains the leading musical guide
in opera dramaturgy.

The other, non-operatic voice-body is only used as a
supplement. For example, in Neuwirth’s “multimedia opera”
Orlando, (libretto by Elfriede Jelinek) the famous American
star mezzo-soprano Kate Lindsey plays and sings the role of
Orlando, and the role of her son is embodied by the famous
cabaret artist Justin Vivian Bond, known in America as a
transgender performer. It should be mentioned that Olga
Neuwirth did not shorten or change a single bar of the score;
she has already gone down in history of post-, meta- and
media-opera with her opus summum. The balance of show,
musical, queer culture, literary reflection, and transgender
manifesto nevertheless preserves the quintessence of the
operatic genre, which the composer defined as hybrid
grand opera.

Finally, the last question concerns the reaction of sing-
ers to the processes of destruction of the operatic genre,
which was transformed from a music-theatrical genre to a
theatrical-musical genre. Contemporary opera is increas-
ingly oriented towards the homo videns species, rather than
the homo audiens species of the audience. How do opera
singers evaluate the corresponding changes in singing in
the new operas? The opinions of the singers who have had
successful careers abroad on these innovations of opera sing-
ingin the post- or quasi-operas are unclear. Conversations
with some of them (Liudmyla Monastyrska, Sofia Solovij,
Zoryana Kushpler, Olga Dyadiv, Taras Konoshchenko,
Mykhailo Malafii, and Roman Chabaranok) sometimes
reveal a desire to combine repertory opera with opera
experiments of the twentieth and twenty-first centuries.
The young Ukrainian soprano Olga Dyadiv sang not only
in operas of Rossini, Mozart, and Donizetti, but also the
role of Maria in the chamber opera Phantasmagoria by
contemporary Ukrainian composer Karmella Tsepkolenko
and in The fate of Dorian, based on Oscar Wilde’s novel 7he
Picture of Dorian Gray (libretto in Ukrainian translation by
Serhiy Stupak). In the world premiere of the opera Nizch
[The Night] by Maxim Kolomiiets, Dyadiv played three
roles: the boy with an old bandura, the inner voice of Maria
(voice dialogues), and the image of beauty embodied in
the aria Le ombre delle ceneri [Shadows of the Ashes]. The
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repertoire of the Ukrainian baritone Taras Konoshchenko,

soloist of the Nuremberg Opera, includes the well-known

parts of Igor Stravinsky’s operas The Rakes Progress and

Benjamin Britten’s Peter Grimes, as well as rarely performed

operas such as Irish Legend by Werner Egk and The fate of
Dorian by Karmella Tsepkolenko. The Ukrainian baritone

Turii Samoilov, soloist of the Frankfurt Opera, sings the role

of Billy Budd (in the opera with the same name, Billy Budd
by Benjamin Britten) and the Prince of Homburg (from the

opera Prinz von Homburg by Hans Werner Henze). The

diversity of the operatic repertoire of the Ukrainian soprano

Sofia Solovij should also be emphasized (Hindel's Alcina,

Mozart’s Vitellia and Elettra, Wagner’s Elsa, soprano parts

in Elijah by Mendelssohn), as well as parts from the works

of Penderecki, Moriarty, Laniuk, and D’Amico (opera Le

Malentendu [Misunderstanding] based on the play with

the same name by Albert Camus).

Ukrainian mezzo-soprano Zoryana Kushpler, soloist of
the Vienna State Opera, has also made a name for herself
in many modern opera productions of the twentieth and
twenty-first centuries. Among them are the operas Gogo/ by
Lera Auerbach, Three Sisters by Peter Etvds, Nora by Albin
Fries, Medea by Aribert Reimann, and Orest by Manfred
Trojahn. In the already mentioned opera Orlando by Olga
Neuwirth, Zoryana Kushpler was the assistant of Kate
Lindsay. The singer noted:

Every modern opera has its own peculiarities. The concept of
the director and the stage designer has always been an impor-
tant guarantor of success, but the singers were the material. I
agree with everyone 100% that the singer’s voice is no longer
a decisive tool in modern opera, especially when the music
is atonal, for example in Reimann’s opera Medea with overly
complex music: the parts constantly contain leaps, a nervous
thythm, sharp changes of register. Italian director Carlos Mo-
relli directed it, and he created a moving stage aesthetic in the
process. L have rarely seen such a wonderful theatrical action.
Since then, this production has been called not only Reimann’s
opera, but also Reimann and Morelli’s opera production. If the
operas of the Baroque, Classical, Romantic periods are suitable
for concert performances, the concert practice of modern
operas indicates the opposite. (Edimenxo, Yefimenko 2020)

Zoryana Kushpler is convinced that modern opera lives
as a performance.

On the other hand, the answers to the question about
the future of opera projects and opera singing in experi-
mental new productions and their conceptualization are
contradictory. The singers agree that experiments should
take place and new projects should be created:

With pleasure I would participate in new operas, but I don’t
want to go beyond my operatic qualification [...] the operatic
voice doesn’t need technical devices and amplifiers, the ope-
ratic voice is able to “float above the orchestra”. (Edimenko
2020)

There is a high need for communication, discussion,
and further questions on the tour de force exploration of
diverse opera types. Without understanding the new experi-
ments of “directed opera;” “anti-opera,” “anti-anti-opera,”
“post-opera,” or “opera aperta,” the historic train of four
hundred years of opera history could stop. Opera houses
work with the transfer of practical knowledge from master
to ncophyte, from past to future. The continuity of the
cultural-historical process of opera development through
its historical modifications, the receptions of homo audiens
and homo videns is an organic part of European anthro-
posociology. It is no coincidence that developed states,
corporations, financial companies, and patrons determine
and even patronize the opera business. Operaas a heteroge-
neous phenomenon has a high socio-cultural status and thus
determines the intellectual and cultural level of national and
state identification of every country in the world.

Conclusion

Opera tradition preserves the memory of humankind
and in this sense, it contains an invaluable, instructive, and
creative potential. From a historical point of view, opera has
a centuries-old musical-theatrical experience that influences
the education, upbringing, knowledge, and understanding
of everyone, not only the educational level of the social elite,
thus indicating the state of democratic thinking of a country.
In the opera productions of our time, collective creativity
comes alive as a means of communication.

Atall times, the theater has operated with the latest tech-
nology. The coloristics of scenography, effective costumes,
and the activities of homo-videns were not invented in our
days. The genre of opera has always used choreography
or acrobatics and sophisticated machinery that required
the latest engineering knowledge and modern technical
development. Thus, technology plays a significant role in
modern directed opera as well.

Both musicians and musicologists agree that the quin-
tessence of operaas a phenomenon has not changed in prin-
ciple: opera remains the leading genre of artistic exclusivity.

In addition to the high status of the symphony orchestra,
the opera voice has the exclusivity of a cultivated aesthetic,
which often manifests itself in an ecstasy of the extraordi-
narily energetic trained singing voice, shaped and perfected
throughoutlife. The operatic voice, the operatic vocal body,
is the phenomenon that, through high skill, virtuosity, and
psycho-emotional power, controls the audience’s ability
to experience different sensations. This is achieved by the
professionalism of many years of training and consistent
self-development, which are inseparable from each other.

The result of the performance analyses suggests various
kinds of artworks that offer themselves as opera, but at the
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same time negate this genre. It is interesting to note that
this negation appears in the sense of “double negation.” It
has been noted that the term “opera” as a “work of art,” as
“operaaperta” (Eco, The Open Work), is used in performative
practices to enhance the meaning of the total work of art in
question. Accordingly, the post-opera no longer serves as
a genre, but as an impetus, impulse, code, symbol, quota-
tion, or re-post as a new premonition about The Artwork
of the Future.

Thus, in history and culture, opera becomes in such
opera projects a key factor and the basis for human social-
cultural action.

In contemporary operatic practice, opera as a total work
of art will develop into opera aperta, into an artistic arca
non-finita, into a work-in—progress process.
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Santrauka

Terminas ,opera“ $iuolaikiniame muzikiniame teatre
interpretuojamas vis laisviau. Socialiné-istoriné operos
reik$mé toli grazu néra isSifruota, tadiau dél joje nuolat
stipréjancio rezistros vaidmens atsiranda daug jdomiy ir
cksperimentiniy renginiy. Autorinio teatro jsivyravimas
operoje reikalauja kelti naujus tyrimo tikslus ir nagrinéti
alternatyviy terminy paieskas dabartinés operos praktikos
tipologijai. Muzikologai kol kas neranda sprendimo, kaip
galéty jvardyti tinkling muzikos, teatro ir medijy per-
formatyvios-vizualinés produkcijos jvairove. O terminas
,postopera jau jsitvirtino operos teorijoje. Sis reiskinys
sukéelé muzikology susidoméjima, kaip rodo, pavyzdziui,
du leidiniai: Hans-Thieso Lehmanno ,,Postdramatisches
Theater® ir Jelenos Novak ,,Postopera: Reinventing the
Voice-Body®. Terminy ,opera®, ,rezisuota / reZisieriaus
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opera®, ,postopera® ir pan. ribos $iuolaikiniuose tyrimuose
iSlicka takios ir nelabai konkrecios. Tokia apibreztis, kurioje
buty atsizvelgta j visas charakeeristikas, artimiausiu metu
neatrodo jmanoma: teorija atsilicka nuo muzikinés scenos
praktikos.

Sio darbo tikslas — ieskoti apzvalginés tipologijos turinio
ir metodologijos aspektu, grindZiamos naujyjy muzikinio
teatro darby pavyzdziais, per lyginamajj naujyjy operos
pastatymy pavyzdziy tyrima. Jvairiapusis ir nuolatinis do-
méjimasis $iuolaikine operos praktika kelia klausima, kaip
toliau taikyti metodologing prieiga konkrediy spekrakliy
analizei. Daug $iuolaikiniy kariniy yra jprasty tradicinio

operos zanro priemoniy ir kity priemoniy miinys. Rezi-
sieriaus koncepcijos nubrézia $iuolaikinéje teatro prakrikoje
nuolat galiojandia tendencija: integruoti individualy bio-
grafinj ir kultarinj-istorinj diskursa j pirminj operos $altinj.
Svarbi ateities uzduotis bus jungtiniai Siuolaikinés operos
pastatymy tyrimai, kuriy aktualumas muzikinéje ir sceninéje
prakeikoje bus akivaizdus ir kurie laikui begant darysis vis
aktualesni. Opera tampa unikaliu kultarinés-istorinés ko-
munikacijos tikslu, postmoderniosios socialinés mastysenos
menu. Taip istorijoje ir kultiroje opera pasidaro svarbiu
veiksniu ir Zzmogaus sociokultarinés veiklos pagrindu.

Delivered / Straipsnis jteiktas 2022 03 31
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Abstract

In modern times, the practice of referring to a cultural heritage has become a particularly widespread phenomenon in the works of composers
and has assumed a variety of forms. It implies the need to define the relationships that exist between musical works, identify those elements
adopted from other works, and indicate what makes particular pieces one of a kind and unique. One approach to solving this particular re-
search problem is the endeavor to systematize the rich world of artifacts by defining the relationships between works using various categorizing
criteria. However, historical taxonomic divisions turn out to be insufficient when it comes to new forms of artistic expression. In my paper, I
present selected approaches to intertextual relationships used in descriptions of the works of composers, which are used in Polish musicological
literature. I also analyze the criteria underlying these systematics and their methodological usefulness for descriptions of contemporary music.
Keywords: works of contemporary composers, intertextual relationships, music systematic.

Anotacija

Siais laikais nuorody j kultiros pavelda praktika tapo ypa¢ paplitusiu reiskiniu kompozitoriy kitryboje ir vis jgauna jvairias formas. Tai reiskia,
kad reikia apibrézti muzikos kiriniy sasajas, nustatyti elementus, perimtus i$ kity kiriniy, ir nurodyti, kuo konkretis kiiriniai yra i$skirtiniai
ir unikalts. Vienas $ios konkretios tyrimo problemos sprendimo bidy yra pastangos susisteminti gausy artefakty pasaulj ir apibrézti kariniy
sasajas, naudojant jvairius kategorizavimo kriterijus. Ta¢iau naujy meninés raiskos formy atveju istorinio taksonominio skirstymo nebepakanka.
Darbe pateikiu prieigas, pasirinktas intertekstiniy santykiy tyrimui ir naudojamas lenky muzikologinéje literatiiroje kompozitoriy kariniy
apra§ymams. Be to, analizuoju kriterijus, kuriais grindziama §i sistematika, ir jy metodologinj naudinguma siuolaikinés muzikos apragymui.

Topicality of the issue

The need to define the relationships that exist between
musical works, identify those elements adopted from other
works, and indicate what makes particular pieces one of a
kind and unique appears to be one of the crucial objectives
for a researcher of musical works. “The art of making some-
thing new with something old” (Genette 2014: 421), that
is, with something that already exists, has a long history and
arich tradition. Nevertheless, in modern times, the practice
of referring to a cultural heritage has become a particularly
widespread phenomenon in the works of composers and
has assumed a variety of forms. This is due to, among other
factors, the multiplicity of techniques, forms, and means
of expression as well as material and stylistic connections
applied in contemporary music.

One approach to solving this particular research
problem is the endeavor to systematize the rich world of
artifacts by defining the relationships between works using
various categorizing criteria. However, historical classifica-
tion divisions turn out to be insufficient when it comes to
new forms of artistic expression, especially those making
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use of possible intertextual and intermedia connections.
The experimental tendencies in twentieth-century music,
with their transgressive norms, conventions, and roles,
overturning what was given and established, turned artistic
activities into a great contributor to the diversification
and individualization of the forms of artistic expression
in general. The results of crossing the borders of artistic
practice included the introduction of new genres of music,
entering into alliances with different fields of art and using
the expression of the body, as well as the latest technolo-
gies of sound production, recording, and emission. The
intermedia shift and the performative shift resulted in
such genres as musical happening, instrumental theater,
musical performance, sound sculpture, and installations.
Transgressive activities also extended into the area of
traditional genres.

In addition, methodological difficulties are exacer-
bated by the hybridization of musical forms and genres.
Another debilitating factor is the loss of classification
strength by genres in favor of musical works as indi-
vidual artifacts shaped according to the artistic concepts
designed by a composer. As a consequence, the creation
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of new classifications or typologies is determined by the
nature of the music described or the need to search for
such categories that will most accurately characterize
this music.

The various concepts of explaining inter-compositional
relationships that we find in musicological articles and
books draw inspiration both from the existing systemat-
ics of music and methodologies adapted from theories of
literature, philosophy, and other areas of the humanities.
Their methodological usefulness depends on the classifica-
tion criteria adopted by researchers and the type of music
that is analyzed.

The choice of theoretical concepts discussed in the
article is determined by two criteria: (1) their methodo-
logical difference, the source of which includes inspira-
tions drawn from various scientific theories, and (2) their
reception in the Polish musicological literature. The
range of influence of individual classifications of authors
representing different scientific communities is diverse.
Some classifications have gained international reception,
while others have turned out to be theoretical proposals
inspiring narrow circles of researchers seeking appropriate
research methods to describe music and explain interdis-
ciplinary relationships. Systematics and typologies found
in the works of Polish musicologists, on the basis of pars
pro toto, also allow us to show various ways of solving
particular research issues and confirming its continuing
methodological validity.

Mieczystaw Tomaszewski’s “music within music”
systematics

One way of organizing various forms of musical deri-
vates' as well as inter-compositional relationships proposed
in contemporary Polish musicological literature, which has
also gained wide resonance among the authors of musico-
logical works, is Mieczystaw Tomaszewski’s “music within
music”* systematics.

As the “music within music” systematics endeavors to
capture and prioritize all possible links between works, it
secks to identify the essence of individual forms of reference,
and thus to establish clearly defined classification categories.
Thisisachieved by means of four critetia, from which, in turn,
16 classes of musical derivatives are distinguished. The first
criterion is the source of borrowings, that is, what precisely
has been adopted from tradition, for example, the entire
work, a section of that work, the musical language of the era,
or the musical language of a particular composer. The second
criterion concerns the functions these acquired elements are
assigned in the new work. The third criterion is the form of
a musical derivative, its genre and/or formal specificity. The
fourth criterion is the degree of autonomy enjoyed by derived
works compared to the original pieces. On the basis of the
above, Tomaszewski created a classification grid showing the
various “ways and types of coexistence — in one work — be-
tween its heterogeneous components” (Tomaszewski 2005:
23) and arranged them into three overarching categories
(A, B, C), each covering two subcategories made up of two
or three separate classes of musical derivates (See Table 1).?

Table 1. Mieczystaw Tomaszewski’s “music within music,” “the ways a text occurs within a text.”

A. Works in which primary music
is presentunderneath their new
sonic outlook.

A palimpsest situation

1. Transferred (transposed) music
(1) Transcriptions from one instrument to another
(2) Instrumentations from an instrument to an orchestra
(3) Intabulations from a voice to an instrument

2. Complemented (redefined) music
(1) The creation of tropes in instrumental works
(2) Vocalizations of instrumental works
(3) The harmonization and arrangement of monodic works

B. Works in which primary music
serves as a point of reference for
new music.

An inspiration situation

3,Developmental music, which finds its starting point in primary music.
(1) Forms based on cantus prius factus
(2) Variations on a theme from an outside source
(3) Paraphrases and fantasies on given themes

4. Imitation music, which has its point of conc/usion in the primary music
(1) Epigonic music: direct imitation
(2) Retroverse music: indirect imitation
(3) Stylized music: “copycat” imitation

C. Works in which primary music
enriches new music.
An incrustation situation

5. In-clusive music, which absorbs fragments of primary music

(1) Quotations

(2) Allusions and reminiscences

6. Ex-clusive music, which treats primary music as a foreign body
(1) Quodlibets
(2) Collages
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The first category (A) contains “works in which ‘pri-
mary’ music is present underneath their new sonic outlook.”
Tomaszewski defines this scenario asa “palimpsest situ-
ation” and further divides this category into two subcat-
egories covering the following elements:

*  Subcategory one — encompasses “transferred” (trans-
posed) music, that is, 1) transcriptions from one
instrument to another, 2) instrumentations from an
instrument to an orchestra, and 3) intabulations from
avoice to an instrument;

* Subcategory two — encompasses “complemented”
(redefined) music, including: 1) the creation of tropes
in instrumental works, 2) vocalizations of instrumen-
tal works, 3) the harmonization and arrangement of
monodic works.

The second category (B) encompasses “works in which
‘primary’ music serves as a point of reference for new mu-
sic.” Tomaszewski defines this scenario asan “inspiration
situation” and distinguishes two subcategories:

* Subcategory one — defined as “developmental” music,
which finds its starting point in primary music. It inclu-
des: 1) forms based on cantus prius factus, 2) variations
on a theme from an outside source, and 3) paraphrases
and fantasies on given themes;

*  Subcategory two — characterized as “imitation” music,
and which has its point of conclusion in the primary
music, includes: 1) epigonic music (direct imitation), 2)
retroverse music (indirect imitation), 3) stylized music
(“copycat” imitation).

The third category (C), defined as an “incrustation
situation,” encompasses works in which primary music
enriches new music.” It also comprises two subcategories:
* Subcategory one - referred to as “in-clusive music,”

which absorbs fragments of primary music via 1) quota-

tions and 2) allusions and reminiscences;

*  Subcategory two — characterized as “ex-clusive” music,
which treats primary music as a foreign body and inclu-
des: 1) quodlibets and 2) collages.

The relationships between primary and derivative music
are simultaneous (vertical) or successive (horizontal) in
character. In the former case, a composition which chrono-
logically precedes the other one is present in the latter work
as a whole or partially, significantly shaping its form. This
relationship primarily manifests itself in category A works
(“palimpsest situation”) and, to some extent, also in com-
positions from category C (“incrustation situation”). In the
latter case, neither the original work as a whole nor some
of its structures inspired by the composer determines the
resulting form of the work. This is the case with category B
works (“inspiration situation”).
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In the first category (A), the term “palimpsest-like state,”
as used by Tomaszewski, forms an analogy to the literary
device from which the term was drawn. Here, the genetic
aspect of a piece is underlined. This is only a palimpsest-like
state, not a real palimpsest, since the primary text is fully
preserved. Its autonomy remains intact. The autonomy of
the derived secondary text, on the other hand, is based on
the primary text. For example, the piece Pictures at an Ex-
hibition orchestrated by Maurice Ravel remains the creation
of Modest Mussorgsky. No one forgets that the piano cycle
is the Russian composer’s work despite the Frenchman’s
brilliant instrumentation.

The second category (B) involves different scenarios.
Primary music only functions as a point of reference for
new music. The resulting piece is fully autonomous. This is
a horizontal relationship in which a new artifact is created,
only related to the original in certain areas. In subcategory
one (developmental music), the new work takes over the
themes and other structures from its predecessor. In subcat-
egory two (imitation music), the newly written work tries
to imitate the style of another piece.

The third category (C) comprises what Tomaszewski
refers to as “incrustation” situations, where primary music
enriches new music. In this case, the inclusion of fragments
of a different piece in the emerging composition leads to
a scenario in which the new composition is enriched with
a layer of meanings outside of the work itself (quotation,
allusion) or where a new sense and function, for example,
a satirical tone (quodlibet), is added to the music.

Tomaszewski introduced his classification with the
following remark:

There is a clearly infinite number of what, from the perspective
of historical time, is ancient, 7esp. new, and of what, from the
perspective of cultural space, is different or, resp., one’s own.

There is also a significant variety of principles whereby, in
a single work, there is a coming together of what is new with
what is ancient or of what is different with what is one’s own.
(Tomaszewski 2005: 23)

With a view to systematizing — based on the given
criteria — historical genres and musical forms existing in
the guise of various types of musical derivate, Tomaszewski
included a new, additional category that comprises refer-
ences to music from earlier eras that became characteristic
features of contemporary music. He labelled this category
“retroverse music,” whereby “as a criterion separating one’s
own style from stylization, we could adopt what we might
term the ‘natural’ character of a work” ( Tomaszewski 1994:
75). By means of this category Tomaszewski was able to fine-
tune his definition of Krzysztof Penderecki’s style from the
1970s and 1980s, in which Penderecki made references to
the musical language of the neo-romantics from the second

half of the nineteenth century (Wagner, Bruckner, Brahms).
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When we analyze the works of other contemporary
composers, Tomaszewski’s systematics do not always
provide an adequate definition of the specific nature of a
particular piece or the nature of its references to a particular
musical heritage. One example is Hanna Kulenty’s opus,*
which includes a series of works with identical titles. One
such instance is Kulenty’s series of compositions entitled
A Cradle Song.

* A Cradle Song for voice (1982)
A Cradle Song for violin, cello and piano (1993)
* A Cradle Song String Quartet No. 4 (2007)

The composer used this title for:

1) a song she wrote after her first daughter was born,

2) her Trio for violin, cello and piano, and

3) her String Quartet No. 4.

An analysis of these works exposes a number of interest-
ing material dependencies. The melody of the lullaby (1982)
became the basis for the Piano Trio eleven years later (1993).
It was the first piece Kulenty wrote after her daughter’s tragic
death. Several years later, the power of expression emanating
from this composition attracted the attention of the Kronos
Quartet. They asked Kulenty to transpose the Piano Trio
into an arrangement for a string quartet (2007). However,
Kulenty decided to compose the work anew, using all the
material from the existing composition. Despite preserving
the dramatic outline of the Trio, the expanded narrative of
the Quartet (it lasts 16 minutes, while the Trio is 10 minutes
long), appears to be a fresh embodiment of the musical idea
that was first borne in the lullaby.

If we were to classify these works using the classification
of specific musical derivates that Tomaszewski included
in his systematics, the only question that needs to be ad-
dressed is whether 4 Cradle Song should be categorized
as the primary text for the Trio and the Quartet, which,
in turn, should be categorized as “developmental music.”
However, they are neither musical paraphrases of the song
nor musical fantasies. The composer referred to their genre
in their given titles. Defining the relationship between the
Trio and the Quartet is even more difficult. We can equally
place the Quartet in the category of “complemented music”
and “developmental music.”

For rescarchers of contemporary compositional
works, three overarching categories of Tomaszewski’s sys-
tematics have proven to be especially inspiring: the “palimp-
sest situation” (A), the “inspiration situation” (B), and the
“incrustation situation” (C). Their general character offers
an explanation to many specific forms of intertextuality that
can be found in the works of the twenticth and ewenty-first
centuries. For example, Agata Stojewska referred to these
categories in her own typology. In her analysis she describes
how Karol Szymanowski’s musical approach has resonated
in the works of Polish composers from both the twentieth

and twenty-first centuries. Stojewska interprets the various
ways in which this music has been received and introduces
three levels of intertextual relationships, which are described
using Tomaszewski’s terms: “music within music,” “music
from music” and “music about music” (Stojewska: 2019).

Typologies inspired by theories of intertextuality
in literature

New media and new concepts of creating music from
heterogeneous elements are sometimes difficult to char-
acterize by referring to typologies that organize mainly
historical forms of musical derivatives. Due to the inef-
ficiency of systematics based on traditional musical deri-
vates, researchers dealing with contemporary compositions
began to adopt typologies or classifications used in other
disciplines connected to the arts. In this regard, the theories
of intertextuality presented in the works of historians and
theoreticians of literature, including Michael Riffaterre
(1988), Gérard Genette (2014), Michat Glowinski (1986),
Stanistaw Balbus (1996), and Ryszard Nycz (2000), proved
particularly valuable.

A discourse based on the notion of intertextuality in
literature clearly led to the emergence of different typologies
and names for individual categories. The greatest discrep-
ancy in their scope arose from the notion of intertextuality;
some treated it as a superior category while others viewed it
as no more than a variant of an extratextual representation
in a literary work.

1. Stanistaw Balbus’s typology

Stanistaw Balbus’s typology divides intertextual prac-
tices in literature into two groups (see Table 2). The first
group included “primary allegative” strategies: (A) active
continuation, (B) restitution of form, (C) epigonism and
(D) overt imitation; the second group comprised “primary
conversational” strategies (Balbus 1996: 137): (E) remi-
niscence stylistic, (F) cultural thematic transposition, (G)
stylization and its varieties, and (H) para-stylization strate-
gies of intersemiotic controversies (Balbus 1996: 102-104).

Table 2. Typology of Intertextuality by Stanistaw Balbus.

1. “Primary A. Active continuation
allegative” B. Restitution of form
strategies C. Epigonism
D. Overt imitation
2. “Primary E. Reminiscence stylistic
conversational” F. Cultural thematic transposition
strategies G. Stylization and its varicties
H. Para-stylization strategies of
intersemiotic controversies
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The above topology emphasizes the meaning-forming
function of intertextual and interstylistic relationships.
Tomaszewski’s systematics also takes this function into
account, but it seems to emphasize the delimiting role of
cultural ontology and artistic techniques through which
the original text is transformed. It is based on forms devel-
oped by composers in their works. As a consequence, de-
spite not coveringall of its contemporary manifestations,
it defines precisely what was known throughout history.
Balbus’s methodological approaches were adopted to study
the dynamic relationship between the past and the present
in order to trace the evolution of the composer’s style and
to characterize works with a clear generic qualification.

Meanwhile, the usefulness of the typologies of in-
tertextual strategies proposed by Balbus, as well as their
application in describing various forms of coexistence in
a musical work of an artist’s own creation with elements
borrowed from other works, began to be discussed and
even questioned (Dziadek 2017). This was because there
were significant differences between two distinct semiotic
systems — the language of literature and the language of
music. Hence, strategies that allowed for a convincing in-
terpretation of relationships between works or references
to existing musical styles were adopted in analyses of musi-
cal works, such as active continuation, restitution of form,
epigonism, stylization, and overt imitation.

2. Gérard Genette’s typology

Amongother methodological approaches to intertextu-
ality employed in literary studies, particular importance has
been ascribed to categories suggested by Michael Riffaterre’
and Gérard Genette. The concept of extratextual represen-
tations promoted by Gérard Genette in his monograph
Palimpsests. Literature in the Second Degree remains popular
in musical research due to its clarity in terms of categories
and its general compatibility with compositional strate-
gies found in musical pieces. Genette’s general category,
encompassing “everything that connects [...] [a given text]
in avisible or hidden way to other texts” (Genette 2014: 7),
is transtextuality (See Table 3). It comprises five types of
relationship: intertextuality, defined as the “actual presence
of a particular text in a different text” (Genette 2014: 8),°
paratextuality, meta-textuality, hypertextuality, and archi-
textuality. Genette’s theoretical reflections focused primar-
ily on different varieties of hypertextuality, defined as
“any relationship linking text B [referred to as ‘hypertext’]
with an earlier text A [referred to as ‘hypotext’]” (Genette
2014: 11). Genette placed this multilayered derivative
practice within two strategies: the transformation and
imitation ofa primary text.
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Table 3. Typology of Transtextuality by Gérard Genette.

. Intertextuality
. Paratextuality
. Meta-textuality
. Architextuality

N 0 N =

. Hypertextuality
o The transformation strategy

e The imitation strategy

Should we follow Genette’s example, the methodologi-
cal dilemma as to which term should be used to define the
relationship between Hanna Kulenty’s compositions re-
ferred to above would be resolved. String Quartet No. 4.4
Cradle Song appears in this typology as a transformation of
the Piano Trio of the same title. The strategies of transforma-
tion and imitation make it possible to explain the essence of
many techniques of combining heterogeneous elements in a
contemporary work, similar to the situations of palimpsest,
inspiration and incrustation in Tomaszewski’s systematics.”

3. Ryszard Nycz’s typology

Among other theoretical approaches to categorizing
intertextual relationships in literary works, we should
mention the methodological approach, which became an
inspiration for explaining the essence of inter-compositional
relationships, namely the methodological suggestions of
Polish theorist and literature historian Ryszard Nycz (See
Table 4). His understanding of intertextuality is broad:

[Intcrtextuality is] a category encompassing this aspect of
the totality of properties and relations of a text which indi-
cates the dependence of its production and reception on the
knowledge of other texts and “architexts” ( genre rules, stylistic
and expressive norm) by participants of the communication

process” (Nycz 2000: 83).

Nyecz links intertextual relationships to three areas of
the communication processes:

1) texts, in which the object of research is the text -
text relationship;

2) the text and the system, or the relationship
regarding style, genre, and tradition;

3)the text and reality, thatis, the text and its social,
historical, and cultural contexts.

Table 4. Typology of Intertextuality by Ryszard Nycz.

1. Texts, relation: text — text
2. The text and the system, relation: text — architext
3. The text and its social, historical, and cultural contexts,

relation: text - reality
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In order to achieve a full reading of the work, Nycz
considers it necessary to analyze not only the relationship
of agiven text to other texts and archi-texts, but also to their
contextual background. This aspect of his methodological
approach has been incorporated in various descriptions of
contemporary music.

Typologies of intermedia relations

Transgressive experiments in the art of the twentieth and
twenty-first centuries also concerned intermedia crossing
borders. They resulted in new, transgressive forms of artistic
expression. Determining their specific nature, including
their media distinctiveness, took place, inter alia, through
referencing traditional genres and creating classifications or
typologies based on other categorization criteria. One such
classification is the “Typology of Intermedia Relations” by
Hans Lund and Kibedi Varga (See Table 5). It distinguishes
three basic types of intermedia relationships due to the
functions of the media or artistic forms involved. These
relationships should consist of the following:

1) Juxtaposition, addition (i.e., combination),

2) Synthesis (i.e., fusion, integration),

3) Transformation.

Table 5. Typology of Intermedia Relations by Hans Lund and
Kibedi Varga.

1. Juxtaposition, addition (combination)
o Mutual references
e Mixing

2. Synthesis (fusion, integration)

3. Transformation

The weakest link in terms of the integration of media
includes two types of intermedia relationships: 1) Mutual
references, for example, a musical piece and its title, and
2) Mixing, for example, vocal-instrumental forms or stage
forms such as opera, ballet, or theater instrumental. An
example of synthesis in which media cannot be separated
is sound poetry. An example of transformation is musical
ckphrasis. There is a difference in the degree (not the es-
sence) of integration between intermedia compounds of
type (1) (juxtaposition) and type (2) (synthesis). It shows
the fluidity of the border between these types. The above
typology is also characterized by indicating the artistic ef-
fect obtained as a result of combining the diverse media.

The Lund-Varga typology turned out to be useful when
it came to defining the space of intermedia music and
literature, including a number of paradigms of musicality
to be found in poctic texts, extra-work representation in
musical pieces, and an explanation of the specific nature of
music in terms of the meanings and emotions as well as the
subjectivity it provides.®

Typology inspired by philosophical theories

Postmodernism has provided various theoretical
tools for detecting traces of earlier music in the work of
contemporary composers as well as for identifying the
various forms such music takes. One of these conceptual
approaches is hauntology, a term invented by the decon-
structionist Jacques Derrida (Derrida 1994) and discussed
at length in Polish philosophical literature. Andrzej
Marzec regarded it as “a useful tool for the analysis and
interpretation of the philosophical thought and cultural
texts of the 20th century” (Marzec 2015: 10-11), while
Krakow musicologist Agnieszka Draus treated it as a
method for studying twentieth- and twenty-first-century
music, especially the works of the latest generation of
Polish composers in the context of “resurrecting and
recalling what is past/absent and finished” (Draus 2020:
11). The distinctiveness of this concept lies in its different
approach to the metaphysics of ontology, which, due to
specters “polluting the present with the weak presence of
the past” (Marzec 2015: 14), gives rise to a situation in
which “most artistic works turn out to be new and old at
the same time” (Marzec 2015: 15).

Agnieszka Daus focused on four forms of existence
assumed by Marzec’s “specters™ conditional hospitality,
unconditional hospitality, absolute hospitality, and nos-
talgia (See Table 6). Based on these forms, she created four
interpretive categories (See Table 7): (1) “metaphysical
aporia — the restitution of music in music,” (2) “reincarna-
tion — the revival of music in music,” (3) “incorporation —
the absorption of music into music,” (4) “reposition — the
nostalgia for what is/has not been experienced” (Draus
2020). Such a typology made it possible to explain the
existence of individual musical entities in a contempo-
rary environment and, most importantly, identify the
reasons why these entities have made themselves present.
It is by means of this approach and ignoring classification
methods based on historical musical forms and genres or
intertextual categories that Draus explained the essence of
contemporary cultural works. Through their occurrence
in the aforementioned compositions such phenomena as
reinterpretation, reconstruction, quotes, cover technique
and others become the embodiment of “the haunted
present” and “the past that refuses to go away” (Marzec
2015: 250).

Table 6. Jacques Derrida’s hauntology. Forms of existence by
“specters.”

e Conditional hospitality
o Unconditional hospitality

o Absolute hospitality

o Nostalgia
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Table 7. Typology by Agnieszka Draus.

° Metaphysical aporia - restitution of music in music

e Reincarnation - revival of music in music

e Incorporation - absorption of music into music

e Reposition - nostalgia for what is has not been expe-
rienced

Conclusions

The pluralism inherent in the cultural universe of the
contemporary world, which manifests itself not only in a
multiplicity of techniques and artistic means of expression,
but also in the wealth of meanings embodied in musical
works, has become the driving factor in the search for tools
that can reveal the individuality of particular compositions
and their distinctiveness from other artifacts. This meth-
odological situation, as many factors seem to indicate, is a
response to changes in the ontological status of the musical
category of genre, which may be described as “an algo-
rithm that does not automatically produce various textual
forms, but rather is a kind of social semiosis, an open and
dynamic constellation of directives” (Grochowski 2018:
320), which — we ought to add — weakens its categorizing
power. Moreover, the situation described above appears
to be a reaction to composers’ search for forms and means
of expression that allow them to fully express their own
artistic subjectivity, which, in turn obliges researchers to
diagnose the nature of created output by means of notions
and typologies.

The typologies and systematics presented in this paper
are helpful instruments for describing various musical deri-
vates and functions performed by elements in a composer’s
own work as well as elements borrowed from different
picces. These classifications have been selected in order to
reveal the changing rules of the research procedure. They
highlight the dynamics of this process as well as show the
overriding goal of researchers — to find explanatory strate-
gies that bring us closer to gauging the essence of contem-
porary compositional works.

The legitimacy of such explorations is confirmed by one
of the research postulates of Polish philosopher Barbara
Skarga:

Science must expand its subject, embrace the phenomena it
has so far avoided, the entire field of the deepest, most intimate
human experience. Everything that has its source in human
spiritual experience must be co-opted in one way or another

into the system of knowledge [...]. (Skarga 2015: 422-423).

An important implementation of this research postu-
late was introduced into the Polish musical community
in the form of a series of seminars and music symposiums
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under the name “Music Within Music Musical Meetings in
Baranéw.” They took place in 1977 in the castle in Baranéw
Sandomierski.” The main initiator and promoter of these
“meetings” was Mieczystaw Tomaszewski who, while open-
ing the first symposium which brought together a group of
the most outstanding representatives of the musicological
milieu of the time, justified the idea behind the event as
follows:

The problem “as old as music itself” (R. Stephan) was rein-
troduced in our times by Adorno. His famous, unrestrained
attack on Stravinsky was based mainly on the fact that the
creator of King Oedipus and The Symphony of Psalms was
making “music within music.” [...]

If the topics of “music within music,” “music about music” (Lis-
sa), “music according to music” (Adorno) or “music squared”
(Borys de Schloesser) are both interesting and disturbing, it is
probably also because they seem to focus on the basic musical
issues; such issues seem to stem from relations rather than from
extracted facts, from considering the interval rather than from
the sound itself [...] from the tensions that arise between what
is given and what is taken over. (Tomaszewski 1980: 23-24)

The other academic protagonist of those seminars,
Michat Bristiger, completed Tomaszewski’s thought with
an ascertainment confirming the lasting topicality and
importance of these issues:

Music within music, about music, from music — it is an aes-
thetic problem which sometimes happens to be a historical
one (Bristiger 1980: 33).

Endnotes

Musical derivates is a term I use to describe pieces that refer
to an existing musical heritage. The etymology of the term
comes from the Latin word derivatus, meaning “something
derived, separated.” Derywat [Entry], Stownik jezyka polskiego
PWN: hteps://sjp.pwn.pl/slowniki/derywat.html [accessed
on 09.02.2022].

The first, abbreviated version of Mieczystaw Tomaszewski’s
article, entitled “Musical Work from the Intertextual Pers-
pective” was published in Polski Rocznik Muzykologiczny
(Tomaszewski 2004: 95-112). The author refers to the
extended version of the paper, “Musical Work in the Context
of Its Time and Place” (Tomaszewski 2005: 11-36).

The terms defining individual derivate classes are taken from
thearticle discussed in this paper (Tomaszewski 2005: 23-28).
Hanna Kulenty (born 1961) is a Polish composer of contem-
porary classical music. She works as a freelance composer and
has been a recipient of numerous commissions and scholars-
hips. Kulenty has composed two operas, 12 works for full-size
orchestra, and more than 80 musical pieces of different kinds.
Michael Riffattere’s theory of intertextuality was used to
analyze the compositional technique of Pawet Szymariski by
Violetta Kostka (Kostka 2018).

¢ A narrowed-down understanding of intertextuality.
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7 Among the examples of the implementation of Genette’s

categories to analyze contemporary music is the article by
Teresa Malecka, Intertexts in Henryk Mikotaj Gérecki’s music
(Malecka 2017).

An example of the implementation of the typology of interme-
dia relations is the essay by Magdalena Wasilewska-Chmura:
Literature and music in intermedial space. Music as a model
and material in Swedish poetry of the late modernism and
neo-avant-garde (2011).

Baranéw Sandomierski — a town in the southeast of Poland
known for its Renaissance palace-park complex.
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Santrauka

Siais laikais nuorody j kultiros pavelda praktika tapo
ypa¢ paplitusiu reiskiniu kompozitoriy kiryboje ir vis
jgauna jvairias formas. Tai reiSkia, kad reikia apibrézti mu-
zikos kuriniy sasajas, nustatyti elementus, perimtus i§ kity
kariniy, ir nurodyti, kuo konkretus kiriniai yra iskirtiniai
ir unikalts. Vienas $ios konkretios tyrimo problemos
sprendimo budy yra pastangos susisteminti gausy artefakey
pasaulj ir apibrézti kariniy sasajas, naudojant jvairius kate-
gorizavimo kriterijus. Ta¢iau naujy meninés raiskos formy
atveju istorinio taksonominio skirstymo nebepakanka.
Darbe pateikiu prieigas, pasirinktas intertekstiniy santykiy
tyrimui ir naudojamas lenky muzikologinéje literataroje
kompozitoriy kariniy apra§ymams. Be to, analizuoju kri-
terijus, kuriais grindziama $i sistematika, ir jy metodologinj
naudinguma Siuolaikinés muzikos apra§ymui. Aptariamos
Sios klasifikacijos:
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1) Mieczystawo Tomaszewskio ,muzika muzikoje*
sistematika, suskirs¢iusi jvairias muzikos vediniy formas
j tris visa apimancias kategorijas (,palimpsesto situacija®,
»ikvépimo situacija®, ,inkrustavimo situacija®, kickviena
ju apima dvi subkategorijas, sudarytas i§ dviejy arba trijy
atskiry muzikos vediniy klasiy);

2) Stanistawo Balbuso tipologija, intertekstines prakei-
kas literataroje suskirs¢iusi j dvi grupes: ,,pirmines teigimo*
strategijas ir ,,pirmines pokalbio® strategijas;

3) Gérard'o Genetteo tipologija, apimanti santykiy ti-
pus: intertekstualuma, metatekstualuma, hipertekstualuma
ir architekstualumay;

4) Ryszardo Nyczo tipologija, intertekstinius santykius
siejanti su trimis komunikacijos procesy sritimis: 1) tekstu ir
tekstu, 2) tekstu ir sistema, 3) tekstu ir tikrove (socialiniai,
istoriniai ir kultiiriniai kontekstai);
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5) Hanso Lundo ir Kibedi’io Vargos intermediniy
santykiy tipologija, kurioje i$skiriami trys pagrindiniai
$iy santykiy tipai: 1) sugretinimas, papildymas, 2) sintezé,
3) transformacija;

6) Agnieszkos Draus tipologija, paaiskinanti individu-
aliy muzikos kariniy egzistavima $iuolaikinéje aplinkoje:
1) metafiziné aporija, 2) reinkarnacija, 3) inkorporacija ir
4) pozicijos keitimas.

Darbe pateikiamos tipologijos ir sistematika parodo
svarbiausia tyréjy tiksla — rasti aiSkinamasias strategijas,
kurios priartinty prie $iuolaikiniy muzikos kariniy esmés
jvertinimo.
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Abstract

The article explores the discourse of the process of composing music, the core of which is the integration of general theories of the creative
process in the context of music. The author’s view turns to different twentieth-century theories of creativity and the creative process, their
significations, and the logic of phases (stages). The context of the theories presented (Wallas 1926; Rosmann 1931; Koberg/Bagnall 1981;
Barron 1988; ctc.) highlighted common denominators, suggesting a potential combinational model of creativity as a paradigm of systemic
music creation. The author illustrates her ideas through the works of the Lithuanian composer Julius Juzelianas.

Key words: music, creativity, process, composing stages, Julius Juzeliinas, sketches.

Anotacija

Straipsnyje gvildenamas muzikos komponavimo proceso diskursas, kurio branduolj sudaro bendryjy kirybos proceso teorijy integracija mu-
zikos kontekste. Autorés zvilgsnis krypsta j svarbiausias XX a. kirybiskumo ir kiirybos proceso teorijas, jy signifikacijas ir faziy (etapy) logika.
Eksponuojamy teorijy kontekste (Wallas 1926; Rosmann 1931; Koberg / Bagnall 1981; Barron 1988 etc.) iSryskinami bendri vardikliai, kuriy
pagrindu klasifikuojami skirtingi kiirybos etapai sudaro priclaidq kombinacinio komponavimo proceso, kaip sisteminés muzikos kirybos
paradigmos, modelio konstruktui. Jo veikimas iliustruojamas lietuviy kompozitoriaus Juliaus Juzelitino kiirybos pavyzdziu.

Reik$miniai ZodzZiai: muzika, kirybiskumas, procesas, komponavimo fazés, Julius Juzelitinas, eskizai.

Komponavimo proceso tyrimy analitinés prieigos Bene svarbiausias procesualuma tyrinéjanciy moksli-

ninky klausimas — kick ankstesne patirtis prisideda prie

Procesas (lot. processus — zengimas j priekj) — vienas po kiirybiskumo, supratimo apie kiirybg ir (savi)realizacijos

kito idéstyty veiksmuy, susijusiy priezastiniais rysiais, baviy komponavimo procese? Kaip multimodalus (angl. zuzi
. . im v .1 S modal) arba transformacinis suvokimo procesas, aprepa-

kaita. Laiko pozZitiriu procesas zymi dinaminj reiskinj. Kary- D | p ) » aprep
. . v ey L. racija (angl. appreparation) (Nagy 2015: 36-42) susijusi
bos dinamika procesualumo kontekste iSreiskia potencinés ) ( .g 24 P ) ) ( ) gy. ST ) J )
) o o _ . . supazinimu (muzikos) ir atskiromis jo sritimis, jgytomis
erdvés / minties plétote, logika ir priezastinguma. Kultariskai . S o .
. - - o A per laika. Karybine idéja, idéjos projekeija néra vienalytis
muzikg valdo pracities patirtis: muzikinés tradicijos elemen- i T . S
rei$kinys. Id¢jai, kaip tarpiniam rezultatui, tiesiogiai ko-

tai, jsisavinti per jvairias muzikinio ugdymo formas, savaip
sukuria informacijos tinkla, kuris skirtingomis formomis
iSlicka gyvas kickvieno kurianciojo atmintyje. Chrestoma-
tinis René Descartes’o posakis cogito ergo sum (lot.; mastau,
vadinasi, esu) licka kertinis kalbant apie kompozitoriy
santykj su kuryba. Arnoldas Schonbergas mastyma ir logika
taip pat vertino kaip butingja karybos salyga:

Svarbiausias reikalavimas kurinio formai yra logika ir darna.
Eksponavimas, plétote ir idéjy sasajos turi bati pagrjstos prie-
zastiniais ry$iais. Id¢jos turi buti diferencijuotos atsizvelgiant
i ju svarba ir funkcija. Galima suprasti tik tai, ko jmanoma

nepamirsti (iSsaugoti atmintyje). (Schénberg 1967: 1)

reliuojandiam su rezultatu — muzikos karinio partitara,
batinas ilgalaikis arba momentinis pa(si) ruo$imo procesas.
I§ esmés apreparacija sujungia turimas muzikines Zinias su
naujomis patirtimis, kuriy sasaja atskiro karinio karybos
proceso plotméje gali buti sietina su preparacijos etapu ir jo
metu kompozitoriaus atlickamais veiksmais.
Kompozitorius ir muzikologas Zvonimiras Nagy’is
daugiausia démesio skiria psichologiniam muzikines kary-
bos pradui, aktualizuodamas tarpdiscipliniskumo svarba.
Anotautoriaus, psichologijos ir neuromoksly tyrimy sasajos
karybos procesualumo tyrimuose atlicka kertine funkeija
analizuojant atskiry kompozitoriy komponavimo prakti-

kas. Nagy’is muzikinés minties jkinijima (komponavima)
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apibrézia kaip pazintinj ir performatyvy priezastinguma,
argumentuodamas kirybiniy asociacijy démenis, aptinka-
mus kickvieno kurianciojo darbuose: ,asociacijos tampa
pagrindu, sickiant suvokti jkiinyta karybiskuma“ (Nagy
2015: 36).

Atminties vaidmuo karybiniame procese jtraukia dar
vieng svarby konstrukeg. Karybiné mintis suvokiama kaip
vaisinga nuotoliniy asociatyviyjy elementy rekombinacija
(Mednick 1962: 229), glaudZiai susicta priczastiniais ry-
Siais. Robertas C. Hilbornas, apmastydamas priezastinius
rysius, teigia, kad $is rySys yra jvykiy generavimas (pladiau zr.
Hilborn 2004), todél tinkamai pasirinktu veiksmu galime
daryti jtakg objekeui (kriniui) ar jvykiui (komponavimui).
PrieZastingumas menininko mastysenoje yra neatsicjamas
kreatyvumo elementas ir pati salyga. Anot Friedricho Engel-
so (1976), abipusis veiksmas yra pirmas dalykas, su kuriuo
susiduriame galvodami. Egzistuojan¢iy formy (materialiy
/ nematerialiy) judéjimas, pereinantis vienas j kita, tampa
priezastimi kitam naujam veiksmui ar elementui (pasekmei)
(Engels 1976: 222). Nagy’io analizuojamas priezastiniy
ry$iy konceptas aprépia karybiniy veiksmy saveika, jis yra
kano, proto, aplinkos katalizatorius karybiskumui, tampa
multimodalia jéga, lemian¢ia naujo karinio atsiradima
(Nagy 2017: 48-50). Howardas Gardneris (2006) multi-
modaly metoda apibadina kaip ,intelekto gebéjima spresti
problemas, turindias reik§me tam tikroje kultarinéje aplin-
koje* (Gardner 2006: 6), o kirybiskuma muzikoje kildina
i$ tam tikry, tarpusavyje susijusiy geb¢jimy vystymo prak-
tikos. Kickvienas gebéjimas yra neatsiejamas nuo skirtingy
gyvenimo patir¢iy, kuriy link sutelktas démesingumas, ir
socialiniy saveiky suvokimas gali sustiprinti arba, priesingai,
trukdyti kirybiskumui. Gardnerio mintis puikiai iliustruoja
Osvaldo Balakausko kiryba, kurioje susijungia muzikos
teoriniai mintijimai ir praktinis komponavimas. Autoriui
karyba tapo ,intelektualios saviraiskos badu, teikianéiu
galimybe mastyti, jprasminti savo santykj su muzikinés
kult@iros patirtimi, egzistencine muzikos meno paslaptimi,
archetipiniais jos modeliais bei istorija“ (Daunoravi¢iené
2016: 132).

Kita problemin¢ asis — kirybiné¢ dinamika, aprépianti
skirtingus karybiskumo ir karybinio veiksmo impulsus
bei jtakas, savaip dubliuoja karybinés erdvés koncepta,
nes §is integruoja kurian¢io asmens kurybinj potencialg
ir charakteristika, procesa, vieta ir netgi kiirinj. Minéti
konceptai verdia atsigrezti  Mihaly’io Csikszentmihalyi’io
karybiskumo suvokima, psichologiniu pozitiriu autoriaus
pristatyta kaip karybinio srauto modelj (1996) (angl. Flow
Model of Creativity). Csikszentmihalyi’is pasisaké uz samo-
ningumo ir veiksmo sinergija kurybiniame procese, jvar-
dydamas ja kaip vieng butiny salygy. Samoningumas arba
logika, nukreipta j aktualaus veiksmo jgyvendinima, kuria
kone erdvéje matoma idéjy srauta, jgalina idéjy (vaizdiniy,
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muzikos fragmenty etc.) projektavima fizingje materijoje
(Csikszentmihalyi 1993; 1996). Kirybinés erdves redukcija
§j reiskinj susiaurina iki dinamiskos proto ir garso sintezés,
kurioje minéty elementy saveika egzistuoja kaip vientisa
visuma. Zvelgiant i $ios fenomenologinés perspektyvos,
tokia sintezé jkanija daugiasluoksnj proto ir kino santykj
su savimi ir pasauliu, kiryba. Panasia idéja plétojo Martins
Vilums, analizuodamas erdvélaikio koncepcija:

Muzikos karinys kaip garsy ir jy procesy suvokimas yra ne-
i$vengiamai nulemtas Zzmogaus laiko ir erdvés egzistencinio
bawvio ir patirties. (Vilums 2010: 87)

Kompozitorius erdvés ir laiko matmenis laiko atskirais
(nepriklausomais) nuo Zmogaus suvokimo, bet tai néra nuo
zmogaus suvokimo nepriklausomas derinys; $iy matmeny
sintezé, kaip sisteminé struktira, atliepia kurian¢iojo patir-
tis. Logiska manyti, kad erdves ir laiko saveikos percepciniai
mechanizmai, pasireiskiantys skirtinguose karybos etapuo-
se, sukelia erdves pojutj — egzistuojantys skirtingi karybiniai
elementai graduojami per laiko pojutj, kuriame iSryskéja ju
aktyvumas ir dinamika. Cia ir vél galime matyti i$nyrania
priezastingumo idéja, kuri kaip integrali nei§vengiamybé
funkcionuoja skirtinguose kiirybinio proceso etapuose.

Cia isdéstyti pozitiriai kiirybos procesa sujungia priezas-
tiniais ry$iais, kuriy kiekvienas sudaro prielaidas komplek-
siniu badu vertinti karinj ir jo radimosi procesg, atskleisti
kirybos dinaminius procesus ir remiantis priezastingumu
rekonstruoti kurybos jkunijimo kontinuuma.

Komponavimo proceso analitinis objektas

Prekompozicija (lot. pre — pries; compositio — sudés-
tymas, subtirimas) — kiarybiniy min¢iy jveiksminimas
konkretios meno srities materijoje ir idéjy transformavimo
j muzikos medZiaga strategija. Garsy meno prekompozi-
cija gali numatyti tokius basimo kurinio elementus kaip
generuojancios medziagos (pasak Schénbergo, Grundge-
stalt) eskizai, pitch cell, rbytmic cell eskizai (pasak Réti'io),
harmonijos koncepcija, atitinkamai kompozicinés tech-
nikos, formavimo logikos numatymas, erdvélaikio hipo-
tezé, literattrinio teksto fragmentai, asociatyviy simboliy
jzenklinimas, formy schemos ir t. t. Neretai karybines
id¢jos, iSreiskiamos verbaliniu pavidalu — uzsira$ant id¢jas,
pastabas, asociacijas, nuorodas j informacinius Saltinius
etc., apibendrintai vadinamos eskizais. Pavyzdziui, Julius
Juzelitinas prekompozicijos idéjas fiksavo ne tik plac¢iai nau-
dodamas muziking notacija, bet ir Zymedamas literatarines
nuorodas — ant jvairiy popieriaus skiau¢iy (voky, skrajuciy
parastése ir ke.) pieSdamas vizualias asociacijas, Zymédamas
nuorodas j ankstesnius savo ir kity kompozitoriy karybos
pavyzdzius. Pasak Friedemano Salliso:
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Eskizai suteikia visuomenei nauja priartéjimo kelig prie kom-
pozitoriaus ir jo muzikos. (Sallis 2015: 2)

Kompozitoriy eskizus tyrinéjantis Dave’as Headlemas
(1994) apibendrino eskizy naudojimo muzikos karinio
analizéje pozicijas, i§ ju svarbiausios — galimybé susieti
ir nustatyti i$baigto karinio karybos chronologija, at-
skleisti pirminj kompozitoriaus impulsa, komponavimo
metodus ir kompozicinius procesus, kaip galutiniame
kompozicijos variante atsiskleidzia eskizy' fragmentai
(Headlem 1994: 157).

Elementariai eskizy tyrimai deklaruoja linijinj process,
kurio metu kompozitorius, menininkas ar rasytojas per-
eina nuo pirmyjy idéjy j bendra kontira (juodrastj), kol
pasickia iSbaigta rezultata, galuting versija (vok. Fassung
Letzter Hand). Vis délto daugeliu atvejy kirybos procesas
yra daug sudétingesnis reiskinys, primenantis santykiy tin-
klg (kaip voro — aut. past.), o ne tiesy ir siaurg kelia (Sallis
2015: 33-34). Fabienas Czolbe’¢ reikalauja atskirti darbo
chronologija nuo kirybos proceso. Pasak autoriaus, kirybos
procesas dazniausiai néra teleologinis. Autorius pazymi,
kad $is procesas atspindi nevienalytj susijusiy veikly tinkla,
kuriame esama paleidimy ir sustojimy, netikéty postkiy,
korekeijy ir sugrjzimy (atskiry daliy ir / ar segmenty perra-
$ymy), ilgy inkubaciniy periody ir staigiy veiklos sprogimy.
Kaip tik tokios kiirybos proceso variacijos aptinkamos Ju-
zelitino eskizuose, kuriuose preciziskai datuojant kickvieng
papildyma atskleidziama karybos proceso chronologija.
Del $ios priezasties Juzeliano karyboje aiskiai matomi ka-
rybinio s3stingio momentai (ilgesni laiko periodai, kuriy
mety autorius buvo atsitraukes nuo kirybos) ir staigis
proverziai, kuriy metu be kardinaliy korekcijy sukurti
itin dideli muzikos fragmentai (iki keliolikos puslapiy per
dieng). Czolbe’¢ pazymi, kad muzikinius eskizus apskritai
galima kurti skirtinguose ir chronologinés pozicijos neati-
tinkan¢iuose kiirybinio proceso etapuose, o ne tik pradinése
stadijose (Czolbe 2014). Autorius i§ principo kalba apie
kirybos proceso teorijose apibréziama verifikacijos faze,
kuri chronologiniu pozitiriu prekompozicinéje medziagoje
identifikuojama sunkiausiai. Daugeliu atvejy kompozicinés
korekcijos eskizuose fiksuojamos menkiausiai, nes $is etapas
tiesiogiai susipina su galutiniu kompozitoriaus juodraiéiu,
kuriame uZra§omi techni$kai apdoroti, i$gryninti skirtingy
elementy ar karinio daliy variantai. Panaius sprendinius
matome ir Juzelitino kurybos procese. Pirminiuose etapuose
pastebétinas itin maZzy segmenty eskizavimas, o pabaigoje
kompozitorius be didesniy pertrauky uzrasinéja kone is-
tisas karinio dalis. Ko gero, dél $ios priezasties Williamas
Kindermanas lygina meno karinius su ledkalniu:

Tai, kas matoma, yra tik maZa visumos dalis. (Kinderman
2009)

Headlemas (1994) atkreipia démesj, kad prekompozi-
ciné medziaga daznu atveju pasitelkiama norint atskleisti
eskizo ir galutinio karinio varianto ry$ius. Tokia analitiné
taktika, naudojanti eskizus i$baigto karinio analizei pagrjsti,
pasak autoriaus, laikytina maziau metodologiskai teisinga,
priesinga sistemiskai nagrinéjamiems visiems jmanomiems
eskizy ir kiirinio ry$iams (Headlem 1994: 160). Nors
panasis eskizy naudojimo budai iSryskéja daugelyje rasty
(zr. Sallis 2015; Hall 2004; Headlem 1994 ir t. t.), eskizy
naudojimas tonalios muzikos analizéje islicka diskusijy
objektu. Kadangi eskizai yra mnemoniniai (i$ gr. mneme —
atmintis) prietaisai ir paprastai skirti i$saugoti tai, ka sunku
tiksliai i$saugoti atmintyje, neretai $iuose rankras¢iuose
aptinkamas nevienalytis, jvairiy simboliy ir formy miSinys,
kurio interpretacijos gali buti klaidinanéios. Gyorgy’as

Ligeti’is kalb¢jo:

Eskizus rasau piestuku, pirmiausia mazdaug tokiais ZodzZiais,
kurie yra tik man paciam skirti ir man reiskia konkreé¢ias mu-
zikines idéjas. Jei skaitote ,,Skriabing” — mano eskizuose tai
nereiskia ,,Skriabino®. Sis zodis nurodo kazka, kas man pasi-

rodé desimtojoje Skriabino sonatoje. (Nordwall 1971: 86-87)

Nors eskizy tyrimai daugiausia tarnauja kaip epistoliné
medziaga, kaip kompozitoriy kirybos technikos ir netgi
biografijos restauracinis matmuo, gausi tokiy dokumenty
bazé iSimtiniais atvejais suteikia galimybe jvairesnéms
analitinems prieigoms. Tarp jy — galimybé atkurti karybos
procesualuma, genezg, atskleidzianti ne tik atskiry kariniy
karybos lygmenis, bet ir kiirinio formavimo retrospektyva.
Kaip pastebi Ianas Bentas, kaip tik ,,sickis rekonstruoti kom-
pozicijos ,biografija®, jos atsiradimo kelig“ (Salis 2015: 15)
tapo pagrindiniu akstinu, lémusiu muzikology susidoméji-
mg eskizy studijomis; kaip pagrindinis badas istirti, kokiu
mastu ankstyva, neapdorota prekompoziciné medziaga
yra susijusi su galutiniu rezultatu — i$baigtu kiriniu (Bent

1984: 54-55).

Muzikos kiirybos proceso teorijos

Karybos proceso tyrimuose bene daugiausia démesio
skiriama pradzios momentui. Sisteminj mastyma dekla-
ruojantys autoriai kirybinés atskaitos taska apibrézia kaip
pasiruo$img — preparacijg (Wallas 1926; Taylor 2014),
tikslo nustatymg (Rosmann 1931), is$izkj (Koberg ir Bagnall
1981), analiz¢ (Bandrowski 1985) arba tyrimg (Kratus
1989), koncepcijg (Fritz 1991) ir ke. O idéjos atsiradimo
momentas $iy mokslininky siilomuose modeliuose isski-
riamas tik antrame arba tre¢iame etapuose. Zvelgiant pla-
Ciau — ankso pjiavyje, iki kurio veda kryptingas, samoningas

ruo$imasis, kirybinés medziagas ir Ziniy kaupimas. Todél
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id¢ja, iliuminacija (arba nusvitimas, kaip nurodo Wallasas)
arba ,,muzy até¢jimas” téra ziniy, pasiruo$imo ir darbo re-
zultatas (Piirto 2009: 50).

Idéja (gr. idea — savoka, vaizdinys) apibréziama kaip pla-
nas, mintis arba sitilymas; vaizdinys arba jspudis, kylantis i
supancios aplinkos, esamo zinojimo; nuomone arba pozia-
rio kampas; tikslas arba labiau komplikuota jausmo israiska.
Visais atvejais idéjos nesiranda ex nibilo (lot. ,i§ nicko®).
Tiek etimologiniu, tick epistemologiniu pozitriu idéja yra
projektuojama remiantis turima savo ir kity patirtimi, ke-
liant klausimus, hipotezes, atlickant aplinkos tyrima ir pan.
Pasirinkus iSeities taska arba branduolj (straipsnio autorés
sitlomas apibrézimas), subrandinus idéja, ieskoma jos jgy-
vendinimo budy, at(si)renkamas geriausias reflektuotinas
sprendimas. Kitaip tariant, suformuotas idéjinis branduolys
leidZia pereiti prie fizinio-psichologinio kurybos proceso. Jo
segmentacija neatsiejama nuo kurian¢iojo asmenybés, issila-
vinimo ir kity aplinkybiy, ta¢iau pagrindiniai komponentai
arba fazés, susijusios su kurybiniais zakroprocesais, nekinta.?
Sie nekintami procesai, arba dalys, galéty bati apibrézei dar
XVIII a. Johanno Matthesono teorijos pagrindu. Knygoje
»Das neu-eroffnete Orchestre® (1713) remdamasis retorikos
désniais autorius i$skyré tris muzikos kompozicijos proceso
struktiirinius elementus: inventio (isradimas), elaboratio
(detalizavimas), excecutio (jvykdymas, atlikimas) (Matthe-
son 1713: 10). Sios trys makrodalys, panasiai kaip Platono
procesuali triada, tarsi aprépia visg kirybos proceso réma
ir yra butinos bet kokiam karybiniam veiksmui atlikti.
Atkreiptinas démesys, kad Matthesonas pirmajj etapa pa-
vadina inventio (iSradimu), nenumatydamas zingsniy iki $io
momento. Sis probleminis ,mazgas“ zenklina gana svarbig
takoskyra tarp kirybos proces tyrinéjanéiy autoriy, kurie
pradzios momenta identifikuoja skirtingai. Komponavimo
proceso lauke idéjos atsiradimo momentai daznu atveju
diferencijuoti ne tik skirtingy kompozitoriy praktikoje, bet

ir pavieniy kariniy kiirybos plotmeéje. Osvaldas Balakauskas
kalbéjo:

[...] ne kokie nors gamtos steb¢jimai, ne filosofija, o pacios
muzikos sandaros, konkre¢iai — harmonijos idé¢jos nulemia
mano pasirinkimus. [...] Kirinio gimimas, idé¢jos atsiradimas
pasireiskia jvairiais budais. [...] Buna atvejy, kai turi idéja, vos
ne akimirksniu viska jsivaizduoji ir padarai, o kartais atrodo,
kad jsivaizduoji, bet imi taisyti, kreipti j kita puse ir pasiklysti.
Tuomet meti j $alj, galbut grjzti po kiek laiko. Ta¢iau kokio
nors metodo, kuris uztikrinty tiesy kelig, néra. (Katinaité

2008: 60)

Praéjusio amziaus pabaigoje vengry psichologas
Csikszentmihalyi’is (Csikszentmihalyi 1996: 156) ir
Teresa M. Amabile karybiskumg apibrézeé trinariu mo-
deliu (Amabile 1992: 179-181), kuris savo turiniu gali
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buti interpretuotinas panasiai kaip Matthesono teorijo-
je. Sj modelj sudaro domenas (angl. domain), laukas ir
karinys. Kad pastarasis buty reik§mingas domenui, jis
turi atitikti du kriterijus. Karinys turi bati: 1) naujas ir
nepakartojamas; 2) originalus ir anomalus (Nevels 2018:
8). Domenas zymi discipling, dalyko sritj ar jtakos sfera
arba dar neapibrézta idé¢jos, karybinio branduolio for-
ma, kuri taikoma sukurtam kariniui. Lauko apibrézima
galima apibudinti kaip domeno pogrupj ir isreiksti kaip
karybinio rezultato sritj. Siaurinant apibrézima, karinio
branduolys formuojasi judrioje proceso vyksmo fazéje, o
savo galuting i$raiSky jgauna tik pasiekes rezultatg. Cia
galime matyti divergentinio ir konvergentinio mastymo,
kuriy sintezé lemia naujuma ir originaluma, sasaja (Forsth
2014: 22-25). Panasios kiarybingos mastysenos struk-
taros identifikuotinos kompozitoriy praktikoje. Tadiau,
pasak Sigito Mickio, ,aprayti karybos specifiskuma
yra dalis platesnés mokslinés diskusijos, nagrinéjancios
kirybingumo tyrimo specifiSkumo klausimg (t. y. kurios
sritys tirtinos kaip bendros, o kurios turi dalyking specia-
lizacija) — vadinamoji kirybingumo domeno problema®
(Mickis 2017: 48).

Psichologai Markas A. Runco’as ir Ivonne Chand
(1995) (Runco ir Chand 1995: 243) sitlo dviejy pakopy
komponentin mechanizmag, kuriame pirmoji pakopa Zymi
trijy pagrindiniy jgudziy, kontroliuojanéiy karybinj
procesa, veiksnius: problemos iskélima (identifikacija,
definicija etc.), ideacijg (idéjos sklanduma, originaluma,
lankstuma etc.) ir vertinima (kriting refleksija) (Mazzola,
Park, Thalmann 2012: 142-143). Antroji pakopa rodo
papildomus veiksmus, kiréjo zinias ir motyvacija, kurios
labai priklauso nuo pirmosios pakopos veiksniy. Svarbu
pastebeéti, kad, remdamiesi dualumo principu, autoriai
padalas skaido j smulkesnius segmentus, kurie savo turiniu
yra artimi kitiems, karybos procesa segmentuojantiems
modeliams. Esminis momentas — ideacija, kuri autoriy
teorijoje uzima centring pozicija. Sis terminas aprépia ne
tik idéja, kuri tampa viso karinio minties branduoliu, bet
ir koncepcija, struktiirg bei apibrézia svarbiausius kury-
bos operacinius momentus. Runco’as ir Chand ideacijg
laiko karinio centrine a$imi, kuri, veikiama prieSingomis
kryptimis, viso karybos proceso metu tampa dinamisku
ir kintan¢iu komponentu.

XX a. antroje puséje mokslininky démesj patrauke
populiariojo smegeny sturmo kiréjo Alexo Osborno (1953)
septyniy zingsniy karybinio mastymo modelis, apimantis
analizés ir vaizduotés pusiausvyros teorija. Nors autoriaus
id¢jos tolimos muzikos kirybos temai, svarbu pastebeti jo
sitlomy zingsniy seka, koreliuojan¢ia su muzikos kom-
ponavimo ciga. Autoriaus modelyje svarbiausias démesys
tenka orientacijai atba problemos numatymui — siektinam
tikslui, $io tyrimo kontekste — muzikos kariniui. Nors
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pirmasis zingsnis neatlicka subrandintos id¢jos funkcijos
(sekoje autorius ja Zymi tre¢iuoju punktu), aiskus tikslo
numatymas (karinio kaip rezultato) yra pirminé basimos
strategijos uzuomazga arba gemalas, ant kurio, pasitelkus
analiz¢ (antrasis Osborno Zingsnis), auginamas pagrindinis
idéjos (idéjy) branduolys (Osborn 1953: 36-48). Siuo
poZitriu autoriaus jzvalgos tampa artimesnés ankstesniems
tyrimams, kuirybinio proceso pradzia nurodantiems idé¢jos®
suformavimo momenta.

Mokslininky, karybinio proceso pradzig Zyminciy
nuo pasiruo$imo arba preparacijos (zr. Wallas 1926; Taylor
2014), tyrimo (zr. Kratus 1989) koncepcijos (ir. Barron
1988; Fritz 1991) arba analizés (ir. Koberg ir Bagnall
1981; Bandrowski 1985) konstruktas uzimg pirma pozi-
cija. Po 1926 m. pasirode kurybinio mastymo ir jo proceso
modeliai daugeliu atvejy téra sociologo ir psichologo Gra-
hamo Wallaso modelio variacijos, nesuktirusios esmingy
poky¢iy karybinio proceso segmentavimo apibréztyse.
D¢l Sios priezasties Wallaso modelj pasitelkiame kaip
tam tikrg invarianta, atskaitos taska iSskleisdami kaip kity
karybinio proceso etapy variantus. 1926 m. knygoje ,,The
Art of Thought Wallasas pristaté vieng pirmujy ir iki
siol populiariausiy kirybinio mastymo proceso modeliy.
I3analizaves mokslininky pastebéjimus, problemos spren-
dimo eiga® arba kiirybos procesa jis suskirsté j 5 etapus’:
1. Preparacija (kiir¢jas ruosiasi spresti problema ir samo-

ningai tiria problemos dimensijas);

2. Inkubacija (problemos sprendimas pereina j pasamong);

3. Supratimas (Zmogus pajunta, kad sprendimas jau yra
netoli);

4. Tliuminacija, nusvitimas arba j2valga (kurybiska idéja
prasiverzia i§ pasamonés j samong);

S. Verifikacija, patikrinimas (idéja tikrinama, plétojama ir
véliau pritaikoma).

Idéja Wallaso modelyje atitinka ketvirta iliuminacijos
pozicija, kirybos proceso horizontaléje ji uzima pries-
paskutine vieta. Tokia segmentacija rodo, kad didZiaja,
arba svarbiausia, karybos proceso dalj uzima pirmieji
trys etapai. Preparacija — ilgas samoningas pasirengimas
ir rezultato — kurinio jgyvendinimo strategijos, veiksmy
plano numatymas. Jo metu nustatomas tikslas (dar ne-
turintis ap¢iuopiamo karybinio branduolio — idéjos),
keliami klausimai, formuluojamos hipotezés ir veiklos
uzdaviniai, kaupiamos zinios, renkami faktai, derinami
jvairts elementai ir atrenkamos naudingos jy variacijos
(Wallas 1926: 133-135). Muzikos komponavimo sferoje
$i fazé atliepia pirmuosius karybinius uZzra$us, busimo
karinio uzuominas — nuo abstrakéiy jkvépimo Saltiniy
iki detaliy schemy, kuriomis kompozitorius formuoja
pagrinding kompozicing medziaga.

Koncepcija versus idéja

Ferruccio’is Busoni’is rasé:

Kompozicija yra abstrak¢ios koncepcijos transkripcija. (Bu-

soni 1911: 17)

Vis délto koncepcijos savoka ir apibréztis kurybos proceso
tyrimuose yra daugialypé, variantiSkas ne tik jos turinys, bet
ir pozicija kurybos proceso horizontal¢je. Etimologiniu
pozitiriu (lot. conceptio — suvokimas, supratimas) §i savoka
aiSkinama kaip daikro / reiskinio / proceso samprata; apgal-
votas veikimo planas; kurinio, veiklos sumanymas; mintinis
projekas, planas; konstrukeyvios veiklos principas, daznu
atveju vartojama greta idéjos savokos arba su ja tapatinama.
Koncepcija, kaip pagrindin; situacijos ar principo suvokima
»kas yra kas®, idé¢jy, abstrakeijy ar jy simboliy formavimo
ar supratimo geb¢jima, funkcija arba procesa apibrézia
dauguma zodyny (zr. Merriam-Vebster; Canbridge Dictio-
nary etc.). O kirybos proceso teorijose $i savoka vartojama
integruojant daug platesnj reiskiniy lauka.

Amerikieciy filosofo ir psichologo Franko Barrono
modelio tonas palaiko populiary pozitrj j kirybiskuma
kaip paslaptinga procesa, apimantj pasamonés mintis, kuriy
kiiréjas nekontroliuoja. Jo teorijoje (1988) koncepcija yra
pirmapradis etapas, kuriame vyksta svarbiausi pasirengimo
momentai (informacijos atranka, jtaky, vaizdy, minciy
simbioz¢). Barronas $ig kiirybos proceso faze¢ apibrézia
kaip veikianéia pasiruoSusioje mintyje / prote (angl. iz a
prepared mind) (Barron 1988: 81). Koncepcija gali bati
formuojama tik tam tikroje erdvéje, kuri tiesiogiai veikiama
prieZastiniy rysiy, pracities patiréiy jtakos dabarties mo-
mentui. Panasia pozicija deklaruoja rasytojas, kompozito-
rius ir reZisierius Robertas Fritzas (1991), kiirybos proceso
pradzia jvardydamas kaip karybiska koncepcijos ir vizijos
saveika. Jo teorijos pirmasis koncepcijos it antrasis vizijos
ctapai, nors ir i$skiriami kaip atskiros fazés, i$ esmés veikia
sgveikaudami tarpusavyje. Tokio veiksmo rezultatas — realy-
bés suvokimas (angl. current reality), po kurio cina veiksmas,
vertinimas, kiirybos pagreitis it uzbaigimas. Pastebétina, kad
Fritzo teorijoje néra aiskaus idéjos atsiradimo momento.
Autorius kiiryba apibrézia kaip cikliska veiksma, kuriame
id¢jos nenumaldomai plusta kickviename karybos etape
ir papildo viena kita. Vis délto svarbiausiu atramos tasku
tampa jau minéta koncepcijos ir vizijos saveika, nubrézianti
kelig tolimesniems kirybiniams veiksmams.

Bene analogiska pozicija 1985 m. pateiké rasytojas
Jamesas F. Bandrowskis, koncepcijg jtraukdamas j treciajj k-
rybos proceso etapa ir sugretindamas ja su sprendimu (angl.

Jjudgment). Jo modelyje idéjos savoka taip pat neegzistuoja.
Sprendimas tampa analizés it kiirybinés strategijos rezultatu,
aprépianciu jzvalgy, tarpusavio ry$iy nustatyma, karybiniy
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spragy kristalizavima. Bandrowskio teorijoje sprendimas
(su integruota koncepcijos dalimi) gali buti laikytinas idéjos
atitikmeniu, po kurio eina strategijos fazé, kaip tolimesnio
kurybos proceso planas ir veiksmas — ankstesniy kurybos
proceso faziy rezultato apibendrinimas.

Id¢jos realizacija

Suformuoto karybos branduolio, arba idéjos, realizacija
reiskiasi skirtingais procesais. Remiantis egzistuojanéiais
karybos proceso modeliais, idéja jgyvendinama per vyk-
dyma — Ausfiibrung ir plétojima — Ausarbeitung (Koch
1787), veiksma arba nuosekly darba, kuris leidZia realizuoti
ankstesnése fazése konceptualiai suformuoty veiksmy
plana (pagal Bandrowski 1985; Koberg & Bagnall 1981).
Zvelgiant psichologiniu zvilgsniu, $iame etape esminj vaid-
menj atlicka motyvacija, id¢jinio branduolio ypatybés ir
kiti veiksniai. Svarbiausias jy — savianalizé, vertinimas arba
tikrinimas (Kozbelt 2011: 41). Idéja laikytina atraminiu
karybos proceso tasku — branduoliu, o iki jai atsirandant ir
vélesni etapai jkinija neapibréziamy jtaky, jzvalgy, strate-
giju, veiklos ypatybiy tinkla, kurio turinys atskirais atvejais
skirtingas. ,Karinys pirmiausia gimsta samonéje. O tam,
kad subresty [...] reikia impulso, saly¢io su gyvenimu, su
zmonémis“ (Kairaityté 2002: 327).

Wallasas (1926) rasé:

A§ atsiriboju nuo bet kokio preparacijos segmentavimo. Jis
ikiinija visa intelektinj edukacijos procesa. [...] Isilavings
zmogus geba savo mintis ir samone nukreipti j pasirinkta
objekry ir lygiai taip pat nuo jo atsitraukti tokiu badu, koks
neissilavinusiam (ne konkrecios srities Zinovui — aut. past.)

yra nejmanomas. (Wallas 1926: 82)

Kompozitoré Justina Repeckaité apie savo karyba

kalbéjo:

Komponuojant man yra svarbus medziagos i§gryninimas.
Daznai perrafau savo muzikines sistemas, kol iSmokstu jas
mintinai, i§gryninu j ,,muzikinj rakta“ vizualia forma ir tik po

to pradedu rasyti partitiirg. (Jarmalavi¢iité 2018)

Repeckaites mintis atliepia Wallaso idéja, kad pre-
paracijos etape protas stengiasi atrinkti, iSgryninti idéjas,
o verifikacijos fazéje dar kartg jgyvendinamas atrankos
procesas. Kompozitoriaus protas, operuodamas salygiskai
ribotame jau i$gryninty elementy lauke, naudoja beveik
tas padias logines taisykles, skirtas verifikacijai kontroliuo-
ti pasitelkus samoningas pastangas, panaias | tas, kurios
naudojamos kontroliuojant pasiruodima — preparacija. Be
$iy etapy ir jy tarpusavio saveikos, joks karinys negali buti
sukurtas (Wallas 1926: 81). lliuminacija yra blyksnis (angl.
flash) (ten pat: 94), idéjos atsiradimo momentas, s¢kmingo
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darbo, neiSmatuojamo laiko pozitriu, ilgy, preliminariy ir
nesékmingy bandymy rezultatas.

Amerikie¢iy kompozitorius Miltonas Babbittas,
kalbédamas apie karybos process, aiskino, kad atskiro
kirinio procesas yra savarankikas, automorfinis ir daznai

nenuspéjamas.

Tai, kas lokalu, patenka j tai, kas globalu. Zinau, kad tai skam-
ba siaubingai pretenzingai, bet kol nematai, kaip detalé tilps j
ta visuma ar sugeneruos visuma arba kaip visuma sutalpins ta

detale, tu nesirysi pradéti to kiirinio, jo gauti. (Bruce 1987)

Kaip antrg svarby aspekea kompozitorius i$skiria gebé-
jima pazvelgti i§ ,vidaus® — tai, kas, kiréjo nuomone, turi
bati privilegijuota kaip karybos $altinis, ir tre¢ia — kaip tam
tikry aplinkybiy nulemta gebéjimg segmentuoti specifines
zinias ir panirti j neatsakyty klausimy sferg.

Kiti metodai nesuteikia medZiagos tokiai smulkiai eksperi-
mentinei analizei, kuri yra pagrindinis kelias j tikra karybinio
proceso supratima. (Collins 2016: 6-7)

Babbitto analitiniai darbai, kompozicijos ir preferencija
racionaliai konstrukcijai rodo, kad bendraisiais bruozais ji
artima Aufban (vok; statyba, konstrukcija). Babbitto kiryba
tyrinéjantis muzikologas Zacharys Bernsteinas teigia, kad
autoriaus kariniy analizé rodo sutelkta démesj j fiksuotus
motyvinius modelius. Kaip ir Aufban, Babbitto rastuose sia-
lomas konstrukeinis procesas paprastai yra hierarchinis, nes
neinterpretuoti pavirSiniai duomenys palengva sujungiami
j sudétingesnes konstrukcijas (Dambock 2016: 55). Visa
$iy gebéjimy kombinacija, i$déstymas muzikos materijoje
ir laiko horizontal¢je salygoja tai, ka mes suprantame kaip
karybos procesa.

Kaip pastebi mokslininkai (Collins 2005; Donin &
Theureau 2006; Donin & Féron 2012; Clarke et al. 2013;
Donin 2017; Besada 2018), muzikos kompozicija vis dar
paprastai tiriama be aiskios informacijos, sasajy su paZini-
mo procesais, dél to kompozitoriy kurybiniai procesai i
esmés laikomi bekiiniais. Zvelgiant  muziking kompozicija,
atskiriant ja nuo asmenybés psichiniy gebéjimy, kuriais grin-
dziami visi kiti Zzmogaus mastymo produktai, eliminuojama
galimybé suvokti karybiskuma fundamentaliu lygmeniu

(Agon et al. 2004: 145-159).

Faziy reik§més (signifikacijos) ir adaptacija kom-

ponavimo procese

Atidziau susipazinus su pagrindinémis teorijomis (Wal-
las 1926; Runco ir Chand 2012) nesunku matyti jy bendrus
vardiklius ir papildinius, kurie leidZia karybos proceso
horizontaléje identifikuoti atitinkamas, su analizuojamu
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pasirinkto autoriaus, jo kurinio ar viso kurybos komplekso
tapsmu tiesiogiai susijusias fazes. Sickiant suformuoti mak-
simaliai lanksty, adaptyvy modelj, reikia apibrézti nekin-
tamas, visuose modeliuose numatomas fazes (makrodalis)
ir jy variantus, bendrame karybos procesualumo kontekste
funkcionuojantius kaip salyginés, kintamosios fazés.

Egzistuojanciy karybos proceso modeliy skaicius, jy
tipologija ir atskiry faziy signifikacijos muzikos kompona-
vimo tyrimo kontekste sukuria atskirg probleminj lauks.
Prekompozicinés medziagos analizé dél savo daugialypés
iSraiskos neissitenka viename modelyje. Dave’as Collin-
sas (2005) pazymi, kad kiekviename darbe apie muzikos
kompozicija galima rasti minéta Wallaso (1926) keturiy
faziy modelj. Tadiau taikant vieng kiirybos proceso modelj
iSkyla rizika atsidurti aklavietéje. Karybos proceso mode-
liai i§ principo apibréZia karybinio veiksmo tendencingus
lygmenis, ta¢iau negali buti laikomi nekintama konstanta.
Cia susiduriama su dar viena klititimi — srities specifika.
Kadangi dauguma karybinio mastymo modeliy suformuoti
remiantis bendromis karybinio mastymo ir jj salygojan-
¢iomis psichologijos, filosofijos etc. Ziniomis bei tyrimais,
atskira sritis, musy atveju — muzikos kiryba, nebeissitenka
Zinomuose modeliuose.

Skirtingy karybos proceso modeliy apzvalga leidzia
teigti esant stabilias (nekintamas) fazes ir galimus jy pa-
pildinius — kintamasias dalis. Charakteringi saly¢io taskai
ir specifiniai teorijy clementai iSryskina probleming meto-
dologine prieiga. Pirma, dauguma modeliy funkcionalumo
pozitriu sunkiai jvertinami. Antra, kickvieno jy faziy
probleminiams kompleksams badingas neapibréZtumas.
Galiausiai faktiniame procese, kurio metu tokiose studijose
daromos i$vados, daznai tampa sunku sumodeliuoti seka,
apibudinandia kirybos veiksmus nuo pradinés idéjos formu-
luotes iki konkretiy sprendiniy. Tomas Ritchey’is pabrézia,
kad be tam tikros monitoringo galimybés eliminuojamos
prielaidos moksliniu pagrindu kontroliuoti rezultatus,
kairybinés sekos atkiirima (Richey 2012: 2). Dél $ios prie-
zasties muzikos komponavimo proceso kontekste vienu
pagrindiniy vardikliy tampa prekompozicinéje medziagoje
fiksuotos /aiko Zymos kaip viena charakteristiky, i$skirting

Juzeliino prekompozicinéje medziagoje.

Kiekviena sintezé remiasi tolesnés analizés rezultatais, o kiek-
vienai analizei reikalinga vélesné sintezé, kad buty galima
patikrinti ir pataisyti jos rezultatus. (Ritchey 2012: 15)

Tadiau analizé ir sintezé, kaip pagrindiniai moksliniai
metodai, nejgalina kiekybinés diferenciacijos, kuri batina
jtraukiant kintamuosius — skirtingy modeliy atskirty faziy
signifikacijas. Probleminius laukus galima analizuoti per bet
kokj kickybiskai nejvertinty kintamyjy ir sglygy diapazony
skai¢iy. Panasiai kiekybiskai nejvertinty salygy rinkinius

galima susintetinti j gerai apibréztus rysius arba konfigtraci-
jas, kurios atspindi sprendimo erdves. Komponavimo proceso
salyginiais diapazonais tampa makrofazés, kuriy kickviena
koncentruoja atskiras kintamasias dalis — mikrofazes arba
procesus. Priklausomai nuo jy turinio ir analizuojamos
prekompozicinés medziagos charakreristikos, pasitelkiant
karybos proceso modeliy kombinavimo principa, kompo-
navimo faziy skaicius, eiliskumas tampa neribojami. Atsi-
sakant sickio jsprausti prekompozicinés medziagos analiz¢
i vieno, pasirinkto modelio rémus, atsiranda galimybé ne
tik sukurti individualy, kompozitoriaus ar konkretaus jo
karinio komponavimo modelj, bet ir tiksliai nustatyti jo
karybos proceso specifinius bruozus.

Zinomy modeliy modifikacijai ir sintetinimui pasitelkia-
mas amerikie¢iy fiziko Fritzo Zwicky’io morfologinés ana-
lizes (1942) principas (angl. Morphological Box). Jis aprépia
sisteminga visy galimy fakto ar objekto modifikacijy analizg.
Siekiant aprépti duotos techninés sistemos struktaras, reikia
sukonstruoti vadinamajj morfologinj ,konteinerj* (angl.
box), apimantj kuo daugiau funkciniy pozymiy ($io tyrimo
atveju — visas galimas kiirybos proceso faziy definicijas) su
maksimaliu jy realizavimo skai¢iumi (Starovoytova 2016:
87). Siame tyrime morfologinis principas leidZia sintetinti
skirtingus modelius ir sukurti atitinkamg kintamyjy daliy
baze, kurios komponentai gali bati taikytini analizuojant
muzikos prekompozicing medziaga pagal labiausiai artimus
modelio makro- ir mikro- (straipsnio autorés siilomi apibreé-
zimai) dalies specifinius atitikmenis. Svarbu pasakyti, kad
karybinio proceso makrodalys medziagos turiniu nebutinai
turi buti didesnés. Makro- ir mikrosquokos $iame kontekste
zymi kiirybos etapo (fazés) reik$me ir stabiluma viso kitrinio
karybos proceso horizontaléje.

I§ esmés bendroji morfologiné analizé (angl. general
morphological analysis / GMA) leidzia nustatyti ir iStirti
visa galimy rysiy arba konfigtiracijy, esan¢iy tam tikrame
problemy komplekse, rinkinj. Sia prasme jis yra glaudziai
susijes su tipologijos analize. GMA nustato ir apibréZia ti-
riamos problemos komplekso parametrus (arba matmenis)
ir kickvienam parametrui priskiria atitinkamy reiksmiy arba
salygy diapazona. Kurybos proceso teorijoje reik$me atitikey
makrofazé (pavyzdziui, preparacija), kurios salygomis tapty
atskiry modeliy deklaruotini mikroprocesai — preparacija min-
tyse, tyrimas, informacijos rinkimas, idéjos generavimas ir pan.

Kadangi bet koks veiksmas neatsiejamas nuo laiko
tekmes, trimatéje sistemoje geriausiai $is judéjimas matyti
horizontalioje ties¢je. Horizontalioje erdvéje dinamiskai
i$skaidyti Zinomy kirybos proceso modeliy etapai sudaro
galimybe i$plésti kurybos proceso faziy variantus iki neapi-
bréziamo skaidiaus. Vis délto, sickiant supaprastinti faziy
atrankos procesg ir pritaikyti skirtingy teorijy segmentus

atskiro atvejo analizei, butina jy faziy redukcija.
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Jurgita VALCIKAITE-SIDLAUSKIENE

Karybos procesy modeliai ir jy faziy variacijos, kaip mi-
néta, sukuria platy galimybiy lauka. XX a. pradZioje pamata
karybinio proceso teorijoms paklojgs Wallasas (1926), savo
modelyje karybos procesg skaido j keturias dalis: prepara-
cijg, inkubacijg, iliuminacijg arba nusvitimg ir verifikacijg.
Sios fazés aptinkamos visuose vélesniais metais pristatytuose
modeliuose, todél jos $iame tyrime tampa makrofazémis.
Nepaisant diferencijuoty apibrezéiy, skirtingy teorijy fazés
islicka panasios, o jy turinio variacijos skiriasi nedaug. Tai
leidZia i$skirti visuose modeliuose bendrus vardiklius, tipo-
logizuoti karybos fazes pagal jy pobudj ir signifikacijas arba,
zvelgiant i§ morfologinés analizés perspektyvos, jtraukei
analizés ir sintezés momentg, kuriuo redukuojamas bendras
galimy faziy rinkinys.

Nors karybos procesas, iki prasidedant materialiai
idéjy fiksacijai prekompoziciniuose dokumentuose, vyksta
mintyse / prote, analitiniu pozitriu identifikuoti ir ypac ti-
pologizuoti tokia fazg i§ principo nejmanoma. Vis délto kai
kurie autoriai §j etapg isskiria kaip prekompozicija mintyse:

Rosmannas (1931) — tikslo / poreikio stebésena, analizé;

Osbornas (1952) - orientacija i tikslg;

Kobergas / Bagnallas (1981) - situacijos ir / arba issitkio
priémimas;

Parnessasa / Isaksesn / Terflingeris (1992) — tikslas,
paremtas objektyviomis isvadomis;

Runco / Chand (2012) - tikslas kaip problemos sura-
dimas;

Jarmalaviciaté (2020) — idéjos formavimas.

Nesunku pastebéti, kad skirtingi autoriai deklaruoja
karybos proceso pradzia nematerialiame lygmenyje ir vi-
sais atvejais pradzios momentas apibrézia tikslo / poreikio
nustatyma arba pasiryzimga kurti. Tod¢l pirminis etapas i
esmés gali bati redukuojamas ir apibréziamas kaip aprepa-
racija (angl. appreparation, remiantis Nagy’iu, 2015; vok.
atitikmuo Vorformung — formavimas).

Kadangi Wallaso modelis ir jo fazés $iame tyrime funk-
cionuoja kaip makrofazés arba nekintami karybos proceso
determinantai, vélesnés teorijos ir jy fazés Siame tyrime re-
dukuojamos remiantis $io autoriaus faziy logika. Kickvienos
$iy teorijy funkcijos matomos 1 lenteléje.

Remiantis Ritchey’io kryZminio nuoseklumo / suderina-
mumo jvertinimu (angl. Cross-consistency assessment / CCA),
norint jvertinti kryzminj nuosckluma, visos parametry
reikmés (makrofazés) ir salygos (mikrofazés) morfologi-
niame lauke lyginamos viena su kita, ieskoma jy saly¢io
tasky ir dublikaty — tokia pacig analiting funkcing turinéiy
démeny. CCA sumazinimas leidZia ,atsijoti skirtinguose
modeliuose egzistuojancias sinonimines fazes bei sutelkti
démes;j j galimas jy konfigtracijas. Kaip matyti, pirmoje
lentel¢je pateikti kiirybos proceso modeliai sudaro 72 hipo-
tetinés kirybos proceso fazes. Toliau pateiktoje redukcijoje
julicka tik 35. Nuliné it penktoji fazés — uz prekompozicinéje
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medziagoje fiksuojamy faziy riby i$einancios dalys; ir pir-
moji—trecioji makrofazés su 7—8 mikrofazémis — aiskiai
prekompozicinéje medziagoje identifikuojami etapai. Ket-
virtoji fazé — verifikacija — priskirtina kompozicijos fazei,
kurioje galime matyti aisky pavidalg jgaunanéius karybos
fragmentus, kurie integruojami j galutinj kirinio rankrastj.
2 lentel¢je apibendrinama skirtingy modeliy sintezé ir api-
bréziami jy veikimo / taikymo karybos proceso analizéje
funkciniai bruozai.

Nors kiekvienoje kompozicijoje galima potencialiai
jzvelgti minétg Wallaso (1926) keturiy faziy modelj, butina
pasakyti, kad teoriné faziy identifikacija atskirais atvejais
gali bati salyginé ir neatitikti modelyje sialomos eilédaros.
Kiekvieno kompozitoriaus karyba individualiai konkreti-
zuoja kombinacinio modelio makrodalis, ju mikrofazes ir
proporcijas.

Kurybos proceso analizé pasitelkiant kombinacinio
modelio idéjq iliustruojama kompozitoriaus Juliaus Juze-
liino (1916-2001) Styginiy kvarteto Nr. 3 ,,9 laiskai ir
Post Scriptum® (1969) pavyzdziu. Atkreiptinas démesys,
kad karybinio proceso tyrimams $io kompozitoriaus
atvejis itin dékingas. Viena vertus, savo kirybinj metoda
jis konceptualizavo habilitacijos darbe ,, Akordo sandaros
klausimu“ (1972), kita vertus, iSlikes gausus rankras¢iy,
eskizy ir kitos su karybiniu darbu susijusios medziagos
archyvas leidzia atsekti galutiniy kriniy versijy radimosi
kelia. Vienas pavyzdziy — Styginiy kvartetas Nr. 3 ,,9
laiskai ir Post Scriptum* (1969 m.) Sio kirinio rankrastis
ir eskizai, kaip ir visi kiti Juzelitino kiirybos dokumentai,
saugomi Lietuvos literatiros ir meno archyve (LLMA,
£.260).

Zvelgdami i karinio eskiza, pirmiausia aptinkame dvi
svarbias nuorodas — formos zyma (pavadinimas, integruo-
jantis karinio formos turinj, ir ai$ki trijy daliy Zyma, kuriy
kickvienoje integruoti trys smulkesni segmentai, autoriaus
pavadinti laiskais) ir harmoninis-intonacinis planas, kuris
tampa pagrindine operacine-jungiamaja viso karinio me-
dziaga (apibrézti segmentai 1 pav.).

Sios nuorodos kiirybos proceso faziy teorijoje atsklei-
dzia svarbiausia — idéjos momenta. Pasitelkiant pristatyty
modeliy faziy apibréztis matyti, kad $io karinio karybos
procese idéja ir koncepcija (kurios nuoroda aiskiai pazy-
mima dar iki pradedant uZzrasyti muzika) tampa pirmaja
faze. Iki suformuojant koncepcija, tikétina, vyko tam tikras
pasiruo$imo momentas (nors atmesti staigaus kirybinio
proverzio galimybés negalime) arba, kaip savo tyrime
pastebéjo Ona Jarmalaviciaté, — prekomponavimas min-
tyse. Ta¢iau pagrindiné $io kirinio statybiné-paruosiamoji
medziaga — harmoninés-intonacinés lastelés pazymimos
jau véliau. Tai persa i$vada, kad preparacijos fazé ¢jo jau
po to, kai kilo idé¢ja (arba Wallaso terminais kalbant) — po
iliuminacijos. Tolimesnis eskizo turinys — gana nuosekliai
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1 pav. Juliaus Juzelitino Styginiy kvarteto Nr. 3 ,,9 laiskai ir Post Scriptum* (1969) eskizo fragmentas (LLMA, £. 260-91, 1. 28).
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Kiirimo data

3 dalis

1969

- (33-52

Mazesnieji segmentai

Takty skai¢ius

1 schema. Styginiy kvarteto Nr. 3 ,,9 laiskai ir Post Scriptum* (1969) chronologiné kiirybos schema (J. Val¢ikaité-Sidlauskiené).

uzradyta visa kompozicija su detaliomis laiko Zymomis ir
korekcijomis.

Analitiniu procesualumo aspektu tokj sisteminga kom-
ponavima galime jvardyti verifikacijos faze, kurios metu
kompozitorius jgyvendina (uzrado) i$gryninta medziaga,
ja vertina ir koreguoja. Zvelgiant giliau, galima pamatyti
ir smulkesnes mikrofazes (procesus), kurios, priklausomai
nuo apibrezimo, yra artimos prekompozicinéje medziagoje
uzfiksuotoms Zymoms. Pavyzdziui, kartojimo fazé remiantis
Kratusu (1989). Eskize matyti, kad kompozitorius paskuti-
ng¢ dalj uzra$é¢ du kartus. Nors intonaciniu poziuriu turinys
liko toks pat, $ig dalj jis perrasé naudodamas kitokias ritmi-
nes vertes ir i$rai$kos priemones.

Toliau pateikiama schema apibendrina vis $io kirinio
prekompozicing medziaga chronologiniu aspekeu.

~ Sprendimo e
formulavimas

_:--._.3

(iliuminacija)

Id¢ja

Medziagos
pasirinkimas

Preparacija

Iliuminacija

Zvelgiant j eskizg i§ tolimesnés perspekeyvos, iryskéja
tokia kiirybos proceso schema: preparacija (su mikropro-
cesais — pasirengimo mintyse, koncepcijos ir muzikinés
medziagos numatymu); iliuminacija; verifikacija (su
kartojimo mikrofaze). Siekiant iSryskinti kirybos veiksma
kaip dinaminj procesa, styginiy kvarteto karybos proceso
schema vizualizuojama pasitelkiant laikrodZio mechanizmo
aliuzija (Zr. 2 schemgy).

Kaip rodo 2 schema, analizuodami komponavimo
procesa susiduriame su proporcingumo paradoksu. Pre-
kompozicinés medZiagos turinys neatitinka komponavimo
etapy logikos, kurig deklaruoja straipsnyje minimy teorijy
autoriai. Nors preparacijos ir véliau einantys etapai karybi-
nio mastymo teorijose uzima reik$mingiausia ir didZiausia
pozicijg, atkurdami karybos procesa matome, kaip pastebi

 Kartojimas / vertinimas

Verifikacija Rezultatas

(veiksmas / (galutine

komponavimas) partitiira)

Verifikacija

Pabaiga

2 schema. Styginiy kvarteto Nr. 3,9 laikai ir Post Scriptum* (1969) kirybos proceso schema (J. Valtikaité-Sidlauskiené).
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Jarmalavi¢iate (2020), tik ledkalnio vir$ing. Negalime nu-
spéti, kiek galéjo trukti ikiprekompoziciné fazé, prekompo-
navimas mintyse arba apreparacija, nes straipsnyje aptariama
komponavimo procesualumo tyrimy metodika gali bati
grindziama tik materialiais duomenimis.

Vis délto, nepaisant proporcinio paradokso, kickvienas
karybos proceso etapy yra vienodai reik§mingas. Remiantis
priezastingumo logika, né vienas Zingsnis negali buti jgy-
vendinamas neperéjus pries tai buvusio. Sie pirmieji etapai
yravalingy pastangy ir konvergentinio mastymo laikotarpis,
kuriame problemos formulavimas daznai svarbesnis uz
patj sprendima — kiirinj (Papalia et al. 1996: 56). Dél iy
priezas¢iy, siekiant retrospekeyviai sumodeliuoti kompona-
vimo proceso schema, net menkiausi eskizy fragmentai gali
zyméti reik§mingus karybinius poslinkius ir bati laikomi
savarankiSkomis kiirybos proceso dalimis.

I$vados

Kurybos procesas menotyriniame diskurse — ribotas
konceptualiy i$vady galimybes turintis tyrimas, reikalaujan-
tis maksimalaus objekto turinio (detalios prekompozicinés
medziagos). Egzistuojantys kirybos proceso modeliai savo
faziy turiniu ir eiliSkumu gali tarnauti kaip opcija, o ne
salyga. Kadangi prekompozicinés medziagos turinys visais
atvejais yra skirtingas, analiz¢, paremta originaliu, autoriaus
sitlomu modeliu, tampa nefunkcionali. Ta¢iau Zvelgiant i§
muzikologinés-menotyrinés perspektyvos, galimybé rasti
bazines karybos proceso schemas, identifikuoti skirtingas
jo fazes ir juose veikian¢ius mikroprocesus jmanoma.

Be abejonés, tokie tyrimai negali buti absoliutinami ar
priimami kaip nediskutuotina konstanta. Vis délto skirtingy
karybos procesy modeliy derinys sudaro galimybe taikyti
atskirg (diferencijuota) modelj kickvieno kompozitoriaus
(ir netgi kirinio) atveju.

Pasitelkus tinkama objekta, galima matyti tam tikras
karybines tendencijas, sudarandias prielaida platesnei dis-
kusijai ir tyrimams, kuriy tikslas konceptualizuoti karybos
proceso modeliskumo idéja, jo fazes, budingas signifikacijas
ir jy integravima analitiniuose muzikos komponavimo

proceso tyrimuose.

Nuorodos

Eskizai muzikoje apima daugybe jvairiy dokumenty, kuriuos
kompozitoriai naudoja savo idéjoms jgyvendinti. Jvairios ko-
kybés popierius ir formatai paprastai laikomi pagrindine $iy
dokumenty atrama. I§ tiesy kompozitoriai naudojo visokius
daikeus ir prietaisus: nuo nutrinamos kartelés XVI-XVII a.
iki XX a. pabaigos skaitmeniniy ekrany eros (Sallis 2015: 15).
XVTa.Nikolauso Listeniaus teorijos pagrindu. Jis buvo vienas pir-
myjy muzikos teoretiky, savo veikale Musica (1537) atskyrusiy

2

karybos procesa ir kirinj nuo karinio atlikimo. Karybos procesa
ir karinj jis pavadino musica poetica, o kurinio atlikima — musica
practica. Kompozitoriaus uzduotimi Listenius laiké tobulo
karinio — opus perfectum et absolutum — sukirima (Chanan M.,
Musica Practica: The Social Practice of Western Music from Gre-
gorian Chant to Postmodernism, Verso, 1994, p.73).

Smegeny $turmas — vienas idéjy paieskos aktyvumo metody,
kurio taisykles ir principus sukiir¢ Osbornas (1948). Paprastai
smegeny Sturmo metu idéjy ieskoma kolekeyviai, nors yra
metodo modifikacijy, aiskios taisyklés taikomos individu-
alaus problemos sprendimo metu. Atkreiptinas démesys,
kad Osbornas numané tikslinga idéja tiek savo mintimi apie
»alternatyvy rinkima®, tiek plétodamas ,smegeny $turmo®
kaip to sickimo jrankio taisykles.

Autoriaus vartojamy savoky kontekste problemos sprendimas
yra tapatus karybiniam mastymui. Pasitelkiant $ia teorija
muzikologijos kontekstuose, problema, kaip aktyvi savoka,
kei¢iama karinio apibréZimu.

Daugelyje publikacijy $is Wallaso modelis supaprastinamas
iki 4 etapy (supratimas traktuojamas kaip subetapas).
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Summary

The creation of an artwork is the acquisition of an
already existing combination of elements in a particular
medium. In 1713, Johann Mattheson, in his book Das neu-
erdffnete Orchester, presented the first structural model of
music composition. In 1787, Heinrich Christoph Koch, in
his book Versuch einer Anleitung zur Composition, brought
Mattheson’s theory closer to music based on the laws of
rhetoric. During the twentieth century, creativity and the
creative process caught the attention of psychologists and
human behavioral scientists.

Since the expression of creative thought directly depends
on the creator’s individuality, not all declarable models of
creativity can be applied in their original form, primarily
based on the logic of the phases (stages) of the creative pro-
cess envisaged by a different theory. More detailed studies
of theories allow us to observe their common denominators
and supplements, the combinations of which allow us to
identify in the horizontal of the music composition process
the phases directly related to the analysis of the selected
composer’s work. Such reconstruction allows for forming
a combinatorial model of the creative process, enabling
structural analysis.

Its functionality is presented in the example of the works
of the Lithuanian composer Julius Juzelitinas.
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Mendelssohn’s Songs Without Words and Without
Titles: Imposed Semiotics or Overt Mz’z‘geseloen?

A Case Study on the Typology of Character Pieces,
Program Music, and Ekphrasis

Mendelssobno ,,Dainos be Zodziy“ir pavadinimy: primesta semiotika
ar atviras Mitgesehen? Atvejo tyrimas: instrumentiniy pjesiy tipologija,
programiné muzika ir ekfrazé

Susquehanna University, 514 University Ave, Selinsgrove, PA 17870, USA
kriegerm@susqu.edu

Abstract

Though there has been a well-documented practice of giving suggestive titles to keyboard picces since the publications of the French clavecin-
istes in the seventeenth century, the need for titles for short pieces became widespread in the Romantic period, thus creating programmatic
expectations for keyboard music. Today, many of these compositions are classified as “character pieces” — a label that encompasses more
intention than objectivity while suggesting mimesis of representation. The several publications for piano by Mendelssohn collectively titled
Songs Withour Words are a unique exemplar of the genre, especially if we consider the interferences of editors in assigning programmatic
content to them. These pieces are used here as a case study for musical typology. Titles and descriptors mediate between the score and the
imagination of both the performer and the audience, not only serving as rhetorical scaffolding for the performer’s choice of interpretation,
but also awakening in the audience connections and emotional content as individualized as the number of listeners. Through examination of
Mendelssohn’s letters, editions of these pieces, and contemporary musical writing that addresses programmatic and technical aspects of the
Songs Without Words, this paper addresses the aesthetics of representation as a defining aspect of musical typology. The function and power
of types and classifications are explored within the epistemic frame of ckphrasis and the expansion of its meaning in Gadamer concept of
mitgesehen (seeing-together-as), where the artist (composer) and the public (listener) play equally essential roles in developing the subject
matter activated by the artistic product, in this case, the musical composition.

Keywords: Ekphrasis, Program Music, Character Picce, Mitgesehen.

Anotacija

Nors jau nuo XVII a. prancizy klavesino naty leidiniy egzistuoja gerai dokumentuota praktika suteikti jtaigius pavadinimus kariniams kla-
vi§iniams instrumentams, romantizmo laikotarpiu poreikis teikti pavadinimus trumpiems kariniams itin paplito. Taip atsirado programiniai
lakestiai klaviginei muzikai. Siandien daug tokiy kariniy vadinami instrumentinémis pjesémis — etiketéje daugiau intencijos nei objektyvumo
ir ji implikuoja reprezentacijos mimeze¢. Felixo Mendelssohno ,,Dainos be zodziy®, trumpy pjesiy fortepijonui leidinys, yra unikalus Zanro
pavyzdys, ypac jei atsizvelgsime j redakeoriy kisimasi, priskiriant joms programinj turinj. Straipsnyje Sios instrumentinés pjesés pasitelkiamos
kaip pagrindas muzikos tipologijos atvejo tyrimui. Pavadinimai ir aprasai veikia kaip tarpininkai tarp partitaros ir atlikéjo bei publikos vaiz-
duotés, jie tampa retoriniu tramplinu atlikéjo interpretacijos pasirinkimui, taip pat kelia publikos asociacijas ir kuria emocinj turinj, indivi-
dualizuojamg pagal klausytojy skai¢iy. Sis straipsnis, skirtas reprezentacijos estetikai kaip muzikos tipologijos apibrézimo aspektui, remiasi
techniniai aspeketai, tyrimais. Tipy ir klasifikacijy funkcija bei galia nagrin¢jama pasitelkiant ekfraze ir i$ple¢iant Hanso Georgo Gadamerio
Mitgesehen (matymas-drauge-kaip) samprata, kai menininkas (kompozitorius) ir publika (klausytojas) vaidina vienodai svarbius vaidmenis
plétodami tema, aktyvuojama meninio produkto, $iuo atveju muzikos kirinio.

Reik$miniai ZodzZiai: ekfrazé, programiné muzika, instrumentiné pjese, Mitgesehen.

Musical Typology: The Tension Between traditional pop genres now that streaming algorithms have
Conceptual Expectations and the Realities of taken over as one of the main tools for music commerce. She
Specific Music Compositions and Styles starts by reporting on Justin Bieber’s disappointment at the

November 2020 Grammy nomination ceremony because

In her article “Genre Is Disappearing. What Comes  his album Changes, which he claims to have conceived asan
Next?”, which appeared in 7The New Yorker on March 8,  R&B album, had been entered into the competition in the
2021, Amanda Petrusich reported on the breakdown of  Best Pop Vocal Album category. Bieber immediately went
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to social media, in this case, his Instagram account, where he
expressed his confusion because in his words, he was “very
meticulous and intentional about (his) music” (Petrusich
2021: 1). This anecdote gets at the core of musical typology
and the different constituencies that need and use them,
encompassing not only the composer and the audience, but
also musicians, critics, and commercial institutions that act
and interact in the aesthetic process. While musicological
work that addresses classic repertoire still relies on musical
typology transmitted through decades of academic tradi-
tions, studies of popular music have addressed the fluidity
of typology with more urgency, such as the seminal work
by Franco Fabbri when he examined the concept of genre
as a separator of categories (Fabbri1982: 53). Fabbri also
addressed the question of who should have the authority
to create the agreements that define a genre, since typol-
ogy might be a tool for quite specific interests or for broad
reach. Perhaps because of how obviously commercial forces
influence popular music production and consumption in
our times, he included record producers and journalists
as arbiters of genre (Fabbri 1982: 54). Bicber’s complaint
about misguided genre identification, however, exposes the
present-day tension that has been part of musical typology
for centuries, namely, the dissonances in musical criteria
that define typology. Any typological approach starts with
dimensions that represent concepts with heuristic poten-
tial (Smith 2002: 381). Artistic creation, however, aims to
deliver unique products, and often that uniqueness rests
on deviations of the very genre-expected traits. Titles and
genre descriptors, that is, music typology in its most literal
sense, mediate between the score and the imagination of
both the performer and the audience, servingas rhetorical
scaffolding for the performer’s choice of interpretation as
well as awakening in the audience connections and emo-
tional content as individualized as the number of listen-
ers. As established by Hans-Georg Gadamer, “the artistic
presentation, by its nature, exists for someone” (Gadamer
2004: 110); therefore, the audience, though rarely involved
in the creation of typology, will interact with its categories.
Accordingly, titles and genre descriptors may act as the key
that opens the space of methexis in a concert setting: as
individual listeners read the title of a composition, personal
recollections and experiences build up an expectation for
what should be heard in that piece. Musical typology can,
in this sense, play a vital role in the process of awakening in
the audience both aesthetic fruition and intellectual under-
standing, either at the center of the observation or in a more
peripheric space, but always present in the phenomenon
that Gadamer coined as “seen-together-as” (mitgesehen)
(Gadamer 2004: 79).

Composers as well as musicologists have questioned
accepted typology and the methodology that generates
it. When Charles Rosen published his “Sonata Forms” in
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1980, just by adding the plural to what many musicians
learned in class as a singular possibility — the ubiquitous but
ever shape-shifting sonata form — he indirectly forced the
recognition that typology often generates an over-simpli-
fication that cannot augment understanding or aesthetical
fruition. More directly, he attacked classifications built on
the perception of shared traits between composers and
musicians, since, in his own words, “statistically defined,
‘general practice’ is pure fiction” (Rosen 1980: 6). However,
musical typology, as any typology, occupies a space between
conceptual dimensions and a body of evidence that affirms
the existence of the concept in material form. When art-
ists create works that do not fit the pre-existing typology,
those works might be shoehorned into classifications that
fit one or some of their prevalent musical traits, but notall
of them. Forces other than what the creator artist imposes
also influence classifications and nomenclature that makes
the work accessible to musicians and audience, even if the
composer resents the labels attached to the work.

A particularly complex example of imposed labels in
musical typology is the several character pieces for piano
composed by Felix Mendelssohn that are today collectively
known as Songs Without Words. These pieces are featured
here as a case study on the pragmatic use of musical typol-
ogy that includes the participation of commercial forces,
in this case, editors and publishing houses, in the chiseling
of the public profile of musical works. These piano pieces
of varied levels of technical difficulty appeared not only
as the result of musical inspiration and invention but also
because the piano had at that time become the houschold
musical instrument all over Europe. Therefore, piano pieces
that offered both pedagogical and expressive opportunities
became a commercially profitable repertoire. However, in
the absence of the standard formal designs of the Classic
style, the carly Romantic formal freedom caused composers
to use non-formal categories to facilitate the interaction
with both performers and audiences, and, a posteriori,
composers, critics, and publishers had to find new terms for
emergent genres. These short compositions for the piano
descended from two different lineages, namely, pedagogi-
cal pieces for hand and fingering training and pieces that
depicted in sounds non-musical situations, that is, with
programmatic content.

Keyboard Pieces and Musical Typology:
The Handstiicke - from Beginner to Virtuoso

The first lineage, collectively labeled as the Handstiicke
(Kirby 1966: 230), can be traced back to the French clave-
cinistes, such as the eight preludes included in Couperin’s
L’ Art de Toucher le Clavecin published in 1716, or to other

pedagogical collections such as Bach’s Clavierbiichlein for
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Wilhelm Friedrich Bach. These collections were meant for
technical development, not just digital prowess, as well as
for the ability to project textures and rhythmic character,
which is proven by the prevailing use of dance forms in
these collections. The pedagogical nature of these pieces is
nowhere better exemplified than in Tirk’s two volumes of
Handstiicke fiir angehende Klavierspieler (Handpieces for
the Future Pianoplayer), from 1792 and 1795, respectively.
This collection featured 120 short pieces titled after the
varied technical challenges addressed in each piece. How-
ever, the very title of the collection suggests that the player
was not yet at the level of public performance, while the
previous examples from Couperin and Bach are still heard
in public performances, mostly because their technical
level is indeed already higher than what a true beginner
keyboard player could negotiate. With the development
of more complex tone-production recourses for keyboard
instruments, especially the different pedals in the piano-
forte, these Handstiicke graduated to Etudes, followed by a
splitin publications between Etudes de mechanisme, aimed
at the mastery of technical issues to be achieved privately,
and the Etudes lyriques, meant as performance pieces. Later,
in the age of piano virtuosi, a hybrid Etude appeared, mix-
ing highly controlled technical mastery with the musical
requirements of a performance piece, that is, melodic and
harmonic interest. These pieces became known as the great
Etudes de concerts in the mid-nineteenth century. This tra-
dition resulted in repertoire “aimed to exploit these new
virtuoso capabilities, particularly to provide the performing
artist with the opportunity to make a profound impression,
a ‘hit’ on the audience” (Kirby1966: 300). Arguably, the first
publication of these virtuosic éfudes was the 1801 collection

by Anton Reicha, teacher of Franz Liszt (Stone 2001). The
inclusion of the words “guided by a new manner” in the title
of Reicha’s collection Etudes ou Exercices pour le Piano-Forté
Dirigées dune Maniére Nouvelle (Etudes or Exercises for the
Pianoforte Guided by a New Manner) signals his awareness
that he was offering something different than other techni-
cal studies of the time.

Keyboard Pieces and Musical Typology:
The Character Piece — Title and Content

The second lineage of free-standing keyboard pieces
stems also from Baroque repertoire, but in this case, works
with extra-musical connections. A remarkable example is
the collection of keyboard sonatas (now typically referred
to as Biblical Sonatas) published in 1689/1700 by Johann
Kuhnau with the title Musicalische Vorstellung einiger
Biblische Historien (Musical Presentation of Some Biblical
Stories). The preface for each sonata with the complete
narration of its respective Biblical story fits the epic model
of Romantic programmatic music, even if the term proves
too anachronistic here. Moreover, Kuhnau wrote in the
music descriptors for localized passages, giving both in-
terpreters and audience a narrative map to follow, as seen
in Figure 1, which shows a page of the sonata with the
story of Gideon, the hero of the Israclites in the battle
with the Midianites.

Meanwhile, in France, harpsichord composers gave
their pieces suggestive titles, acknowledging in this man-
ner the mimetic capabilities of instrumental music void
of texts. These titles varied from direct descriptions, such
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Fig. 1. Kuhnau, Sonata S: Der Heylﬂnd Israelis Gideon: the excerpt shows the indication, in
Italian, of the when Gideon becomes fearful by seeing the great army of the enemy and his

subsequent courageous mood when he hears about the dream of the enemy (digital copy from
University of Lodz, IMSLP Petrucci Library).
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as Le réveil-matin (‘The Morning Alarm) or Les abeilles
(The Bees) by Francois Couperin, to enigmatic nicknames
or coded identifications of musical portraits, such as
L’Buillonante (The Bubbling One) or La Fidele ('The Faith-
ful One) from Jean-Frangois Dandrieu’s first and second
books of harpsichord pieces, issued in 1724 and 1728,
respectively. We must be careful not to assume that the
music portrait in this case was always of a female character,
as thoroughly explained by Joshua Walden in his article
“Composing Character in Musical Portraits: Carl Philipp
Emanuel Bach and LAly Rupalich.” The feminine article in
the French titles is most directly connected to the feminine
grammatical gender of the word piéce, not to the gender
of the person represented in the piece. (Walden 2009: 5).
As proof, in the case of the musical portraits composed by
C. P. E. Bach, Peter Wollny has identified fourteen of the
persons depicted, including mostly male acquaintances of
the composer (Wollny 2005: xvii).

These suggestive titles did elicit a good number of
conversations about titles for music pieces, such as Mar-
purg’s remark that the title should be “sufficient to guide
the hand of the player” in his 1754 Historisch-Kritische
Beytrage (Berg 1988: 3). This sentence can be read as
a criticism of colorful and exoteric titles as well as an
acknowledgement that the title is the key to guide the
performer into an execution of the work that is within the
composer’s intentions. Later, in that same essay, Marpurg
acknowledges, however, the interaction of an audience
with titles when he asks, “Why not give the listener the
opportunity to think of something on hearing [music],
rather than of nothing? (Walden 2009: 7). With this
remark, Marpurg focused on the audience as the ultimate
participant and co-creator of the aesthetic experience,
thus espousing an aesthetic position that was remarkably
ahead of his contemporaries.

No discussion about titles of Romantic instrumental
pieces would be complete without mentioning the aesthetic
writings of Christian Gottfried Krause, who in 1752 pub-
lished his Von der musikalischen Poesie (Of Musical Poetry),
arguably the most direct attempt to reconcile and recast
aspects of the Baroque Affektenlehre with the needs for
expressiveness of the Sturm und Drang movement (Marks
1971: 59). Krause was concerned with titles and names
given to compositions and, interestingly enough, in the
third volume of Marpurg’s Historisch-Kritische Beytrige zur
Aufnahme der Musik, published in 1757-58, a shorter essay
by Krause appeared where he gave greater consideration
to the proper naming of compositions, more specifically,
character pieces. After criticizing some of the French titles
that were too obvious in pointing the mimetic nature of the
piece, Krause asked composers to add titles that could allow
performers and audience to arrive at the affect desired in
the piece by awakening the imagination through descriptors
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and suggestions (Krause 1752: 534). Once again, this aware-
ness of the power of titles to engage memory and personal
connections to musical text documents an increasing psy-
chological understanding of the mechanisms of perception
and aesthetic fruition. As a side note, it is also interesting
to observe that in this text Krause used the label “character
piece” as an already accepted nomenclature that did not
necessitate definition or defense.

The character piece also shares a connection to indi-
vidual movements of keyboard sonatas. As the artistic
fashions of the Enlightenment gave way to the aesthetics
of Romantic individualism, the sonata, until then the su-
preme form of keyboard repertoire, started to dissolve and
to expand, essentially at the same time. As noted by Elfriede
Glusman, the sonata form in the early nineteenth century
“was a musical framework which was no longer understood
by or suitable to the new generation” (Glusman 1969: 12).
This development led both to the addition of a fourth move-
ment to the usual tripartite structure and to the separation
ofindividual movements, especially the fast final rondos or
the slow second movements, into pieces that stood alone,
referred to in the literature of the time as piéces detachées
(Tischler and Tischler 1947: 2). Of those, the nocturne
acquired the fastest fame, sharing a close relationship to slow
movements of keyboard sonatas. But even nocturnes even-
tually succumbed to the commercial forces that demanded
the expressive titles extolled by Krause: when published in
England, Chopin’s Nocturnes, Op. 9, appeared as Murmurs
of the Seine and the subsequent Nocturnes, Op. 37, became
The Sighs (Glusman 1969: 155).

Though typically associated with the nineteenth cen-
tury, the “character piece” category was well-established
already by the end of the eighteenth century, as dem-
onstrated by Fuger’s publication 12 Charakteristischen
Clavierstiicke, issued in 1783/84. As seen in the bilingual
German/French title page (Figure 2), cach piece had a spe-
cific character, that is, emotional content. Subsequently,
“character piece” became an umbrella term for piano
pieces that can be subdivided into at least three distinct
strands: Robert Schumann had already attempted to dif-
ferentiate between pieces that depicted states of the soul,
thus character pieces, and pieces that present states of life,
or pictorial pieces. To those two kinds, a third strand was
later added, namely lyric pieces with genre names, from
the mundane, such as bagatelles, to the mysterious, such
as the nocturnes (Glusman 1971: 631).

Particularities of these specific strands notwithstand-
ing, all throughout the nineteenth century composers were
preoccupied with the question of titles and names for these
pieces. In her work mentioned above, Glusman translates a
quotation from Robert Schumann which not only defends
the use of titles but also refers directly to the controversy
surrounding the topic:
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Fig. 2. Title page of Fiiger’s Charakteristiche Clavierstiicke, 1784 (digital copy from Saxon
State and University Library Dresden, IMSLP Petrucci Library).

These titles over musical compositions, which in recent times
once again appear so frequently, have now and then been
criticized, and it has been said that good music does not need
such guides. Certainly not: but it loses thereby just a little of
its value, and the composer thereby prevents outright misin-
terpretation of its character. (Glusman 1971: 632)

According to the extensive study of the character piece
category by Willi Kahl, the markers of character pieces cre-
ate a continuum of title-imposed aesthetical expectations,
varying from full poetic verse or epigraph, titles that refer to
poetic genres (elegies, eclogues, and romances for example),
titles of poetic nature such as Abendlied or Aubade, and
pieces with general titles such as “prelude” or “intermezzo,”
but that feature “characterizing” tempo or expressions
(Kahl 1954: 4). Altogether, these labels encompass more
intention than objectivity, while also suggesting mimesis
of representation.

The several character picces for piano composed by Felix
Mendelssohn and collectively titled Songs without Words
are a unique and somehow idiosyncratic exemplar of the
genre, not only because the composer left several documents
expressing his desire to keep the pieces free from literary and
linguistic influence, but because the interferences of editors
frequently resulted in assigning programmatic content to
them. Therefore, these pieces are used here as a case study
for the tensions inherent on the use of musical typology by
varied constituencies.

Mendelssohn and His Songs Without Words -
Idiosyncratic Typology

Felix Mendelssohn’s introduction to character pieces
is most probably connected to his piano studies with the
famous Ludwig Berger, who had been a piano student of
Muzio Clementi in St. Petersburg at the same time when
John Field took lessons from Clementi ( Tischler and Tisch-
ler 1957: 2). That pedagogical relationship most certainly
led to Mendelssohn’s familiarity with the best examples of
nocturnes, as well as with the works of another of Berger’s
students, Wilhelm Taubert, whose character pieces first
appeared in print in a collection named An die Geliebze,
Minnelieder fiir das Pianoforte in 1831, thus a publication
that is close in chronology with the composition of the
carliest pieces that Mendelssohn eventually called Songs
Without Words.

Taubert’s publication exemplifies well the literary influ-
ence on instrumental pieces of the time. Each piece features
a full epigraph from a known German poet as seen in Figure
3. Presumably, the piece that follows creates the musical ek-
phrasis of that epigraph, or at least, the performer must hold
those verses in mind as the musical experience takes place.
We must wonder, however, if and how an audience would
be made aware of these verses. The titles of the pieces are
just tempo and expression markings. Perhaps the performer
would read the verse aloud before playing each piece, or if
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Fig. 3. Taubert, An die Geliebte — Acht Minnelieder: No. 5 with a motto from Goethe (digital copy from Universitit der
Kiinste, Berlin, IMSLP Petrucci Library).

a printed program was possible, the poetry lines would be
printed with the movements to be performed? While any-
one in possession of the score could immediately understand
the ekphrastic gesture of Taubert, those who only heard
the music would lack the literary information given by the
composer to foster engagement in the aesthetic process.
The chronological proximity of Taubert’s and Men-
delssohn’s publications caused the musicologist Willi Kahl
to create a typological connection between Taubert’s Min-
nelieder and Mendelssohn’s Lieder ohne Woarte, with the
former influencing the latter. This connection, however,
lacks historical and analytical substantiation. Attempts
to determine who influenced whom shall remain forever
moot, since neither Taubert or Mendelssohn left explicit
information about that possible influence. Neither can it
be determined beyond a doubt if Mendelssohn’s composi-
tions only started after his contact with Taubert’s pieces or
vice-versa. Glusman, in her article Taubert and Mendelssobn.:
opposing Attitudes toward Poetry and Music, explained the
problematic approach of Kahl’s argument because it fails to
address an important dimension in the use of words on the
score: in Taubert’s collection, epigraphs taken from poems
by the best-known poets of the time, such as Goethe, Heine,
and Miiller lend non-musical content to individual pieces.
(Glusman 1971: 629). In contrast, Mendelssohn’s pieces,
with very few exceptions, did not bear any title other than
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“song” (Lied) and a tempo marking as documented in the
holograph of Op. 38, No. 2 given to Mlle. Grabau and
today kept in the Library of Congress collection (Figure 4).

To complicate the matter, a letter from Mendelssohn
to Taubert, written in Lucerne and dated August 27, 1831,
indicates that Taubert looked up to Mendelssohn and had
asked for musical instruction. Mendelssohn did not see
himself in that position and, instead, asked that Taubert
look on him “in the light of a friend, and not write so for-
mally” asking for Mendelssohn’s “counsel and teaching”
(Selden-Goth 1946: 165). Mendelssohn found in Taubert
a kindred spirit and a distinct one in that sense, clearly ex-
pressed at an earlier paragraph in the same letter: “What a
source of pleasure it is, and how cheering, to know there is
another musician in the world who has the same purposes
and aspirations, and who follows the same path as one’s
self” The letter ends with Mendelssohn’s recommendations
“to our dear friend Berger” (Selden-Goth 1946: 167), that
is, Ludwig Berger, the former teacher of both musicians in
Berlin. This letter seems to indicate that Taubert was the
one who could have been influenced by Mendelssohn’s
compositional thoughts, a probability reinforced by the
fact that Taubert was two years younger than Mendelssohn
(Tischler and Tischler 1947: 3). That age difference might
also be the reason for the formality in Taubert’s writing that
bothered Mendelssohn. Either way, the letter establishes
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Fig. 4. Mendelssohn, Lied, Op. 38, No. 2. Holograph from the Grabau Scrapbook
(digital copy from Library of Congress, https://lccn loc.gov/2009546915).
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that Mendelssohn saw in Taubert the same understanding
of the purpose of their artistic creation, thus a proof of cor-
relation but not of causation.

Robert Schumann also compared these works of Tau-
bert and Mendelssohn in his attempt to sort the varied
possibilities of the character piece typology. His approach
though seems to favor Mendelssohn’s choice of title over
Tauberts, because Lieder ohne Worte eliminates the expecta-
tion of a text in the song while Minnelieder recalls the vocal
delivery of a text, which in Taubert’s case was only present
in the motto printed on top of each piece (Glusman 1971:
634). If the song abandons the linguistic content, all that
is left is pure melodic gesture, an ontological return to the
melus before it became cantus. Such desire for the essence
of the aesthetic expression is yet another manifestation of
the Romantic yearning for the ineffable. This gravitation
towards melody in its essence heralds the aesthetic writings
of Edward Hanslick, who in his 1854 publication Vs Musi-
kalisch-Schine (On Musical Beauty) declared “melody to
be the archetypal configuration of beauty” (Hanslick1854:
32). At the same time, Mendelssohn’s title is congruent with
his lack of trust in words and texts as precise expressions of
emotions as expressed in a letter to his friend Marc-André
Souchay, who in 1842 wanted to write lyrics for the Songs
Without Words, thus transforming them into real songs:

People often complain that music is ambiguous, that their
ideas on the subject always seem so vague, whereas everyone
understands words; with me it is exactly the reverse; not me-
rely with regard to entire sentences, but also as to individual
words; these, too, seem to me so ambiguous, so vague, so
unintelligible when compared with genuine music, which fills
the soul with a thousand things better than words. What the
music I love expresses to me, is not thought too indefinite to be
put into words, but, on the contrary, too definite. I therefore
consider every effort to express such thoughts commendable,
butstill there is something unsatisfactory too in them all, and
so it is with yours also. This, however, is not your fault, but
that of the poetry, which does not enable you to do better. If
you ask me what my idea is, I say—just the song as it stands;
and if Thave in my mind a definite term or terms with regard
to one or more of these songs, I will disclose them to no one,
because the words of one person assume a totally different
meaning in the mind of another person, because the music
of the song alone can awaken the same ideas and the same
feelings in one mind as in another,—a feeling which is not,
however, expressed by the same words. (Wallace 1863: 299)

Lieder ohne Worte was not the first title used by Men-
delssohn to describe these character picces. The first volume
of such pieces was published in England under the title
Original Melodies for the Pianoforte. This first volume was

extremely slow to garner commercial results: almost one
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year later, by June of 1833, only forty-cight copies had been
sold (Brown 2003: 360). The next volume first appeared in
Paris as 6 Romances, and only from 1835 and thereafter did
Mendelssohn settle on the title Lieder ohne Worte. Judging
by the payments offered by Simrock for the second and the
third volumes, the Lieder ohne Warte title worked well, for
Mendelssohn received 8 Louisdor for the second volume
and 24 Louisdor for the third volume, that is, three times
the amount for each piece (Tischler and Tischler 1947: 5).

Mendelssohn’s rejection of textual programs or even
poetic suggestions places him in a lonely position in rela-
tion to most of his contemporaries, who saw music as the
ultimate step of lyricism but who embraced poetry and
visual associations as a strategy to redirect the inherent
abstraction of the musical text. Here and there, however,
over the publication of all volumes of Songs Without Words,
Mendelssohn gave descriptive titles to a few pieces in the
entire collection, namely the three Venetian Boat songs, the
Duet, and the Folksong (Tischler and Tischler 1947:273).
If these titles lack imagination, they stress the importance
of the melodic content over programmatic images. Other
pieces quickly became known by more colorful titles such
as the Hunting Song, the Spinning Song, the Funeral March,
and the much-loved Spring Song. These monikers most likely
originated within the composer’s musical sphere of influ-
ence, perhaps including his sister, Fanny Hensel. However,
the market pressure for textual content was relentless. Karl
Christern, an editor from Hamburg, did not hesitate to
reissue some of Mendelssohn’s pieces with his own texts,
which caused Mendelssohn to retain his friend Konrad
Schleinitz as a lawyer in a lawsuit against the publisher in
1841 (Todd 2003: 414).

The cight volumes of Songs Without Words, each with
six pieces grouped, were published between 1832 and
1868 with the final two volumes published well after the
composer’s death in 1847. A complete panorama of how all
these publications came together has not yet been written,
and perhaps it cannot be written given the complex sce-
nario on international simultancous editions. Probably to
eschew copyrights problems, Mendelssohn often published
his works simultancously in three different countries: his
native Germany, England, and either France or Italy (Hert-
trich and Elvers 1981: 165). Any research to place together
a comprehensive collection of sources and the chronology
for the Songs Without Words must, by necessity, rely on Men-
delssohn’s correspondence with his publishers. Here again
there is a gap in systematic studies. Mendelssohn’s letters had
been published and studied already in the nineteenth cen-
tury, as it is the case of the volume of his letters to Ignaz and
Charlotte Moscheles, translated into English and published
by their son Felix, Mendelssohn’s namesake (Moscheles
1888). Mendelssohn himself started collecting hisincoming
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letters and binding them into volumes, sometimes includ-
ing drafts of his own letters. However, there are issues with
chronology in these volumes, collectively known as the Green
Books, today housed at the Bodleian Library (Crum 1980).
Nevertheless, as far as publication-related correspondence,
only his letters to German editors have been systematically
collected and edited by Rudolf Elvers in the volume Felix
Mendelssohn Bartholdy: Briefe and Deutsche Verleger (Elvers
1968). Other than those, perhaps some of the best-known
picces of his correspondence with or about his foreign editors
are his letters that mention the English publisher Vincent
Novello (Jones1992: 246). However, Mendelssohn’s business
with that publishing house was much more sporadic and not
of the same duration as his commercial relation with the
German publishers, especially Nikolaus Simrock.

Considering that the earliest reference to these pieces
appears in a letter from Fanny Mendelssohn to a family
friend, Karl Klingemann in 1828 (Werner 1963: 220),
and their last publication during Mendelssohn’s lifetime
was in 1845, just two years before his death, it is logical to
assume that the Songs Without Words as a group present a
continuous musical portrait of the composer’s final seven-
teen years. Nevertheless, the pieces were not published in
chronological order of composition, which defeats any at-
tempt to establish a clear line of compositional development
in the genre. Moreover, Mendelssohn seemed to question
the validity of these compositions, or at least the need for
more of them, as apparent in a letter written in 1839 to his
German publisher Simrock, when the composer declared
to be done with the genre:

The manuscripts which I ought to have sent you last year are
not yet finished; I wished to make them as perfect as I could;
but for this both leisure and good humor were requisite, and
during the period of constant concerts these too often failed.
Now I hope shortly to complete the pieces, and thus free
myself from debt. But they are not “songs without words,”
for I have no intention of writing any more of that sort, let
the Hamburgers say what they will! If there were too many
such animalcule between heaven and earth, at last no one
would care about them; and there really is quite a mass of
piano music composed now in a similar style; another chord
should be struck, I say. (Wallace 1863: 166)

Whatever his aesthetics misgivings about Song With-
out Words were, Mendelssohn proceeded to write several
more, either because Simrock compelled him to do so by
showering him with compliments and gifts or because he
saw the commercial appeal of these pieces, or both, as also
documented in a letter to Simrock from October 10, 1842:

If T ever was agreeably surprised by any letter, it was by yours,

which I received here yesterday. Your kind and immediate

compliance with my request, and also the very handsome
present you make me for my “Songs without Words,” render
it really difficult for me to know how to thank you, and to
express the great pleasure you have conferred on me;...What
artist, too, would not, at the same time, be highly delighted
by the kind manner in which you allude to my compositions,
and evince your approbation? Who would not prize and
esteem this beyond all other recognition? I ought specially
to feel thus, and by hereafter producing better works, strive
to deserve the good and friendly feeling shown to me for my
present ones. L hope one day, in some degree at least, to succeed
in doingso; and if not, you will at all events know that neither
goodwill nor earnest efforts were wanting. So I thank you for
the fulfilment of my request, I thank you for the flatteringand
handsome present, and, above all, I thank you for your kindly
sentiments about myself and my music. (Wallace 1863: 29)

Mendelssohn’s Songs Without Words as Ekphrasis
of Singing

Mendelssohn’s criterion for assembling the volumes of
Songs Without Words seems to rest on arbitrary choices,
but this is not to say that a sense of stylistic unity is absent.
The overall unity is achieved by a conceptual transfer of
vocal models into keyboard language. In this manner, the
quintessential melodic core of these piano pieces reveals an
intentional proximity to the vocal forms cultivated in his
native Berlin around the prolific vocal output of another of
his teachers, Carl Friederich Zelter. Indeed, the form and
texture of the Songs Without Words can be directly con-
nected to three basic models of that vocal repertoire, as first
explained in Louise and Hans Tischler’s seminal 1947 study
of these pieces. The first model was the accompanied solo
song, which is the model most often used in these composi-
tions. The second prototype was the accompanied duet, a
favorite type in nineteenth-century soirées and familiar to
Mendelssohn, who wrote a collection of such vocal pieces
between the years 1836 and 1844. The third and perhaps
most unusual model was the z cappella choral song, with its
characteristic four-part chordal style (Tischler and Tischler
1947:7). According to Kahl, this third type, the keyboard
choral song, can be attributed to Mendelssohn’s invention
(Kahl 1921: 469).

The transformation of vocal to instrumental structures
in this case retains to a great extent the basic three-part
form of the generic Lied, built on one melodic theme. Of
all Songs Without Words, fewer than a dozen deviate from
those vocal structures. As explained by Elfriede Glusman:

The process of transferring a vocal genre to the keyboard calls

for more than merely “transcribing” the song but instead
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requires a reinterpretation of the vocal genre by means of a
thorough knowledge of and sensitivity to the lyric possibilities
inherent in the piano. (Glusman 1969: 220)

While Mendelssohn must also be remembered for his
undeniable skills as a watercolor artist, these pieces are not
connected to specific visual representations, which makes
it a complex task to analyze the aesthetical approach of his
Song Without Words as a form of ekphrasis. Even within
the most comprehensive and generous use of the concept
in Siglind Bruhns recasting of the term as “transmediation”
or “the representation in one medium of a text created in
another medium” (Bruhns 2020: 346), the absence of any
identifiable non-musical content for most of these pieces
would, at first glance, place them outside the ekphrastic
realm. After all, as already argued by Kahl, the definition
of “character” in character pieces seems to shapeshift,
more suggestion than description of non-musical content
vaguely suggested by a title (Kahl 1954:10). However, the
continuous use of vocal models in these pieces, coupled
with Mendelssohn’s refusal to assign them textual content
points to an intentional use of the piano as a voice, a singer
that dispenses with words. Under this perspective, we may
again claim here that Mendelssohn indeed engaged with
the ekphrastic process in these works, using the concept
of “interart transfer” developed by Tamar Yacobi as the
most universal definition of ekphrasis (Yacobi 2013: 2). By
eschewing text and words, or even descriptive titles, Men-
delssohn wanted these picces to transfer to the keyboard the
vocal models that he knew could well move the affections of
learned audiences and common folk alike. These pieces are
notkeyboard versions of songs, but songs for the keyboard,
thus ekphrasis of singing, lending to the romantic piano the
vocal role taken by the violin in earlier times. Perhaps it is
helpful here to use the nomenclature for the main categories
of ekphrasis as interart transfer proposed by Hans Lund,
namely, combination, integration, and transformation
(Lund 1992:9). Under this frame, the ckphrasis of the Songs
Without Words happens as the transformation between the
elements of singing and the elements of piano playing, not
the content of songs.

Musical Typology and Commercial Interaction:
Songs Without Words but with Titles

Whatever the composer’s attempts to keep his piano
pieces as free from words as possible, the Romantic predilec-
tion for programmatic forms and overt imposed ekphrasis
influenced later editions of the Songs Without Words by
dressing these pieces with descriptive titles never considered

by Mendelssohn. In his 1906 edition published in Boston,
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Percy Goetschius acknowledged in his preface that most of
the titles were not by Mendelssohn, but by Stephen Heller,
the Hungarian piano virtuoso, who died in 1888 (Goe-
tschius 1906: Editor’s Preface I). Constantin von Sternberg
edited the Schirmer publication of the collection in 1915,
maintaining the titles supposedly created by Heller.

If the attribution to Heller is correct, those titles were
already circulating in the nineteenth century and were
reproduced in many editions of the twentieth century.
In these later editions, almost all pieces received a cloy-
ingly dramatic title, such as Sadness of Soul and Delirium.
Faithful to the advice of Krause, these editors coined titles
that did not point to a direct mimetic process in the piece
but a suggestion of a psychological state. However, we can
never ignore the fact that these titles had no historical or
musicological provenance, sometimes leading to a paradox
between the given title and what is known about the origin
of the piece. An especially unfortunate example is the title
Unrest (Op. 30, No. 2), given to a piece originally written
by Mendelssohn as a gift to his sister Fanny on the occasion
of the birth of her son, Sebastian Hensel (Todd 2014: 7).

To credit these editorial titles with the success and
longevity of Mendelssohn’s pieces is without a doubt a
precarious judgment. The credit is primarily the result of
the quality of his music and the consistent aesthetic appeal
of these pieces. An excursion through the sheet music com-
partment of many piano benches may reveal an enormous
number of character pieces with expressive titles that have
all but disappeared from the stage and recorded repertoire.
The Songs Without Words, though also found in those same
compartments, have enjoyed a sustained popularity that
must also be credited to their pedagogical use. Hans von
Biilow, of stellar reputation both as a pianist and a piano
pedagogue, wrote to an acquaintance:

If your son, on his way through here, wants to show me that
he has learned a good deal as a pianist, I would ask him for
a Mendelssohn Song Without Words, No. 3, 24, or 30 (all
in A), namely, in a perfectly correct and, if possible, fine and
tasteful execution. (Hinson 1993: 9)

Von Billow also left an essay on how to play Men-
delssohn according to what he understood as the correct
Mendelssohn’s style. In the preface of his edition of Men-
delssohn’s Rondo Capricioso, Op 14, Von Biillow affirmed
that Mendelssohn eschewed sentimentality in music, which
mightalso be the reason why he did not want the individual
titles offered to his Songs Without Words (Todd 1991: 392).
Moreover, perhaps this preface was the first time in which
Mendelssohn’s aesthetics were linked to Mozart’s, a connec-
tion that still appears in many program notes today. Von
Biillow reported on performance practices that reinforced
this non-sentimental approach to Mendelssohn’s music:
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The master was committed, above all, to the strict observance
of meter. He categorically denied himself every rizardando that
was not prescribed and wanted to see the prescribed ritards
restricted to their least possible extent. He despised, further-
more, all arbitrary arpeggiation [...] he permitted the use of
the pedal only for certain tonal effects. What subtle caution
was to be exercised in this matter can be gleaned from his
specification of the appropriate symbols throughout. Finally,
healso protested that , thrilling“ haste, against the rushingand
forcing ofhis pieces by players who believed that the best way
they could meet the charge of “sentimental” interpretation was
through this kind of speeded-up, summary behavior. (Todd
1991: 393-394)

Another piano pedagogue’s view, in this case Rudolph
Breithaupt, pointed to the “singing” demands of the Songs
Without Words, thus corroborating in an indirect manner
the analyses of these pieces as keyboard ekphrasis of the
singing gesture. In his seminal work on piano pedagogy Die
natiirliche Klaviertechnik, Breithaupt attempted to define
the importance of Mendelssohn’s Songs Without Words by
affirming that they were:

The perfect studies for the development of a singing tone
and a subtle, most highly differentiated feeling for touch and
pressure. (Breithaupt 1921: 525)

Without a doubt, the Schumanns also played a role
in the popularization of these pieces. Robert Schumann
praised the Songs Without Words, and more than once men-
tioned them in his writings about representational music
(Porter 2019: 120). Clara Schumann also expressed her
admiration for the Songs Without Words. She championed
Mendelssohn’s compositions in her lessons as well as in her
own recitals (Klassen 2011). Mendelssohn retributed Clara’s
interest in his music by dedicating the fifth volume (Op. 62)
to her. This gesture assumes larger proportions because of
Clara’s role in establishing the canon of Romantic piano
repertoire through her own recital repertoire as well as,
more significantly, through her influence as the principal
piano professor in the Frankfurt Conservatory.

Musical Typology and Aesthetics of
Representation

Aesthetics of representation, mimetic or not, are a
definingaspect of musical typology. However, the aestheti-
cal, or more precisely, the hermenecutical question here is
the amount of control exercised by the creating artist on
the aesthetic experience once the composition leaves the
composer and acquires an existence of its own. Even more
importantly, as much as we might desire purity in the

aesthetic experience, and this definition of purity comes
with the Romantic emphases placed on the composer as
the genius that owns the work of art, we cannot ignore
the cultural forces that influence the aesthetic transactions
between creator, performer, and audience. Every perceptual
experience is charged with subjectivity, since all sentient
beings are the agent of their own perception. Hans-Georg
Gadamer already affirmed that:

To hear or to see in pure form, i. e., perceptions free of me-
aning, are dogmatic abstractions that artificially reduce the
aesthetic experience, because perception always includes
meaning. (Gadamer 2004: 92)

The final meaning of each aesthetic experience results
from a mosaic of contributions and references, in a con-
tinuum that starts with the composer but passes by many
co-performers before it arrives at the listener as just a sparkle
thatignites collections of memories and sensations. Expand-
ing on Gadamer’s visual metaphor of “seen-together-as” or
mitgesehen, we may apply here the concept that the musical
experience is a “heard-together-as;” where the title and the
classification of a piece predisposes the listener to a specific
collection of associations, thus creating an engaged audi-
ence. Within this epistemic frame, whether the classifica-
tion or title were exactly what the composer had in mind
scem to have a relative weight. The wrong titles given to
the Songs Without Words certainly helped them to stay in
the popular repertoire because they furnished the audience
with a way to better grasp the musical experience. Bruhns,
examining the boundaries of meaning in music, questions
“whether a music device presents, in the given context or
even in general, inherent or acquired signification” (Bruhns
2020: 358). Perhaps we should expand this question to
deconstruct any aesthetic value system that endeavors to
place “inherent” above “acquired” because, to return to
the essential role that Gadamer assigns the audience in the
“seen-together-as” process, no inherent aesthetic meaning
can exist without some amount of acquired signification
broughtinto the aesthetic experience by the emotional and
intellectual engagement of the audience.

As exemplified by this case study, commercial forces
have impacted genre definitions for along time. It would be
a grave mistake to consider musical typology as a product
that emanates from scholarly efforts grounded on musical
analyses and canonic lineage only. Neither has the com-
poser complete ownership in the use of musical typology.
This case study demonstrates how, even within Romantic
aesthetics, where the genius of the composer was tied to
a sense of dignity in music (Samson 2001), composers
compromised on typology to meet commercial pressures.
Any discussion of this topic must account for such forces
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that influence musical typology beyond the choices made
by the composer, as well as for the need for assistance from
critics and musicologists to coin vocabulary for expedient
handling of artistic production. As late as 1993, when Al-
fred Publishing issued a pedagogical edition of the Songs
Without Words, the editor, Maurice Hinson, included the
carlier titles used by Constantin von Sternberg for all the
songs, though with a faint disclaimer that, given the spuri-
ous origin of all titles with the exception of the five songs
named by Mendelssohn himself, “the student should not
feel compelled to use any of these editorial titles. They are
included only as suggestions” (Hinson 1993: 11). That
same year, when Ilse Von Alpenheim’s 1980 recording of
the Songs Without Words appeared remastered as CDs
under the Phillips Classics label, the listing of the pieces
featured the colorful late-Romantic titles, though the con-
troversial Unrest title for Op. 30, n. 2 was not used (Von
Alpenheim 1993). These examples point to the reality that
Mendelssohn’s Songs Without Words have acquired titles,
and the audience cannot “unsee” them.

Justin Bieber won the 2021 Grammy for best country
song, which he again decried as the wrong classification for
his work, and the controversy has helped his popularity. As
far as documented in public record, he has not given any
monetary refunds to his fans because of the typological
mistake. By the same token, we know that Mendelssohn was
reticent about publishing so many volumes of these charac-
ter pieces and certainly resisted the request for poetic titles.
It is hard to imagine that he would have resented the wide-
spread popularity of these compositions over the next two
centuries, despite the interference of commercial interests
that forced the inclusion of descriptive titles, even titles in
complete opposition with the origin of the artistic impulse.
Thus, musical typology must be seen not only as categories
for creation, but as handles that allow all co-participants to
hold on to the aesthetic experience.

Bibliography

Berg, Darrell M. C. P. E. Bach’s Character Pieces and His Friends-
hip Circle, in: Stephen Clark (ed.), C. P E. Bach Studies,
Oxford: Clarendon Press, 1988, p. 1-32.

Breithaupt, Rudolf M. Die natiirliche Klaviertechnik. Leipzig: C.
F. Kahnt, 1921.

Brown, Clive. A Portrait of Mendelssohn. New Haven: Yale Uni-
versity, 2003.

Crum, Margaret. Catalogue of the Mendelssohn papers in the
Bodleian Library, Oxford Vol. I. Tutzing: Schneider, 1980.

Elvers, Rudolf (ed.). Felix Mendelssohn Bartholdy:Briefe an deuts-
che Verleger. Berlin: Walter de Gruyter, 1968.

Fabbri, Franco. A Theory of Musical Genres: Two Applications,
in: D. Horn and P. Tagg (eds.), Popular Music Perspectives,
Goteborg and Exeter: IASPM, 1982, p. 52-81.

86

Gadamer, Hans-Georg. Truth and Method. 2nd rev. ed., ]. Weins-
heimer and d. C. Marshall (transl.), London: Continuum,
2004.

Glusman, Elfriede. 7he Early Nineteenth-Century Lyric Piano Pie-
ce, unpublished PhD Thesis, Columbia university, NY, 1969.

Glusman, Elfriede. Taubert and Mendelssohn: Opposing Attitu-
des toward Poetry and Music, The Musical Quarterly, Vol. 57,
No. 4, 1971, p. 628-635.

Goetschius, Percy (ed.). Mendelssobn — Songs without Words,
Amzlytz'c Edition. Boston: Ditson Company, 1906.

Hanslick, Eduard. Yom Musikalisch-Schinen. Leipzig: R. Wiegel,
1854.

Herttrich, Ernst and Elvers, Rudolf (eds.). Mendelssobn: Piano
works, Volume III — Songs without Words. Munich: Henle
Verlag, 1981.

Hinson, Maurice (ed.). Mendelssohn Songs without Words — Com-
plete. New York: Alfred Publishing, 1993.

Kahl, Willi. Zu Mendelssohns Lieder Ohne Worte, in: Zeitschrift

fiir Musikwissenschaft 111, 1921, p. 459-469.

Kahl, Willi . Das Charakterstiick. Cologne: Arno Volk Verlag,
1954.

Kirby, . E. 4 Short History of Keyboard Music. New York: Ama-
deus Press, 1966.

Klassen, Janina. Schumann, Clara (Josephine). Bremen: Sophie
Drinker Institute, 2011, https://www.sophie-drinker-institut.
de/schumann-clara [last checked 12.07.2019].

Krause, Christian G. Von der musikalische poesie. Berlin: J.E. Voss,
1752.

Lund, Hans. 7ext as Picture: Studies in the Literary Tmmfor-
mations of Pictures, Kacke Gétrick (transl.). Lewiston, NY:
Edwin Mellen, 1992.

Marks, Paul F. The Rhetorical Element in Musical ‘Sturm und
Drang’: Christian Gottfried Krause’s “Von der Musicalischen
Poesic), in: International Review of the Aesthetics and Sociology
of Music, Vol.2, No.1, 1971, p. 49-64.

Moscheles, Felix. Lezters of Felix Mendelssobn to Ignaz and Char-
lotte Moscheles. Boston: Ticknor and Company, 1888.

Petrusich, Amanda. Genre is Disappearing. What Comes Next?
in: The New Yorker Magazine, March 08,2021, https://www.
newyorker.com/magazine/2021/03/15/genre-is-disappea-
ring-what-comes-next [last checked 20.02.2022].

Porter, James. Beyand Fingal § Cave: Ossian in the Musical Ima-
gination. NED-New edition. Rochester, NY: Boydell &
Brewer, 2019.

Rosen, Charles. Sonata Forms. New York: W. W. Norton &
Company, 1980.

Samson, J. Romanticism, in: Grove Music Online, 2001, hteps://
www.oxfordmusiconline.com [last checked 27. 02.2022]

Selden-Goth, G. Mendelssonh Letters. London: Paul Elek, 1946.

Smith, Kevin. Typologies, Taxonomies, and the Benefits of Policy
Classification, in: Policy Studies Journal, Vol. 30, No. 3,2002,
p- 379-395.

Stone, Peter Eliot. Reicha [Rejcha], Antoine(-Joseph), in: Grove
Music Online, 2001, https://www.oxfordmusiconline.com
[last checked 27.02.2022].

Tischler, Hans, and Louise H. Tischler. Mendelssohn’s ‘Songs
without Words, in: The Musical szrterly 33, No. 1, 1947,
p-1-16.

Todd, R. Larry (ed.). Mendelssohn and His World. Princeton, NJ:
Princeton University Press, 1991.



Mendelssobn’s Songs Without Words and Without Titles: Imposed Semiotics or Overt Mitgesehen?

Todd, R. Larry. Mendelssobn: A Life in Music. Oxford: Oxford
University Press, 2003.

Todd, R. Larry. Liner Notes for Mendelssohn: The Complete
Solo Piano Music, Vol. 2. Howard Shelley (piano), Hyperion
records, CDA68059, 2014.

Werner, Eric. Mendelssohn: A New image of the Compaserand His
Age. New York: The Free Press of Glencoe, 1963.

Von Alpenheim, lse. Mendelssohn: Songs Without Words. Com-
plete; 2 CDs, Compilation, Reissue, Remastered. Phillip
Classics 438 709-2 US, 1994.

Walden, Joshua. Composing Character in Musical Portraits:
Carl Philipp Emanuel Bach and L'Aly Rupalich. 7he Musical
Quarterly, Vol. 91, Issue 3-4, 2008, p. 379-411.

Wallace, Lady Grace Jane (transl.). Letters of Felix Mendelssohn
Bartholdy, from 1833 to 1847. P. Mendelssohn Bartholdy
and C. Mendelssohn Bartholdy (eds.). London: Longman,
Roberts, & Green, 1863.

Wollny, Peter (ed.). Carl Philipp Emanuel Bach: Miscellaneous
Keyboard Works I1. Los Altos: The Packard Humanities Ins-
titute, 2005, p. xiv—xvii.

Yacobi, Tamar, Ekphrastic Double Exposure and the Museum
Book of Poetry, in: Poetics Today, Vol. 34:1-2,2013, p. 1-52.

Santrauka

Tipologinis skirstymas j kategorijas prasideda nuo di-
mensijy, atspindinéiy euristinio potencialo sagvokas. Ta¢iau
menine karyba sickiama pateikti unikalius produktus, o
unikalumas neretai atsiranda dél nukrypimy nuo charak-
teristiky, siecjamy su konkrediu Zanru. Pavadinimai ir Zanro
aprasai, kitaip tariant, muzikos tipologija tiesiogine prasme,
veikia kaip tarpininkai tarp partitiiros ir atlikéjo bei publikos
vaizduoteés, jie tampa retoriniu pagrindu atlikéjui renkantis
interpretacija ir kelia publikos asociacijas bei kuria emocinj
turinj, individualizuojama pagal klausytojy skai¢iy. Muzi-
kos tipologija uzima erdve tarp konceptualiy dimensijy ir
visumos jrodymu, patvirtinané¢iy koncepcijos egzistavima
materialia forma. Kai menininkai kuria darbus, jau nebe-
atitinkan¢ius egzistuojancios tipologijos normu, kritikai ir
leidéjai gali jsprausti tuos darbus j klasifikacijas, atspindin-
¢ias ne visas, o vieng ar kelias vyraujandias charakeeristikas.
Skirtingai nuo tipologinés analizés gamtos moksluose,
muzikos tipologija remiasi ne tik muzikos produkto, t. y.
karinio, analize; ja veikia autorius, leidéjai, prodiuseriai, kri-
tikai ir publika. Fortepijoniniy pjesiy reperturas prasidéjo
Baroko epochoje ir eksponentiskai iSaugo XIX a., kai forte-
pijonas tapo namy instrumentu. Tokiy kariniy skirstymas
kategorijas ir pavadinimy suteikimas yra visy minéty jtaky
sankirtos nustatant muzikinés kompozicijos tipa pavyzdziai.
Ypa¢ sudétingas primetamy etikeciy pavyzdys muzikos tipo-
logijoje yra trumpos fortepijoninés pjesés, sukurtos Felixo
Mendelssohno ir $iandien bendrai Zinomos kaip ,,Dainos
be Zodziy“. Muzikos kategorijos ir pavadinimai XIX a.

domino ne tik kompozitorius: pric temos vystymo taip pat
prisidéjo Friedrichas Marpurgas ir Christianas Krause, rase
muzikos estetikos klausimais. Fortepijoniniy pjesiy atveju
karinio pavadinimas ypa¢ galéjo atskleisti muzikinio teksto
mimetinj poveikj tick atlikéjui, tick publikai. Pavadinimai
galéjo padéti atpaZinti emociniy baseny mimeze — kur kas
abstraktesné uzduotis nei gamtos mimezé — bei romantizmo
menininky brandinama estetin; tiksla.

Mendelssohnas nenoréjo suteikti savo fortepijoninéms
pjeséms konkre¢iy pavadinimy ir priesinosi redaktoriy ban-
dymams ieskoti teksty, sietiny su jo fortepijoninémis daino-
mis; dél to galiausiai kilo teisinis gincas su Karlu Christernu.
Nors Mendelssohno ir Wilhelmo Tauberto (abu jie, beje,
mokeési pas ta patj fortepijono pedagoga Ludwiga Bergerj)
rysiai suteike pagrinda lyginti Tauberto ,Minnelieder®
(minezingeriy stiliaus dainos) ir Mendelssohno ,Dainas be
zodziy", kuriniams pasirinkta fortepijoniné idioma atsirado
del skirtingy estetiniy prieigy, geriausiai paaiSkinamy kaip
tiesiogines programinés muzikos ir muzikinés ekfrazés skir-
tumas. Taubertui noréjosi rysio su tekstu, kuris pagristy jo
»dainy” fortepijonui rinkinio pavadinimus, o Mendelssohno
»Dainas be zodziy" reikéty suprasti kaip ekfrastines pastan-
gas dainavima paversti fortepijonine muzika, ignoruojant
tekstus, zodZius ir pavadinimus. Siuose kiiriniuose vyrau-
jantis vokaliniy modeliy taikymas, véliau ir pedagoginis ju
naudojimas vokalui ugdyti patvirtina $ia dainuojamosios
ckfrazés samprata ne konkrediy dainy, 0 Zmogaus vokalinés
rai$kos atveju. Toks ekfrastinis procesas yra tikétinas pagal
interart transfer koncepcija, suformuluotg Tamaros Yacobi,
kaip universaly ckfrazes apibrézimg. Aptariamyjy kiriniy
recepcijos istorija susijusi su pagrindinius fortepijoninio
repertuaro kanonus formavusiais vardais, tokiais kaip Ro-
bertas ir Clara Schumannai ir Hansas von Biilowas.

Mendelssohno gyvenimo ir vélesniu laikotarpiu pia-
nistai ir leidéjai daugumai jo kariniy yra dave konkrecius
pavadinimus. Siandien vis dar galima jsigyti $iuolaikiniy
tokiy kiriniy leidimy su suklastotais pavadinimais: forte-
pijono studentai, profesionalis pianistai ir publika ir toliau
juos naudoja, nors tai tikrai néra paties kompozitoriaus
numatyta estetiné prieiga. Nepaisant to, estetiné patirtis,
kaip aiskina Gadameris, néra iki galo kontroliuojama vien
kair¢jo; tai bendros karybos, jtraukianéios publika, ir turi-
nio, kurj kiekvienas klausytojas priskiria karinio atlikimui,
rezultatas. Be to, komercinés jégos ilga laika taip pat turéjo
jtakos Zanro apibréZimams. Todél buty klaidinga manyti,
kad muzikos tipologija yra produktas, kylantis tik i§ moks-
liniy pastangy, pagrjsty muzikos analize ir kanonine linija.
Sis atvejo tyrimas parodo, kaip net romantizmo estetikoje,
kai kompozitoriaus genialumas ir autonomija buvo neat-
sicjami nuo orumo jausmo, muzikos karéjai, reaguodami
i komercinj spaudima, ¢jo | tipologinius kompromisus.
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Mendelssohnas galiausiai davé pavadinimus penkiems i$ ke-
turiasdesimt a$tuoniy kiriniy. Vis délto jis nicko nekalbéjo
apie kity fortepijoniniy pjesiy rinkiniy leidima ir priesinosi
pra$ymams suteikti savo kariniams pavadinimus ar prideti
tekstus. Nors dél komerciniy interesy buvo stengiamasi
pridéti aprajomuosius pavadinimus, netgi pavadinimus,
visiskai prie$taraujancius meninio impulso kilmei, kazin
ar kompozitorius buty piktingsis didziuliu $iy kariniy
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populiarumu per ateinané¢ius du $imtmecius? Muzikos
tipologijos tarpininkavimas kuria Zodyna, skatinantj su-
prasti ry$ius su muzikos tekstu. Taigi muzikos tipologija
deréty vertinti ne tik kaip karybos kategorijas, bet ir kaip
savotiska pagalbg visiems karybinio proceso dalyviams,
iSgyvenantiems estetinj potyrj.
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Abstract

Particularly since the last decade of the twentieth century, a wish to expand audiences and build bridges between musical genres has been driv-
ing classical music performers to a variety of crossover collaborations with musicians from the pop and rock musical cultures or to venture on
their own into popular music genres. The aim of the present article is to outline and discuss the elements and layers of musicianship at which
the most significant adaptation and transformation happens when musicians try to appropriate the codes from another cultural universe.
Of particular research interest is the gestural expression of performers as a vehicle of communicating a change of the cultural paradigm. For
example, video footage from the live performances of three singles for the album Barcelona, where Freddie Mercury and Montserrat Caballé
sing together are discussed; these performances remain a charming example of how the two areas merge not only in musical terms but also
in terms of the physicality, appearance, and behavioral codes (from voice formation and outfit choice to facial expressions) of performers as
well as how one style follows another and borrows and/or benefits from it.

Keywords: performance gestures, performance expression, cross-cultural aspects, classical crossover, stage behavior.

Anotacija

Ypa¢ XX a. paskutiniu deSimtmediu ir vélesniu laikotarpiu noras plésti auditorija ir tiesti tiltus tarp jvairiy muzikos risiy paskatino akademinés
muzikos atlikéjus bendradarbiauti su popmuzikos ir roko kultiiry atstovais arba savarankiskai leistis j populiariosios muzikos Zanrus. Siuo
straipsniu sickiama jvardyti ir i$analizuoti tuos muzikavimo elementus ir sluoksnius, kuriuose, méginant perimti kitos kultarinés visatos kodus,
vyksta reik§mingiausia adaptacija ir transformacija. Tyrimui ypa¢ svarbi gestiné atlikéjy raiSka kaip viena pagrindiniy priemoniy pristatant
kultarinés paradigmos kaitg. Antai gyvy pasirodymy vaizdo jrasai, kuriuose singlus i§ albumo ,,Barcelona® kartu atlieka Freddie’is Mercury’is
ir Montserrat Caball¢, ilicka vienu ty Zavingy pavyzdziy, demonstruojanciy, kaip Sios dvi sritys susilieja ne tik muzikiniu, bet ir atlikéjy
kiiniskumo bei elgsenos kody (nuo balso formavimo ir aprangos pasirinkimo iki veido ir viso kiino raiskos) atzvilgiu, kaip vienas stilius seka
kita, i$ jo skolinasi ir / ar jo veikiamas pasipildo naujais aspektais.

Reik$miniai ZodzZiai: atlikimo gestai, atlikimo raiska, tarpkultariniai aspekeai, klasikinis crossover, sceniné elgsena.

Classical Crossover at employing a variety of fundamental concepts rang-

ing from bricolage and cultural creolization to multi-

Complex political, social, and cultural processes took
place in the 1990s and bore the fruit of a liberated musical
expression on many levels of music production, reproduc-
tion, and consumption. The cultural change that thisarticle
attempts to explore is related to the genre of so-called clas-
sical crossover. This type of music-making has, particularly
during the period under discussion, become an influential
means for classical musicians to gain a wider appeal as
compared to their usual and, admittedly, increasingly age-
ing audiences.

Although the definition of the term still lacks a

more precise scholarly investigation (with the attempts

culturalism and hybridization), classical crossover as a
genre broadly encompasses both classical music that has
become popularized by using diverse musical and extra-
musical means and a wide variety of popular music types
performed in a classical manner and/or by classical art-
ists. While in other contexts the term “crossover” may
bear a negative connotation as related to the ideologies
of cultural appropriation and colonialism, the classical
crossover receives most criticism from musical purists for
the apparent sense of music’s decline in authenticity in
order to satisfy the mass tastes. A socioeconomic insight
into the phenomenon is offered by David Bruenger, who

The article presents findings from the project “Perception of Expression in Musical Performance: Cross-Cultural Aspects and the Lithuanian
Case;” No. S-MIP-19/49 / F16-503, funded by the Lithuanian Research Council. | Straipsnis parengtas vykdant mokslininky grupiy projekta
»>Muzikos atlikimo raiskos suvokimas. Tarpkultiriniai aspektai ir lietuviSkasis atvejis“ Nr. S-MIP-19/49 / F16-503, finansuojama Lietuvos
mokslo tarybos.
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looks at it primarily as at one of the record industry’s
responses to the 1929 Great Depression:

The impact of socioeconomic conditions on recording and
broadcasting industry models can be summarized by three
processes: commercialization of folk and traditional music
and marketing to consumers previously untapped by the
commercial music industry; convergence of previously distinct
musical styles to create new commercial forms; and crossover

buying patterns. (Bruenger 2016: 92)

The phenomenon of collaborations between art and pop
music performers, elements blending classical music genres
or performance styles with those of popular music as well as
attempts to bridge Western music and other cultures have
been long known, but the term “classical crossover” was
coined by record companies in the 1980s, and it gained par-
ticular popularity in the 1990s. Classically trained tenor and
film star Mario Lanza (1921-1959) is often considered as
beinga pioneering figure in classical crossover, although the
very term “crossover” did not yet exist in the 1950s, the time
of Lanza’s greatest popularity. Arguably another early pio-
neer of crossover was the twenticth-century composer Kurt
Weill. Although he was primarily an avant-garde art music
composer, Weill’s collaborations with playwright Bertold
Brecht on such works as 7he Threepenny Opera (1928) nev-
ertheless demonstrated his interest in employing an easily
accessible, popular musical style.

However, what should be considered a real landmark
that laid the foundations for the modern flourishing of
classical crossover (not only in musical terms, but, perhaps
more importantly, from the point of view of music indus-
try) was the first concert of The Three Tenors, Luciano
Pavarotti, José Carreras, and Plicido Domingo, held in
1990. Their repertoire and shows brought a combination
of opera, Neapolitan folksong, musical theater, and pop to
a vast television audience and, later, to full arenas. Among
the later stars of the genre, the Italian pop tenor Andrea
Bocelli, considered the biggest-selling singer in the history
of classical music, should be mentioned, as well as the Brit-
ish soprano Sarah Brightman, who has released albums of
classical, folk, pop, and musical-theater music.

According to researchers in the field, the primary pur-
pose of classical crossover music is to “appeal to a wider
audience than the original version of music” (Whiting
2008: 69). Whether it adds acoustically enhanced effects,
audience-friendly presentation, or simply beat tracks to
the original music, crossover performance is oriented to
challenging the previous highbrow-lowbrow divisions and
aimed at commercial success, which is only in exceptional
instances a feature of academic music-making. The popular-
ity of this type of music-making is indeed outstanding, as
demonstrated by the ticket sales, the abundance of classical
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crossover performances in a variety of TV shows, and the
number of views on platforms such as YouTube.

According to EMI Classics, the classical music (which I
would rather label “mainstream art music”) market mainly
targets female groups of 35-years plus and older supporters
(Adamsetal. 2006: 23). Conversely, the classical crossover
music market targets a wider variety of audiences from
younger generations of listeners to those over the age of
50 (ibid.). What features in particular make the classical
crossover industry more marketable? Whereas traditional
classical artists focus primarily on the music, their talent,
and the longyears of training required to perfect their tech-
niques (although the situation is changing in the classical
ficld as well), many classical crossover artists, in addition
to their musical skills, puta clear focus on their distinctive-
ness in appearance, performance behavior, and dress code
to appeal to the audience. In other words, the artists in this
field primarily have to be “a complete marketable package”
(Wapnick et al. 1998). Thus, in the present article, crossover
is considered not just a musical style but also an array of
hybrid practices, in particular those of stage performance,
performers’ behavior, and corporeal expression.

Particularly since the last decade of the twentieth cen-
tury, hybridization of many spheres of culture and art as
well as mutual interdependence of their various forms and
expressive means produced a system of mass communication
that aims at demolishing artistic and stylistic boundaries.
Exponents of this cultural practice abound all over the
world, from the abovementioned classical crossover pio-
neers to such diverse “classics” of the genre as the violinists
Vanessa Mae and André Rieu, to more recent stars such as
Il Divo, Jackie Evancho, and David Garrett.

Starting the discussion from the instances of the genre
in Lithuania, where this research is being carried out, I
would first offer not a very rigid example within the field
(of which there are many, in particular vocal ensembles)
but an interesting one: that of the young Lithuanian con-
temporary music ensemble New Ideas Chamber Orchestra.
Telling are the keywords appearing on their website and/or
in one of the promotional videos of NI&Co: “ethereal and
energetic musical experience,” “so accessible and entertain-
ing,” “Classical music equivalent of rock stars.”" It must be
said that the repertoire of this orchestra comprising young
skillful musicians cannot be fully attributed to a crossover
genre. NI&Co is mainly playing the post-minimalist
music of its founder, composer Gediminas Gelgotas, even
though it is more appealing to broader audiences than
to art music lovers. However, even when the group plays
music by other (including earlier) composers or epochs,
the emphasis is nevertheless on the particularly expressive,
emotion-appealing aspects of playing and other elements
of the marketable package: dress codes, makeup, and overly
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gesturalized, sometimes carefully choreographed, stage
behavior. In fact, it is precisely the gestural communication
and its pertinence to the crossover mass appeal that is of
particular interest in the framework of this article. As a
distinctive element within the genre of classical crossover,

it shall be analyzed further.
Gesture Theory

Recent research on the gestural aspect of performance
has been developing based on the foundations laid by
such scholars as David Lidov (1987), Frangois Delalande
(1993), and Robert Hatten (1982, 1994, 2004). In study-
ing the physicality of the act of music performance and
the intrinsic link between music and movement as a
particularly significant aspect of musicianship, gesture,
naturally, became a recurrent topic and a key concept. Fol-
lowing Hatten’s central definition of human gesture as “any
energetic shaping through time that may be interpreted
as significant” (in Gritten & King 2016: 1), more specifi-
cally, “musical gesture” is something that first denotes a
meaningful combination of sound and movement and
second, provides character and expression to a musical
performance. Performers’ actions, thus, can be viewed as
thoroughly gestural.

In the literature on human movement, the term “ges-
ture” is commonly used to describe a body movement that
carries a certain meaning. As Laura Bishop and Werner

Goebel put it,

A movement does not have to produce a meaningful out-
come, such as a sounded word or tone, to constitute a gesture
(though sound-producing movements are gestures as well).
Rather, it is the movement itself that is meaningful. The mu-
sical gestures used in performance include facial expressions,
body sway, and head nods, as well as sound-producing move-
ments like the drop of a hand onto piano keys or the sweep
of a bow across violin strings. (Bishop and Goebl 2019: 350)

At the same time, movement is tied to music perception
just as it is tied to music production, that is, performance.
Again quoting Bishop and Goebl:

When we experience another person’s performance, we hear
the sounds that result from the person’s movements. Our per-
ception of expression of the sounded performance is shaped
by the type and quality of the movements used. Our percep-
tions of performance expression also depend on whether we
can see as well as hear the musicians playing. Musicians’ body
movements—even those movements not directly involved in
sound production—communicate a great deal of information

[...]. (Ibid.: 349)

Without venturing deeper into the vast field of existing
research of performance gestures, it is important to note

here that the characteristic bodily responses of a performer
may be discussed as determined first by the performer’s
individual corporeal expression as well as by the sort of
“behavioral codes,” conventional if not codified manners,
the set of standards that exist in the concert practices of
Western art music (crossover as their extension being our
case study). According to Alan P. Merriam, “As there are
specific kinds of physical behavior concerned with the ma-
nipulation of voice and instruments, there also seem to be
characteristic bodily attitudes, postures, and tensions, and it
is possible that such bodily characteristics can be correlated
with other behavioral elements to reveal significant facts
about music making” (Merriam 1964: 108). This quote
becomes even more important when it comes to the sphere
of merging particular behavioral elements belonging to
different cultural areas into a hybrid field of music-making,
such as classical crossover.

Several studies have demonstrated that listeners experi-
ence of music is intrinsically linked to their experience of a
performer’s movement; the importance of musicians’ facial
expressions and bodily movements in communicating emo-
tions and a variety of other elements of music-making has
been widely acknowledged. In fact, given the communica-
tive power of gesture, it can even be claimed that many a
listener to a concert actually grasps the expressiveness of the
performance from the musicians’ gestures rather than from
the musical sounds. Moreover, the expressiveness and other
types of information conveyed through musical gestures
operate at the level of cultural agreement. This aspect of
corporeality may even lead to detecting certain gestural cli-
chés within a concert performance: T have shown elsewhere
(see Navickaité-Martinelli forth.) that among the several
possible functions of the performer’s bodily gestures, espe-
cially under public concert circumstances, there exist some
archetypical patterns that communicate to the audience the
culturally embedded meanings of the musical narrative, of
the performer’s personality and of the stage persona — the
Romanticist convention as performer-hero/star/showman/
virtuoso, which I consider a performer’s gestural topicin a
Ratnerian sense.

Importantly, not only a person’s physical effort is directly
related to artistic expression, but also the very display of
this effort seems to be significant to the circumstances of
a concert performance. The visual effect of virtuosity to
the audience is the same, if not stronger, than the auditory
experience of the virtuosic passages played. To put it in
Philip Auslander’s words:

In case where the performance of a musical persona does entail
emotional expression, musicians may be said to engage in what
[Erving] Goffman calls “dramatization”. This has to do with

making visible work which goes into a particular routine that
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Figure 1. Gestural topoi

in the art of classical music
performance: “Transcendence”
(© Chopin Institute, Warsaw,
Poland, photo by Darek
Golik), “Romantic Hero” (©
Dmitrij Matvejev, photo from
the archives of the Lithuanian
National Philharmonic
Society), and “Climax”

(© Oliver Adell, Maria
Canals International Music

Competition)
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Figure 2. Robbie Williams acting out as the stage persona (Robbie Williams, Roundhouse, London (Apple
Music Festival), September 25, 2016. Photo: Drew de F Fawkes, licensed under the Creative Commons
Attribution 2.0 Generic license. Source: Wikimedia Commons)

the audience would not otherwise see, so that the performer
can get credit for it ..., and also with presenting an idealized
image to the audience ... In relation to musical performance,
an idealized image of the musician as emotionally expressive
is conveyed through dramatizations of the process of music
making that purport to expose the musician’s internal state

while performing. (Auslander 2021: 111)

The condition of a public, event-oriented performance
is of crucial importance here. Several comparisons come to
mind both with the Romanticist aesthetics as well as the
current pop culture (which is, in a sense, mainly what the
Romantic virtuosity was about). In her research on the
popstar Robbie Williams, Jane Davidson (2006) mentions
the cliché postures the performer displays acting out as the
stage persona, “such as raising an arm and pointing to the
sky, full body dance-like spins, and upward scooping hand
gestures to encourage audience participation” (in Dahl et
al. 2010: 53). Other authors also refer to live performances
of rock bands, where they observe stercotypical “symbolic
gestures” developed over decades and found in many rock
and metal groups as demonstrations of masculinity. As
Albrecht Schneider states, “such stereotypical routines,
including gestures that are often seen as expressing power,
freedom, and perhaps also machismo, arc apparently ex-
pected by the audience as a genuine ingredient of a good

live rock show” (Schneider 2010: 73). It is important to
point out that any such performative expression is inter-
preted with reference to a social, historical, or associative
convention of the genre, be it classical mainstream or pop
music. Each of them, having their own codes of commu-
nication between the performers and the audience, build
their specific gestural topics. The idea we get from the stage
persona’s gestural messages can be considered culture-
dependent signs, conceptualized by cultural and historical
rules of expression display and perceived as intrinsically
bound to the public concert context.

Expressive Corporeality

An already mentioned and ever relevant wish to reach a
wider audience, to contribute to the accessibility and popu-
larity of mainstream art music, and to build bridges between
various types of music leads today’s classical musicians to
a variety of crossover collaborations with colleagues from
the pop and rock musical cultures or to venture alone into
what may be perceived as popular music genres. In doing so,
that is, when trying to appropriate the codes from another
cultural universe, certain — and sometimes significant — ad-
aptation and transformation of professional habits happen
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on several levels of musicianship, including through the
adaption and arrangement of scores of classical music pieces.

More concretely, it is of interest what directions some
art music performers take in their attitude towards gestural
messages of music making. A couple of classical crossover
instances shall be discussed from this point of view, with
the time span ranging from the end of the twentieth cen-
tury to our day. To begin with, video footage from the
live performances of three singles for the album Barcelona
(1988), “The Golden Boy” in particular,” where the rock
star Freddie Mercury and the classical soprano Montser-
rat Caball¢ sing together, remains a charming example of
how the two areas merge both in musical terms as well as
in terms of physicality, appearance, and behavioral codes
of performers — from voice formation to outfits and facial
expressions, and how one style follows another and borrows
and/or benefits from it.

Mercury’s venture into this crossover album and operatic
appropriations has been seen as a natural extension of his
long-time fascination with opera. Even though researchers
note that the duo may be seen as eccentric, and while this
merge of opera and rock “antagonises multiple authenticity
gaps between operatic and rock performance styles” (Klein
2018: 132), Mercury’s showmanship and Caballé’s operatic
acting ability make the pairing stylish and convincing on
many levels. In search of similarities, Eve Klein presents a
detailed comparison of the vocal, instrumental, and produc-
tion devices commonly attributed to mainstream opera,

Barcelona, and the typical style of Mercury as manifested

in Queen’s “Bohemian Rhapsody.” However, little has been
discussed about the expressive side of the pair’s performance.

In general, Mercury seems to shift both his vocal pro-
duction and his stage appearance more towards a classical
style, while the very solemn entrance by the operatic diva
portrays Caballé in her natural element. Given his ultimate
flamboyance, Mercury is also consistently expressive in this
new-to-him genre, although it must be noted that the clas-
sical tuxedo he wears for the occasion hardly supports the
usual corporeality of his rock performances and seemingly
restrains the performer’s gestures in an unusual manner.
However, as the song evolves, elements of gospel are not just
heard but also scen in Caballé’s ecstatic presence, while her
usage of voice glissandi demonstrates her effort to adapt to
a more “unchained” musical universe.

Even though Mercury and Caballé generally did not
attempt to appropriate each other’s vocal style but instead
have employed their own usual vocal techniques when enter-
ing this hybrid genre, opera critics have ascribed Barcelona
to the crossover style due to the apparent simplicity of its
songs, while rock critics heard the album’s operatic side and
orchestral accompaniment as “weird” (ibid.: 116). Perhaps
commercially not the most successful, this is an example of
the classical crossover where cultural hybridization means
the respectful and insightful merging of different musical
worlds — it could be said that this collaboration aimed at
bridging the rock-opera divide from both directions at the
same time. My further case study of the classical crossover
collaboration presents an entirely different perspective,

Figure 3. Stjepan Hauser and Luca Suli¢ performing live as “2cellos” in 2017 (2Cellos at the Beck's Park Stage, June 4, 2017. Photo:
Stefan Brending, license: https://creativecommons.org/licenses/by-sa/3.0/de/legalcode. Source: Wikimedia Commons)
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Figure 4. Lola Astanova at the piano (October 14, 2019. Author: JPS1965,
licensed under the Creative Commons Attribution-Share Alike 4.0 International

license. Source: Wikimedia Commons)

one where classically trained musicians entertain the idea
of popularizing their musical roots.

The Croatian cellist Stjepan Hauser started his carcer as
a promising classical cello music player, winning competi-
tions and collaborating with major orchestras and musi-
cians. Eventually, he formed a cello duo with his friend Luca
Sulig, called 2cellos. Their aim, together with building up
their personal branding, was directed towards bringing a
new and younger audience to classical music concerts. As
it often happens, Hauser, as a more charismatic or more
determined part of the duo, continued to pursue his indi-
vidual goals by making new collaborations and participating
in solo initiatives. It is said that Hauser’s classical crossover
music gives the audience a new spin on classical music. This
kind of music is more casual and approachable, and it does
not require audiences to maintain formal classical concert
etiquette. On the contrary, the accessibility is emphasized

at every level of these performances, challenging the

previously held views of music performers as elitist figures
of the cultural world.

Similar, if not more outspoken, is the approach of an-
other classical crossover star, pianist Lola Astanova. Com-
monly referred to as “Lola,” Astanova, having started out
as a performer of self-made YouTube videos, has achieved
an outstanding career and has won prizes such as the Kinéo
Arte Award at the 78th Venice Film Festival in 2021 (an
award previously awarded to Ennio Morricone, among
others). Referring to the public reception of the pianist, a
quote from The West Australian featured in Lola’s personal
website echoes the self-definition of the previously men-
tioned Lithuanian ensemble NI&Co: “She looks more rock
star than your average classical musician ... ™

The first movement from Ludwig van Beethoven’s
Moonlight Sonata performed by Hauser and Lola* fea-
tures not so much a change in the music’s structural or

score-based properties (except the arrangement for cello
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and piano) - its main shift is on an interpretational, extra-
musical level, with a clear emphasis on the romantic image
of the performers: dreamy gazes upwards or closed eyes, the
pianist’s torso swaying forward and back, dynamic “bub-
bles” and excessive vibrato. Lola’s unnatural posture of sit-
ting too far from the piano keys, together with some facial
expressions portrayinga deep immersion into the music, is
among the corporeal clichés commonly employed in the
filmed performances of this pianist. The new dimension
that this collaboration offers is the ultimately sexualized
interrelation between the two performers, starting from
them sharing one chair in order to emphasize closeness
and finishing with Hauser kissing Lola’s hand when she
is leaving the instrument. To compare how professionally
the same emotion-appealing means can be employed in
popular culture (where it looks much more integral due
to other elements of musicianship such as the music itself
and the lyrics), we may reference live performance of the
song “Shallow” by Lady Gaga and Bradley Cooper during
the 2019 Oscars ceremony: two performers also sharing
one piano bench when sitting side by side as well as what
seems to be area/and, importantly, understated chemistry
between them.’

In the meantime, Hauser and Lola’s attempt to interpret
popular culture artefacts results in performances such as
their rendition of Queen’s song “We are the Champions.”
To the overall passionate atmosphere, “unleashed” energy,
and excessive gesturality (theatrical throwing back of arms
and heads), we can additionally consider, in this video, the
effect of the piano “released” by the pianist and sliding away
from her foot at the culmination point, with its wheels
possibly unblocked.

Davidson and Correia (2002), researchers of perfor-
mance gestures and their perception, offer a classification
of performance movements and gestures according to
identifiable functions that can be purely biomechanical,
culturally learned, technically necessary, or used for expres-
sive purposes. With some of her bodily movements in the
mentioned videos, the pianist breaks any biomechanical
necessity, while we may still argue about the culturally
learned functions of piano performance. Mainly, what
is left is the sheer act of displaying technical perfection,
plus a great deal of attention paid to expressive gestural-
ity. Both Hauser and Astanova here relate to two (in a
way, analogous) traditions: that of pop culture and of
the Romanticist aesthetics with its artistic freedom, the
interpreter’s individuality, and performative expression.
According to the historian Tim Blanning, two charac-
teristics brought to the technical repertoire of musicians
by Niccolod Paganini and later nurtured by Franz Liszt
were showmanship and sex appeal (Blanning 2009: 50).
Exactly this hypertrophied emotionality is manifested all
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throughout the aforementioned videos. And if we agree
with Jane Davidson, who claims that “visual information
can provide even experienced musicians with a stronger
indication of a performer’s explicit intention than sound
information” (Davidson 2002: 7) and acknowledge that a
listener mostly perceives a performance as expressive from
the abundance (or the lack thereof) of musicians’ gestures
rather than from the musical sounds, then the chosen
repertoire is not as important as the “gcstural crossover
dramatization” employed for the interpretation of this
music. (Similar is the reason why, in the first part of this
article, I attributed the Lithuanian ensemble NI1&Co to
the classical crossover genre.) Whether Lola and Hauser
perform Beethoven or Queen, whether Hauser chooses to
interpret the Adagio by Tomaso Albinoni barefoot on the
sea shore” or waving with the bow while playing a waltz by
Dmitry Shostakovich® to a cheering crowd of well-dressed
ladies, it is mainly the excessive sex appeal and “accessibil-
ity” of the music (and/or the performer, thus diminishing
their elitist stance) to the mass audience that are being
emphasized rather than the music played.

Concluding Remarks

As demonstrated in this article, there have been numer-
ous attempts to employ, when performing classical crossover
music, a variety of bodily codes borrowed from popular
culture clichés, among which we may mention the increased
quota of energy, “unchained” bodily postures and outfits, as
well as the overly sexualized image of performers. Since no
significant deviations have been observed at the structural
or even the interpretive level of music, it is my claim that
performers can manipulate and affect the whole process
of communication and perception by using their bodily
movements, stage postures, and facial expressions as a means
of conveying the message of emotionality, virtuosity, and
“accessibility” to new audiences. In a way, we can observe in
this phenomenon a certain loop going back in time to the
Romanticist aesthetics with the primacy of pathos, temper,
charisma, and hypertrophied expressiveness. What was
brought to music-making practice by the audience-fueling
virtuosi of Romanticism is now being transferred to other
dimensions by classical crossover stars such as Lola and
Hauser. The popularity of this type of music-making also
suggests that such a gestural vocabulary adopted by classical
musicians from popular culture, including explicit sexuali-
zation of stage behavior, significantly affects the audience’s
perception of the performers’ musicianship, virtuosity, and
emotiveness, and in having this effect, a performer’s bodily
behavior assumes a role of facilitating audiences experiences
of previously not-so-familiar musical genres.
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Santrauka

XX a. desimtu desimtmediu vyke sudétingi politiniai,
socialiniai ir kulttriniai procesai subrandino vis liberales-
nés muzikinés raiskos vaisius jvairiuose muzikos kirimo,
atk@rimo ir vartojimo lygmenyse. Kultariniai poky¢iai,
kuriuos méginama itirti $iame straipsnyje, susije su vadina-
mojo klasikinio crossover zanru. Si muzikavimo risis, nors

zinoma anks¢iau, ypad aptariamuoju laikotarpiu tapo viena
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jtakingiausiy priemoniy klasikiniams muzikams tapti pa-
traukliems platesniam klausytojy ratui, palyginti su jprasta
ir, tenka pripazinti, vis vyresne publika.

Nors terminui apibréZti dar triksta tikslesnio mokslinio
tyrimo (pasitelkiamos jvairios savokos, pradedant brikoliazu
ar kultarine kreolizacija ir baigiant daugiakultariskumu ar
hibridizacija), klasikinis crossover kaip zanras i§ esmés apima
tick klasiking muzika, iSpopuliaréjusia naudojant jvairias
muzikines ir nemuzikines priemones, tick ir populiariajg
muzika, atliekamg klasikine maniera ir (arba) klasikos
atlikéjy. Nors kituose kontekstuose terminas crossover gali
turéti gana neigiamy konotacijy, susijusiy su kultarinés
apropriacijos ir kolonializmo ideologijomis, klasikinis
crossover paprastai sulaukia muzikos puristy kritikos del
galimo muzikos autenti$kumo sunykimo, sickiant paten-
kinti masinj skonj.

Anot $ios srities tyrinétojy, pagrindinis klasikinio cros-
sover tikslas yra ,pritraukti platesne auditorija nei originali
muzikos versija“ (Whiting 2008: 69). Nesvarbu, ar prie
originalo pridedami akustiskai patobulinti efekeai, publikai
patrauklus pateikimas, ar tiesiog ritmo ,,papildai®, crossover
tipo atlikimas visuomet bus suinteresuotas kvestionuoti
ankstesn] ,aukstosios ir Zemosios” kultaros atskyrimg ir
sickti komercinés sekmés, o tai tik i$skirtiniais atvejais
badinga akademinés muzikos sriciai. Sio tipo muzikavimo
populiarumas isties i$skirtinis: tai liudija biliety pardavi-
mas, klasikinio crossover tipo pasirodymy gausa jvairiose
televizijos laidose ir perziary skaicius tokiose platformose
kaip jutubas.

Kokios savybés paveréia klasikinj crossover rinkodaris-
kai sekmingu? Tradicinés krypties akademiniai atlikéjai
daugiausia démesio skiria muzikai, savo talentui puoseléti
ir ilgiems technikos lavinimo metams (nors ir ¢ia matoma
jvairiy tendencijy), o daug klasikinio crossover atlikéjy, Sa-
lia savo muzikiniy jgadziy, didelj démes;j skiria i$vaizdos,
pasirodymo clgsenos ir publikai patrauklaus aprangos
kodo i$skirtinumui. Kitaip tariant, $ios srities menininkai
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pirmiausia turi bati ,rinkodaros atzvilgiu i$baigtas rinkinys*
(Wapnick et al. 1998). Tad straipsnyje crossover muzikos
atlikimo tipas laikomas ne tik muzikos stiliumi, bet ir
hibridiniy praktiky — ypa¢ sceninio pasirodymo, atlikejy
elgsenos ir kaniskos israiskos — samplaika. Siam tyrimui
ypac akeuali gesty komunikacija ir jos kaip vieno isskirti-
niy klasikinio crossover zanro elementy svarba masiniam
crossover patrauklumui.

Remiantis egzistuojan¢iomis muzikos atlikimo gesty
teorijomis, straipsnyje parodoma, kad atlickant klasikinio
crossover muzika nesyk bandyta panaudoti jvairius kanisko-
sios raiSkos kodus, pasiskolintus i§ populiariosios kultiros
klisiy. Tarp ju galima minéti zérindia energija, »i$laisvintas®
kiino pozasir aprangg, taip pat pernelyg seksualizuota atlike-
ju ivaizdj. Kadangi reik§mingy nukrypimy struktariniame
ar net interpretaciniame muzikos lygmenyse nepastebéta,
straipsnio autorés manymu, atlikéjai gali manipulivoti ir
paveikei visg komunikacijos ir percepcijos process, nau-
dodamiesi savo kino judesiais, scenine laikysena ar veido
i$raiskomis kaip priemone perteikti naujai auditorijai emo-
cionalumo, virtuoziskumo ir ,,pricinamumo“ Zinia.

Galima sakyti, jog $iame reiSkinyje pastebima tam tikra
laiko kilpa, sugrazinanti klausytojus j romantizmo estetika
su jai bﬁdinga patoso, temperamento, charizmos ir hiper—
trofuoto ekspresyvumo virSenybe. Tai, ka muzikos atlikimo
prakeikai andai suteiké publikos aistras kurste romantizmo
virtuozai, Siandien tokios klasikinio crossover Zvaigzdes
kaip Lola ir Hauseris perkelia j kitas dimensijas. Sio tipo
muzikavimo populiarumas taip pat rodo, kad akademiniy
muziky i§ populiariosios kultiros perimtas gesty zodynas,
jskaitant atvira sceninio elgesio seksualizavima, reik§min-
gai veikia auditorijos suvokima apie atlikéjo muzikaluma,
virtuoziskuma ir emocinguma, o kaniskoji atlikéjo raiska
atlicka svarby vaidmenj palengvinant zitrovams anks¢iau

nepazinty muzikos rasiy patirtj.
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Abstract

Reviews of music can be seen as ‘signs’ of a certain era, which indicate the critics’ belonging to a certain social or national community. This
paper aims to discover the meaning of such ‘signs’ in the Latvian music history of the late nineteenth and early twentieth centuries: the publica-
tions of Riga’s newspapers representing three national communities — Latvian, Baltic German, and Russian — are researched. The relationships
of these communities were complicated: Germans and Russians competed for influence in the Baltic cultural space, and simultancously the
natives of the country, Latvians, strived to manifest their national identity.

Based on framing theory the paper discusses how the reviewers have selected the reflected events, which details they have made more salient
and which rhetorical devices (metaphors, keywords, catchphrases, etc.) are used. The paper presents three case studies related to significant
phenomena of music life: the reception of a frequently performed work (the tone poem Ligo svétki by Jazeps Vitols), of a single composer
(Alfréds Kalnins) and the concept of Latvianness in music in general.

Keywords: framing theory, Jazeps Vitols, Alfréds Kalnins, Latvianness.

Anotacija

Muzikos apzvalgos gali bti laikomos tam tikros epochos ,,zenklu®, jose skelbiama kritika atspindi konkreia socialing ar tauting bendruomene.
Straipsnyje tokiy ,,zenkly" reikmeé XIX a. pab.-XX a. pr. Latvijos muzikos istorijoje nagrinéjama remiantis Rygos laikra3¢iais, atstovaujanciais
tautinéms latviy, balty vokiediy ir rusy bendruomenéms. Siy bendruomeniy santykiai buvo sudétingi: vokietiai ir rusai varzési dél jrakos
kultaringje Baltijos erdvéje, o latviai sické deklaruoti tautinj tapatuma.

Remiantis kadravimo teorija, aptariamas recenzenty pasirinkimas atspindéti tam tikrus jvykius, démesys kreipiamas | tai, kokios detalés yra
pabréziamos ir kokios retorinés priemonés (metaforos, prasminiai zodziai, posakiai ir kt.) pasitelkiamos tekste. Straipsnyje nagrinéjami trys
atvejai, susije su reik§mingais muzikos gyvenimo reiskiniais, t. y. kaip tuo metu buvo priimamas ir spaudoje pristatomas daznai atlickamas
kiirinys (Jazepo Vytuolo poema Ligo svétki), konkretaus kompozitoriaus (Alfredo Kalninio) muzika ir latviskumo samprata muzikoje.
Reik$miniai zodzZiai: kadravimo teorija, Jazeps Vitols, Alfreds Kalnins, latviskumas.

Introduction different opinions on social, national, and cultural topics

as never before. This tendency also influenced the field of

The period discussed in this paper — the late nineteenth
and carly twentieth centuries — entered Latvian history as
an epoch of significant socio-cultural change. During this
time, the previously German-speaking city of Riga rapidly
became more and more multicultural. On the one hand,
this tendency was caused by new educational possibili-
ties and a subsequent national revival of ethnic Latvians,
and, on the other hand, by the growing immigration of
ethnic Russians that the Russian government supported
to weaken German positions in the Baltic provinces. Dur-
ing this time, the Riga newspapers began to reflect such

music criticism. The music reviews can be viewed as signs
that reflect several characteristics of their era, in this case,
the aesthetic views and values dominant among the three
national communities of Riga — the Baltic Germans, Lat-
vians, and Russians.

The main goal of this study is to determine what possi-
bilities are offered by the interpretation of these signs from
the perspective of framing theory. Its central idea is that by
using specific textual elements or images, the writer instills
certain opinions or so-called frames in the audience. The
discovery of these frames can help us understand the views
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of various social or national groups on significant historical
and cultural processes and events.

The theory is based on the postulates initially formu-
lated by the sociologist Erwin Goffman (1974) and later
adapted by political and communication scientist Robert
M. Entman when researching the work of mass media. Ent-
man also provided the following definition:

To frame is to select some aspects of a perceived reality and make
them more salient in a commaunicating text, in such a way as to
promote a particular problem definition, cansal interpretation,
moral evaluation, and/or treatment recommendation for the
item described. (Italics by B. J.; Entman 1993: 52)

The two keywords mentioned in this definition - to
select and make them more salient — also point to the es-
sence of the framing process: information in the media is
not simply presented neutrally, but ‘selected’ first, choosing
which events need or do not need attention; secondly, the
depiction of these events contains details that are ‘made
more salient’, as they best reflect the idea that the mass
media wants to bring to its audience, or, in other words,
the frame it creates.

Meanwhile, political scientists Dennis Chongand James

N. Druckman characterize the main premise of the framing:

[It] refers to the process by which people develop a particular
conceptualization of an issue or reorient their thinking about

an issue. (Chong, Druckman 2007: 104)

Various factors could influence the choice of spe-
cific frames used by mass media and their contributors.
Researchers Holli A. Semetko and Patti M. Valkenburg
offer a comprehensive typology, that derive the designa-
tions of the frames themselves from their names. Thus,
the following frames are distinguished — Conflict frame
(“emphasizes conflicts between individuals, groups, or
institutions as a tool to capture the interests of the audi-
ence”), Human interest frame (“to show the human view
or emotional point of view of the depiction of an event,
issue or questions”), Economic consequences frame (“to
report events, problems or issues that bring economic
consequences to an individual, group, institution, region
or country”), Morality frame (“to put events, questions or
issues in the context of religious and moral values”), and
Responsibility frame (“describes issues or problems that
act as a responsibility attribute to the cause and solution
of either government or individual or group”; Semetko
and Valkenburg 2000: 95-96).

Rescarchers have also paid attention to the devices
(mechanisms) involved in creating frames. From the se-
miotic viewpoint, these devices could also be perceived as

signs that reflect meanings characteristic of certain epochs
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and socio-cultural circles. William A. Gamson and Andre
Modigliani differentiate between:

1) metaphors,

2) exemplars,

3) catch-phrases,

4) depictions, and

5) visual images as framing devices. (Gamson and
Modigliani 1989: 3)

The above-mentioned Entman notes that frames in the

news include such textual elements as:

[...] the presence or absence of certain keywords, stock phrases,
stereotyped images, sources of information and sentences that
provide thematically reinforcing clusters of facts or judgments.
(Entman 1993: 52)

Margaret Linstrom and Willemien Marais modify this
list by dividing all devices into rhetorical and technical.
Under the rhetorical devices, they mean all mechanisms
mentioned by Entman, as well as “word choice, metaphors,
and exemplars” (Linstrém and Marais 2012: 31). Mean-
while, the technical devices, according to Linstrém and
Marais, include 11 units, classified by James W. Tankard
(2001; quoted after Linstrém and Marai 2012: 32) as
follows:

1. headlines

2. subheads

3. photos

4. photo captions

5.leads

6. source selection

7. quotes selection

8. pull quotes

9. logos

10. statistics and charts, and

11. concluding statements and paragraphs.

It can be concluded that the divisions of frame creation
mechanisms offered by various scholars have many common
features; however, the closer they are to the present, the
more differentiated they become.

The main area of using framing theory when researching
the work of mass media involves the analysis of publications
on political processes, especially news. Nevertheless, this
theory is also used in studies of popular music journalism
(see, for example, McClain 2016). It is easy to explain con-
sidering the broad audience of this genre and, consequently,
its strong influence on people’s minds. Currently, there
are no such comprehensive studies of the role of frames in
art music criticism. However, it is undeniable that in this
area, the tendency of framing can also be observed. This
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is because the reviews of art music always represent not
only the individual views of a critic but also his belonging
to a certain sociocultural circle. Therefore, the framing
mechanisms described above are similarly applied to art
music criticism — if not in full, then to a large extent.
Moreover, the object of analysis may include not only con-
temporary publications, but can also be extremely helpful
when researching music history. It should be noted that
in the period discussed in this paper — the late nineteenth
and carly twenticeth century — editors of daily newspapers
paid close attention to reviews of art music concerts. The
audience addressed by these critics was also relatively large
and influential. This raises the following research question:
how to explain the signs of certain positions characteristic
of an epoch and used in art music criticism from the per-
spective of framing theory?

The scarch for the answer to this question will include
analysis of several frames, consciously or unconsciously
used by Latvian music reviewers, and representatives of
three national communities, during the late nineteenth and
carly twentieth century. To explain how they have perceived
the new Latvian art music, special attention will be paid
to discussions on the national color. The conclusions will
be based on three case studies related to three significant
phenomena of music life, and I will move from the narrow-
est to the broadest:
¢ Thus, I will first compare how the reviewers — represen-

tatives of three national communities — have evaluated

a frequently performed work by a Latvian composer,

the tone poem Ligo svétki' (Midsummer Celebration)

by Jazeps Vitols.
*  Secondly, attention will be focused on the reception of

a single composer, namely, Alfréds Kalnins.
¢ Finally, my research object will be views on Latvian-

ness in music, its identity, and its characteristics in

general.

The concepts of framing theory, proposed by various
researchers and described above, will be used in part during
the analysis. This is because not all of them are suitable for
the study of art music criticism in the period under review.
For example, the headings of the articles mainly reflect only
the main topic they discuss (for example, “Konzert”, “Neue
Musikalien”), without any hidden meanings. The reviews
were also not accompanied by any visual materials. The main
focus of the analysis will be on devices that point to diversity
in the frames created by critics. These devices include the use
of essential keywords, exemplars, catchphrases, metaphors,
and the selection of events themselves.

Case study 1
Critical reviews of Ligo svétki by Jazeps Vitols

Already during his lifetime, Jazeps Vitols (1863-1948)
had a significant role in Latvian music, and he faced hardly
any of the difficulties experienced by many other artists
on the road to recognition: thanks to the communicative
character and leadership abilities of Vitols, he enjoyed high
authority in the Latvian musical society from an carly age.
Of course, it was also strengthened by his excellent reputa-
tion in the Russian music environment because immediately
after graduating from the Saint Petersburg Conservatory in
1886, Vitols became along-term teacher and later professor
at this institution.

The tone poem Ligo svétki is one of his early works,
composed when he was twenty-six. It premicered on July
19, 1889, in Majorenhof (today Majori in Jarmala). The
performance was the source for the first review on Latvian
instrumental music found in Riga’s German press, in an
article by Moritz Rudolph (1843-1892) from the Rigaer
Tageblatt.

The decision to review this event already deserves
special attention. By the end of the 1860s, Latvian music
concerts were held quite often, mainly under the auspices
of the Riga Latvian Society, founded in 1868, but they
were rarely reviewed by Baltic German music critics (the
Song Festivals were an exception). The lack of attention to
Latvian music concerts is noted by Jazeps Vitols in one of
his articles published much later: in 1923, in an obituary
dedicated to the German musician, poet, and music critic
Hans Schmidt (1854-1923), Vitols bitterly expresses the
following sentence referring to the experience of previous
decades:

We said goodbye to the only German critic — an aesthetic who,
with annoyance, with real indignation, rejected the unequivo-
cal proposal of his German colleagues — to ignore Latvian
music, to silence Latvian concerts [...]. (Vitols 1923: 2)?

What were the main reasons for such a lack of atten-
tion? Undoubtedly, there were a lot of established German
musical institutions in Riga, for example, the City Theatre
(Stadttheater), and they provided a qualitative concert life
that might have seemed self-sufficient to the representatives
of the Baltic German community. Therefore, many of them
considered cultural manifestations of ethnic Latvians to be
undesirable; such manifestations became more and more
frequent in the epoch of the so-called National Awakening
(from the 1850s to the 1880s) and, at times, included politi-
cal subtexts. Of course, several individual members of the
German community, including the previously mentioned

Hans Schmidt, may have had different views. However,
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these were exceptions. Political scientist Ivars Ijabs describes
the general trend thus:

The writings of early Young Latvians®, and the reaction to
them from the dominant Baltic German elite, show that the
emergence of modern Latvian nationalism is to a large extent
due to postcolonial mimicry, as described by Homi Bhabha.
Attempts to imitate German cultural models and to develop a
Latvian high culture lead to hostile reactions from the German
side, which, in their turn, lead to the increasing consolidation

of Latvian nationalism. (Tjabs 2014, Abstract)

Thus, the lack of attention to most (although not all)
Latvian concerts by Baltic Germans can be explained using
the terminology of Semetko and Valkenburg through a
Conflict frame (Semetko and Valkenburg 2000: 95). How-
ever, why was the mentioned performance of Vitols” Ligo
svétki an exception that was included in the selection
of reviewed works? The most likely answer is that the
concert was organized not by the Riga Latvian Society
or other Latvian institutions but by a guest conductor
Fritz Scheel (1852-1907)* — in this time, he worked as
a chapel master (Capellmeister) in Moscow and was well-
known in the German community of Russia. Therefore,
there was no reason to doubt the high artistic level of his
concert programs.

Reviews of summer concerts in the Riga press were
generally less common than in other seasons because the
holiday time played a role. Maybe it is the reason why the
performance of Ligo svétki was only covered in one German
newspaper, Rigaer Tageblatt — the third most influential
daily newspaper in Riga (started in 1876, initially as Newe
Zeitung fiir Stadt und Land). According to Baltic Ger-
man press researcher Roland Seeberg-Elverfeldt, Rigaer
Tageblatt, along with Zeitung fiir Stadt und Land (started
in 1867), presented relatively liberal views and com-
peted with the oldest and most conservative newspaper
in Riga, Rigasche Zeitung (started in 1778) (Seeberg-
Elverfeldt 1977: 662). Meanwhile, the reviewer himself,
Moritz Rudolph, was not only a long-term critic but also
an outstanding and erudite music historian whose Rigaer
Theater- und Tonkiinstler-Lexikon (1890) still is one of
the most significant sources of information about Baltic
German musicians.

Rudolph introduces the discussion of Ligo svétki by
Vitols with a conclusion about its being based on Latvian
folk songs (Lihgo, auflettischen Volksliedern basirend |...]).
As it will also be seen from future quotes in my study, ‘folk
songs’ (‘folk music; ‘folk tunes’) are the most common
keywords chosen by reviewers of Latvian art music of this
epoch. It is easy to explain because it follows quite objec-

tively from the strong influence of folklore on art music
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in the era of the National Awakening. Rudolph, however,
continues the article with a critical assessment of the com-

position. He believes that Ligo svétki by Vitols:

[...] belongs to sound paintings that have unrealistic expecta-
tions of music, as, even when following specific commen-
taries, some spcciﬁc content nuances were often difficult
to understand. This is at least for those who are unable to
recall the original poetic images that inspired the composi-
tion.> (Rudolph 1889)

The critic also considers that the choice of the theme of
a popular Latvian folk song for the central section of Ligo

svétki was not very successful:

From a purely musical point of view, it should be noted that
the well-known midsummer song, whose contrapuntal setting
covers the whole second half of the work, sounds much diffe-
rent in instrumental performance and not better than when it
is sung with words. Five repetitions of the first tone give this

melody a rather stiff character. (Rudolph 1889)

At the same time, Rudolph recognizes the high profes-
sional level of the tone poem — “the rich and very diverse
arrangement of the [folk] theme”® and the mastery of
orchestration (Rudolph 1889).

The critical view of Ligo svétki by Vitols can hardly
be explained with the above-mentioned Conflict frame.
In contrast, Semetko and Valkenburg mention a Human-
interest frame (Semetko and Valkenburg 2000: 95) - the
personal reflection of the critic tending to be skeptical of
programmatic symphonic music in general. It indirectly
follows from his addition of the work by Vitols to the list
of “those sound paintings that have unrealistic expectations
of music” — apparently Rudolph frequently encountered
this type of composition in which “some content nuances
were difficult to understand”. The article concludes with
the sentence:

However, first of all, we would have liked to see the debut
of J. Vitols in the field of absolute, i.c., non-programmatic

music.” (Rudolph 1889)

Still, it should be added here that this desire by the
reviewer is in stark contrast to the mainstream Latvian sym-
phonic music of this period. This is because the composers
paid particular attention to programmatic works because
they provided the best possibility to declare national ideas
corresponding to the time of the Awakening. “Contem-
poraries” of Vitols' Ligo svétki were such compositions
as Latvju Visparigo Dziesmu svétku marss (March of the All-
Latvian Song Festival, 1880), Latvju tautas brivlaisana (The
Liberation of Latvian People, 1891), Latvju dejas (Latvian
Dances, 1894) by Andrejs Jurjans, a.o.
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Figure 1. Jazeps Vitols, Ligo svétki: an excerpt (see melody with five repetitions of the first tone from m. 3). Source: Jazeps Vitols
oseph Wihtol), La féte Libgo: Tablean symphonique sur des thémes populaires lettes pour orchestre Op. 4. Leipzig: M. P. Belaieff, 1890.
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In this case, there are no other critical reviews in the
Latvian press on the first performance of the Ligo svétki by
Vitols. However, two influential Latvian-language newspa-
pers, Dienas Lapa and Baltijas Vestnesis, retell the already-
mentioned article by Rudolph. Dienas Lapa especially
highlights the positive feedback given by a reviewer on the
mastery of Vitols, and his critical notes are commented on
by the newspaper as follows:

Latvian folk songs and other musical works based on them will
be completely understandable and feltonlyby Latvian cars
and hearts®. (“J. Vitols” 1889)

Meanwhile, Baltijas Vestnesis describes the review by Ru-
dolph as a demonstration of a hostile attitude and considers
it characteristic of Baltic German views of Latvian music
in general. This writing can be viewed as an expression of
the Conflict frame:

They [the Baltic German audience — B. J.] attended the con-
certwithout knowing thatsomethingfrom Latvian music
would also be performed; at least, nothing was mentioned
beforehand as is usually the case when other concerts and
outstanding compositions are announced. Also, the review
of this composition in the Rigaer Tageblatt reflects the same
hostility.” (B. 1889)

A slightly different reaction to the article by Rudolph
in both Latvian-language publications is likely determined
by the personalities of the anonymous authors rather than
any significant differences in the editorial position of the
newspapers themselves. Baltijas Véstnesis, founded in 1868,
was close to the Riga Latvian Society. Meanwhile, Dienas
Lapa (founded in 1886) represented the movement of
the so-called Jaund strava (New Current) that, in some
respects, was the opposite of the Riga Latvian Society
(which expressed the interests of the wealthier members
of the Latvian community). As it is noted by the historian
Janis Silins, Jauna striva was primarily focused on:

[...] the Latvian students and other intellectuals who did not
distance themselves from less educated groups in Latvian
society, but worked in their interests, trying to educate them.

(Siling n.d.)

However, both newspapers had a similar position in
defending the national interests of ethnic Latvians in the
multicultural Governorate of Livonia.

The first expanded discussion of the Ligo svétki by
Vitols appeared in the Latvian-language press almost two
years later, on February 13, 1891. It dealt with the first
edition of the work and was published by the newspa-
per Balss (founded 1878), whose main audience were rural
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residents of Latvia. The reviewer was a colleague of Vitols,
composer and music critic, the already mentioned Andrejs
Jurjans (1856-1922). His article was introduced with the
thesis that nowadays, the nation itself has “corrupted” its
folk melodies under the influence of modern music; for-
tunately, however, “the creative element of the nation” has
shifted to composers who raise the folklore heritage to a new
level. Several rhetorical questions follow. They clearly show
that Jurjans evaluates the composition Ligo svétki also from
a patriotic point of view, highly appreciating the choice of
the theme — an ancient Latvian festivity:

Which true Latvian will not be moved by happy feelings,
seeing such a step of development in the life of our nation?
Which true folk lover’s heart won’t beat faster when he hears
acomposition based on ‘Midsummer celebration’ - this most

beloved and joyful ancestral feast [...]? (Jurjans 1891: 2)"°

The review itselfis designed as a hermeneutical descrip-
tion of the work. Namely, Jurjans links each characteristic
of the musical language with a possible programmatic

explanation, for example, in such a way:
p p y

The beginning of Andante (4/4) is quict and includes an organ
point (18 measures): double basses and kettledrums hollowly
play the low G. [...] Thus, the composer has added a gloomy,
mysterious color to his tone poem, which tells [...] of an in-
nocent, gloomy sacred grove in the dark night — a place where
the ancestral gods lived [...]. (Jurjans 1891: 2-3)"!

Jurjans also adds very few critical objections to this
laudatory description regarding both the instrumentation
and musical form (Jurjans 1891: 3-4). He concludes his
article with the best wishes for the young composer Vitols
and encouragement to other Latvian composers to follow
him. The reviewer, in practice, points out the equality be-
tween national color and individuality, stating that “with-
out nationality, there is no originality anymore” (Jurjans
1891: 4)."* The last words of the article are quoted from
the Wilbelm Tell by Friedrich Schiller in the translation of
Auseklis (1850-1879), a poet and an ardent employee of

the Latvian national movement:

Pie tévu zemes dargas keries klat [...]

(O michtigist der Trieb des Vaterlands [ ...]) (Jurjans 1891: 4)

Similarly, like Rudolph, Jurjans highlights national
motifs of Ligo svétki. In addition, he forms a frame of the
happy Latvian ancestry. The reflection of these subjects in
press publications suggests an analogy with other works
created by the Latvian composers and writers of this era:
it was frequently inspired by the pre-Christianity epoch of
Latvian history and the ancient mythology that flourished
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before the German crusaders arrived. Several composi-
tions reflecting this thematic are, for example, the choral
songs Beverinas dziedonis (‘'The Singer of Beverina, 1891)
and Gaismas pils (The Castle of Light, 1899) by Jazeps
Vitols as well as Ki Dangava vaida (How the Daugava
Moans, the 1870s) by Karlis Baumanis.

From the perspective of the discussed terminology by
Semetko and Valkenburg (2000: 96), we can see the Morality
frame in the publication by Jurjans: the inclusion of national
motifs in music is mentioned as a moral obligation of Latvian
composers. The quotation by Schiller is a rhetorical device —a
catchphrase that deserves special attention because it reflects
the paradoxical tendency described in the above-mentioned
quotation by Ijabs (2014): at the time of the National
Awakening, Latvians perceived Germans not only as their
opponents but also sometimes as sources of inspiration and
imitation in defending their national ideas. Interesingly,
Schiller’s quoted lines were included in the 1898 choral
song Pie tévu zemes dirgas (Beloved Motherland) by Emils
Darzins (1875-1910), which continues to be popular today.

The previously quoted reviews appeared shortly af-
ter Ligo svétki was composed. More than ten years later, in
the early twentieth century, this work was still frequently
performed in concerts organized by the Riga Latvian So-
ciety. At this time, Ligo svétki was appreciated in both the
German and Russian press, and we can assume that it could
also be explained by the respectable position of the com-
poser in the musical circles of the Russian metropole. The
daily Rizhskij Vestnik (Pusccxusi Becmuux) describes him as
the pride of Latvians and mentions the Ligo svétki as one of
his most interesting compositions (Muxasosckas 1906).

However, a statement by a Latvian-speaking composer
and music critic, the previously mentioned Emils Darzigs,
expressed in 1906, also deserves attention. It was published
in the literature and art monthly Zalktis founded in the
same year. Darzins recalls the times when, in his opinion,
Latvian music was underestimated in Riga, and as proof, he
mentions the rhetorical device of framingas an exemplar. He
highlights the reception of the first performance of Vitols’
Ligo svétki, pointing out that, after the performance, “the
German press and audience almost pelted the conductor
with stones” (Darzins 1906: 152)."* Nevertheless, it should
be noted that the previously mentioned article by Moritz
Rudolph was the only review of the first performance
of Ligo svétki. It was critical yet correct writing, and not at
all comparable to ‘stoning’ Thus, the statement by Darzins
can be considered as a manifestation of the Conflict frame
and a sign reflecting the tension between Baltic Germans
and ethnic Latvians (which likely only intensified after
the events of 1905), rather than the real reception of Ligo
svétki by Vitols.

Case study 2
The reception of music by Alfréds Kalning

The object of the second case study, Alfréds Kalnins
(1879-1951), was one of the most discussed Latvian-
speaking young composers in the carly twentieth century.
Many reviews from this time dealt with the first performanc-
esand the first editions of his works. Among the earliest crit-
ics, we should mention an article by Darzins$ that appeared
in the newspaper Péterburgas Avizes on February 13, 1902.

This newspaper was published from 1862 to 1865
and, after a long break, again from 1901 to 1905 in Saint
Petersburg. At this time, it was a city of education or
work for many Latvians. In both periods, the newspaper
strongly defended Latvian national ideas. Initially, it was
the tribune of Young Latvians (jaunlatviesi). As has been
noted by various researchers, for example, Gints Apals
(2011: 438), this newspaper in 1862 began “using the
term Latvija (contemporary name of Latvia in Latvian)
when referring to the territories in the Baltic provinces of
the Russian Empire inhabited by Latvians” (quoted after
Pivoras 2021: 569). A patriotic mood was also characteristic
of Péterburgas Avizes several decades later when Darzins was
a contributor to this newspaper; it correlated well with his
personal views. Describing 3 lyrische Stiicke (Three Lyric
Pieces for piano) by Kalnins, Darzins highlights it as the
first published work of the young composer and calls him “a
poet who expresses his poetic intentions in sounds” (Darzins
1902)." However, this recognition is supplemented with
a criticism — Darzin$ indicates a lack of national motifs in
the work of his young colleague:

There is not enough Latvianness in the mentioned pieces. The
influences of the great Norwegian lyrical composer Griegare
too strong. We hope that the young composer will try to listen
to more national sounds in the future. And let the rustling
of the birches of the homeland be the gentle and sad song

on which to tune his passionate melodies! (Darzins 1902)"

In these words, we can again find a Morality frame that,
11 years prior, was used in the cited article by Jurjans; in
this case, similarly, a critic encourages a Latvian composer
to put the motifs of his native culture in the foreground.
However, the statement by Darzin$ does not include
such keywords as “folk music” or “folk tune”, and the
understanding of the native culture is more ambiguous,
expressed through a metaphor — “the rustling of the
birches of the homeland”.

A broader understanding of Latvianness is also con-
firmed by Darzin3 five years later in the literature and art
monthly Zalktis. This time, his view on music by Kalnin3

is even more appreciative:
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First of all, Kalnins$ is a composer with a strongly Latvian,
national physiognomy. This Latvianness is nothing similar
to the stilted, conventional ‘nationalism’ characteristic of
many composers, [...] trying to imitate folk melodies or even
borrow folk material for their compositions. Kalning has
never arranged any folk motif in his works. His Latvianness
is inherited, it is, so to speak, already in his blood, the inner
essence of himself. (Darzins 1907: 141)*¢

Additionally, Darzin§ agrees with the frequently ex-
pressed opinion that the music by Kalnins$ is generally sad.
However, he associates this feature with Latvianness:

It is just as sad as our grey northern skies, as sad as our pines

and spruces, our yellowed birch groves. (Darzins 1907: 142)"

We can see certain contrasts between two readings of
Latvian identity in this work - the first is rooted in folk
music, the second in the general atmosphere of music,
in parallel with nature (again, “birch groves” is the key).
Darzin$ obviously prefers the second and “unconventional”
understanding. This broader explanation of Latvianness also
possibly reflects a new and more nuanced perception in the
carly twentieth century compared with the epoch of the
Young Latvians. It is noteworthy that Klotins, a researcher
of Kalnin§ music, has also noted the duality in the under-
standing of Latvianness. He characterizes the early works
by Kalnins as follows:

A compromise between the inertia of national romanticism
[ic., the oldest understanding of Latvianness, characteristic
of Young Latvians in the second half of the nineteenth cen-
tury - B. J.] and a contemporary, psychologically meaningful
nationalism. (Kloting 1979: 98)'8

The Latvian national color is also frequently noted as
avital sign in the music of Kalnin§ by Baltic German and
Russian music critics. Vsevolod Cheshihin (1865-1934)
from the newspaper Rizhskaja mysl’ (Puycckas moicav), re-
viewing a concert by Kalnins on December 6, 1910, com-
pares him with Vitols. Although Vitols cites folk music
more often than Kalnins, Cheshihin considers:

Kalnin$ belongs to the Latvian School of melodists, which
is closely connected with folk songs as the main source of
inspiration and guidance for creative work — rather than
the school of melodeclamatorists, which has a more cosmo-
politan orientation (the latter is represented, for example, by
J. Vitols)."” (Yemuxun 1910b)

Cheshihin also reviewed a concert of Kalning’ composi-

tions in 1910 and describes it as follows:

Kalnins composes in a rather popular style, however, without

triviality; he prefers the natural minor and thus manifests a

106

certain relationship to Grieg, although the subtle, feminine
nervousness that characterizes this ‘northern Chopin’ is
not typical for Kalnin$ — contrary to Grieg, he is simpler,
more masculine but also more colorless; Kalning has not
yet developed his style, and the greatest gift of an artist —
originality — we hardly find in his works at this time. However,
the composer is only in the early stages of his career as a musi-

cian — maybe he will yet find himself*° (Hewuxun 1910b)

The critic also highlights parallels with other cultures
and not the unique qualities of the work by Kalnin$ when
discussing his choral songs. He describes the main figure of
the song Imanta performed at the Fifth All-Latvian Song
Festival, as a Liv hero glorified by the Latvians; Imanta sits
on the “blue hill” (Zilaiskalns) near Valmiera and waits for
them to be released. Cheshihin compares the story with the
German legend of Barbarosa, the Serbian legend of King
Marko, etc. (Hemuxun 1910a). The reviewer characterizes
the choral song Kars (The War), performed at the concert
on December 6, 1910, as being rich in patriotic motifs,
lively tempos, and energetic rhythms, however, due to
its interpretation, it “reminded a diplomatic congress!”
(Yemuxun 1910b)?!

Using such metaphors to discuss patriotic choral songs
includes a certain dose of humor that was not imaginable
in the Latvian-language press at that time. Most likely,
this is a frame deliberately chosen by Cheshihin - to show
that everything that happens in Latvian cultural life is not
unique; it has its precedents and peers all over the world.

Among the few German music critics that described
works by Kalnin$ was the previously mentioned Hans
Schmidt — a long-time contributor to one of the two most
influential Riga German newspapers, Rigasche Rund-
schau (until October 1894, Zeitung fiir Stadt und Land).
In 1889, Schmidt came to this newspaper from the more
conservative Rigasche Zeitung. His interest in the Latvian
culture did not mean that his reviews were always laudatory.
Though Schmidt provided mainly positive feedback on
Kalnin$'s music, we can also find objections to his exces-
sive focus on Latvianness. So, discussing the first editions
of several vocal duets and the Piano Suite by Kalnins,
Schmidt considers that the constant search for a national

color provokes a certain monotony in the composer’s work:

The composer’s unquestionable and subtle talent is also re-
vealed in these latest publications. [However,] limiting himself
mainly to Latvian national motifs and the extraordinary love
of quintuple meter due to their long-term use may leave an
undesirable impression. In this way, fantasy and imagination
are inadvertently curtailed, which we can see in the works of
some Norwegian and Finnish composers. But at the same
time, such intimate miniature painting also has its special

charm [...]. (Schmidt 1913)*
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It should be added that notes about excessive exploita-
tion of national color can also be found in several other
Hans Schmidt’s reviews of Latvian composers — [ will return

to it later.

Case study 3

Views on Latvianness in music

The previously outlined reviews of works by Alfréds
Kalnins already reflected opinions on Latvianness in
music.”® However, this subject is also discussed by repre-
sentatives of the three national communities in a broader
context. All of them note the dominance of lyrical and sad
moods as an essential feature of Latvian music. In 1914,
the young critic and one of the first Latvian composers
influenced by modernism Janis Zalitis explained it with

historical reasons:

For many centuries, the soul of the nation was sad because
foreign ghosts wandered over the countryside of Latvia and
suffocated it in a heavy veil of slavery. [...] And it seems that
even now the sad songs are closer to the reality of our lives

[...]. (Zalitis 1914)*

The Dzimtenes Vestnesis newspaper (started in 1907)
that published this conclusion by Zalitis was a successor to
the afore-mentioned Baltijas Véstnesis.

Molto largo
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Meanwhile, the German Rigasche Zeitung, describing a
concert of Latvian choirs in 1907, believed that melancholy is
acommon characteristic of many Latvian and Russian songs:

Furthermore, a mixed choir with 60 participants [...]
performed Latvian folk songs by various composers and
introduced us to the peculiarities of Latvian tunes whose
melancholic character sometimes is similar to Russian folk

songs. (“Majorenhof” 1907)%

The reviewer Vsevolod Cheshihin from Rizhskaja Mysl’
(Puncckas moicas) also sees a certain analogy with Russian
folk music, namely, with lingering songs: he highlights the
dominance of sad moods in the concert of Latvian violin
music performed by Edmondo Luccini on March 8, 1912,

in the Small Guild, Riga. This critic is somewhat ironic:

[...] the best movement of the Meding’s [Meding’ Violin]
Concerto, Largo, is based on the Latvian folk song material:
this melancholy without any ray of light, captured in a specifi-
cally Latvian, phlegmatic tempo, resembles the gloomy tones
in some of [Kri$janis] Ceplitis’ paintings (in my opinion, he
is the most Latvian of the local landscape painters). [..] The
Elegy by Alfréds Kalnins$ performed by prof. Luccini is also
similar to Meding’s Largo; this Latvian song in minor mood
sounds even more hopeless than our ‘sad howls’ (this is what
Pushkin said about the Russian lingering songs). However, est
modus in rebus: to listen to such elegies in large quantities is

intolerable [...].2

P g E—— i | I i
f.‘gﬂ' ——
5 e
= e ey )
r .t FT 7
b fers e o o O e oy
»
AR
— ".-__--""‘h..‘
9‘5! :[A Jl % 1?_—_.!7 g—h—u—ﬂ—-—-
.ﬂ':].:'i" : f iR S | Moyt
4 e
S— = — -—
D ===k i F;L Lot T
LLr rn._____.#ﬁ' 2
e ———

Figure 2. Jazeps Medins, Violin Concerto, mvm. 2 (the beginning). Source: Jazeps
Medins. Koncerts vijolei un orkestrim. Author’s edition, n.d.
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Figure 3. Alfréds Kalnins, Elegy (the beginning). Source: Alfréds Kalnins. Elégie: pour violon avec
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Despite the ironic tone of the reviewer, the Elegy by
Kalnins can be highlighted as one of the first internation-
ally recognized Latvian chamber music pieces; this work
has also gained international recognition. It was a part of
the repertoire of such world-famous artists as the violinist
Paul Kochanski (Klotins 1979: 121) and the violist Lionel
Tertis who recorded the Elegy in 1921 (White 2006: 371).

In another context, reviewers also noted Russian and
German influences on Latvian music or, on the contrary,
their absence. In Jurjans’ articles and speeches, the phrase
‘German sentimentality’ appears repeatedly. The music
by Adams Ore is described as influenced by ‘sentimental
German folk songs}”” meanwhile, music by Jazeps Vitols
is praised:

We cannot find the German sentimental taste in his works —
they have an independent, original character that sometimes
is close to the Russian school. (“Mizikas komisijas arkartéja
sapulce” 1891: 2)*

“German sentimentality” is not explained in detail;
however, we can conclude that its repeated mentions be-
came a basis for a frame that Jurjans used when criticizing
a frequent but undesirable tendency of his time.

124

The German reviewers themselves did not set such
a quality criterion for Latvian music as an imitation of
German examples. On the contrary, the manifestations
of national originality were highly valued - at least, in the
reviews of All-Latvian Song Festivals. So, in the context of
the first such Festival (1873), the newspaper Zeitung fiir
Stadt und Land noted the arrangements of folk melodies
as the most exciting part of the program, especially the Jazpu
dziesma (Midsummer Song) by Janis Cimze. The first origi-
nal songs by Latvian composers were described as overly
influenced by German music and therefore less attractive:

We would like to classify the numerous singing performances
of the mixed and male choirs into 3 categories. The first
consisted of a few songs created by German composers (Abt
and Schubert) [...]. Several songs, which, although written in
Latvian, were rather in the form and spirit of German songs.
Here we would like to mention songsby C[arl] Baumann.
Finally, the major part of the program, for us this time the
most interesting and, considering the nature of the Festival,
the most significant, consisted of four-part harmonized Lat-
vian folk melodies. (“Von dem in der abgewichenen Woche

stattgchabten lettischen Gesangfest” 1873: 6)%
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Thus, despite the tense political relationship between
both national communities, the reviewer from the lib-
eral Zeitung fiir Stadt und Land appreciated Latvian folk
music as a source for art music. Seven years later, in the
review by Zeitung fiir Stadt und Land of the Second All-
Latvian Song Festival (1880), the midsummer songs or Jizu
dziesmas are highlighted as especially ‘Latvian’:

Allother Latvian folk melodies sometimes resemble the songs
of other nations, and the minor mood which is characteristic
of the national element can be perceived as a link that unites
everyone; however, the ‘Midsummer songs” with their ligo
reflect the Latvian character in the purest, most complete
way. Each such melody is the most natural manifestation of

the Latvian folk tradition [...]. (-y- 1880)*

In the following decades, the demands of German music
reviewers grew, and the attitude towards Latvian national
topics was no longer so unambiguously laudatory. It follows,
for example, from a note by Hans Schmidt about one of
the first Latvian symphonic concerts — the program also
included compositions by Jazeps Vitols, Andrejs Jurjans,
Alfréds Kalnins, and Emils Darzins:

'The source of creative work for all of them is common — rooted
in motifs of Latvian folk music, yielding to its urge and influ-
ence. Though this feature undoubtedly seems attractive and
interesting, it still contains a certain threat. It is obvious that
cultivating nationalism too much only harms individual de-
velopment. Modern music history provides many disturbing
examples in this respect. In any art, and especially in music, a
universal and musical sense of sonic and spiritual beauty can
be admitted as the only homeland; ubi pulchre ibi patria.
(Schmidt 1906)!

Such an opinion, if it had appeared in the Latvian
language press, would most likely have received a coun-
terattack.

Another attitude to the influences on Latvian music is
found in the Russian press. One of the discussed thematic
lines related to a particular political subtext includes re-
flections on what Latvian music is closer to — German or
Russian. So, Vsevolod Cheshihin, describing the concert of
Latvian choirs on August 25, 1891, notes:

In general, the Latvian folk song is a rather unusual pheno-
menon: it fits perfectly into the Western European minor and
major system and can acquire the character of a real German
folk song (such as Mr. Vitols” arranged songs or ‘boatmen’s
song’ for the horn by Mr. Jurjans); however, it can also keep
the character of a Russian folk song which typically is almost
without modulations [...], and the mood of the music is deter-
mined by sadness, although hidden (such as in the Hangover
Song by Mr. Ozols). [...] Both the yellow color of German
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songs and the grey hue of Russian or generally Slavic melodies
are characteristics of the Latvian song that, like any folk song,

is a child of the surrounding nature. (Yemuxun 1891)*

A similar subject is also discussed by Cheshihin almost
twenty years later, regarding the arrangements of folk songs
performed at the Fifth Latvian Song Festival. In this case, he
draws even stronger parallels with Russian music:

From West Asia, Latvian ancestors brought the ancient scale
of five notes, which is also typical of most ancient Russian
folk songs. However, the medieval Gregorian moods used
by Glinka in his work with a Russian song have only recently
appeared in Latvian arrangements, under the influence of
Latvians who have studied in Russian conservatories. The
Latvian song s still waiting for its Glinka; for the time being,
itis mostly harmonized following German models that do not
‘fit’ it. Nevertheless, even in this form, the Latvian song retains
its original, partly Slavic orientation (constant fluctuations

between major and minor).** (Yemnxun 1910a)

Texts by Cheshihin have been cited several times
already throughout the article; however, in the context
of the latter quotations, it seems essential to provide a
broader insight into his personality and aesthetic views.
On the one hand, this talented literary and music critic
was very positive about the young Latvian art music — like
the afore-mentioned Hans Schmidt, he also promoted its
popularity among his compatriots by translating lyrics for
several Latvian song editions at the turn of the twentieth
century (for example, 1903 — Seven Songs for voice and
piano by Jazeps Vitols, Op. 31; a.0.). On the other hand,
Cheshihin spent his childhood and youth in an environ-
ment where opinions of Slavophiles were prevalent. His
father, Evgraf Cheshihin (1824-1888), was the editor of
the first long-standing Riga Russian daily, Rizhskij Vestnik
(Punccxuti Becmuux, founded in 1869) and an active sup-
porter of Jurij Samarin’s Pan-Slavic ideas (see, for example,
Briiggemann 2021: 336, also Jaunslaviete 2019: 59-60).
Under the guidance of Cheshishin Sen., the Rizhskij
Vestnik newspaper also sharply criticized the cultural
dominance of Germans in the Baltic provinces, including
Riga. Cheshihin Jun. started his work in the press as a con-
tributor to this newspaper (1888-1895), although later he
was a music critic for Pribaltijskij Kraj (ITpubarmuticxui
Kkpail, Pribaltijskij Listok | ITpubaimusickusi aucmox) and
the relatively liberal Rizhskaja mysl” (Puscckas moicas,
1908-1915). Compared with his father, the son was much
more tolerant in his views; however, Vsevolod Cheshihin
also strongly felt his belonging to the Russian community,
and it can explain his desire to consider ethnic Latvians as
closer to Russian and not German cultural influences. Any
autonomy of Latvia had no place in Chehihin’s national
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concept, which he described as “Russian National-Liber-
alism” (quoted after Yemaxun 2015: 109). Irina Kruminja,
a researcher of his life, characterizes his attitude to Latvia

as follows:

Cheshishin was extremely fond of this region, especially Riga;
he knew and understood its originality, but at the same time,
he too clearly felt the alienation, if not hostility, of the envi-
ronment. The mission of the ‘russifier’ which he voluntarily
took over from his father, turned out to be too difficult and
ungrateful.** (Kpymuns 1996: 137)

Conclusions

Several frames used by music critics have already been
described in previous case studies. In conclusion, they will
be categorized into larger groups to formulate the most
common ‘overframes.

In Latvian-language publications, the national color
frame was significant: it was viewed as a precondition for
valuing a work of music conceived by a Latvian com-
poser. This was, for example, expressed by Andrejs Jurjans
in his previously quoted words, “without nationality, there is
no originality” (Jurjans 1891), which he wrote in a context
of praising the tone poem Ligo svétki by Jazeps Vitols.

A similar view was manifested in the critical note by

Emils Darzins on the young Alfréds Kalnins.

And let the rustling of the birches of the homeland be the
gentle and sad song on which to tune his passionate melodies!
(Darzins 1902)

Initially, critics mainly appreciated the manifestations
of national color through folk music citations or correspon-
ding subjects. However, by the beginning of the twentieth
century, the definition was broadened to include simply
‘Latvian moods.

This frame can be viewed as a mark determined by the
historical context. In the late nineteenth and early twentieth
centuries, the academically educated Latvians had two paths
for integrating into society. One option was to merge with
either one or other of the largest national communities,
Baltic Germans or Russians, and this would provide much
faster and easier personal prosperity and authority. Krisjanis
Valdemars, the pioneer of the Young Latvian movement,
ironically described the supporters of this position as shame-
ful Latvians — kaunigi latviesi (see Valdemars 1863). The
second possibility was to prove that ethnic Latvians could
also have their own specific culture. The representatives of
the national intelligentsia, whose views were reflected in the

Latvian-language press, preferred the latter way.

The second ‘overframe’ characteristic of the Latvian-
language press can be formulated as the statement — “others
will not completely understand us”. This thought appears
in different variations, from a simple conclusion, as in the
quoted retelling of Moritz Rudolph’s article by Dienas Lapa
(“J. Vitols” 1889) until a sharp and, nevertheless, overdone
allegation by Emils Darzin$ that the Baltic German press
had almost stoned the first performers of Vitols’ Ligo svétki
(Darzing 1906)

We can also find contradictory frames when analyzing
the way Baltic German reviewers actually perceive Latvian
music. On the one hand, many articles contain an idea that
can be formulated as follows: The national color is the
main feature that makes Latvian music interesting. Some
examples of this are the quoted reviews on Song festivals,
highlighting Janu dziesma by Cimze and other folk songs
arrangements (“Von dem in der abgewichenen Woche
stattgehabten lettischen Gesangfest” 1873; -y- 1880).

However, there is also another frame. It can be found in
several reviews by Hans Schmidt (1906, 1913). Its central
thesis states that “cultivating nationalism too much only
harms individual development”. We can assume that the
emergence of this frame was determined not only by the
tendencies of Latvian music itself but also, in the opinion
of many, excessive exploitation of national ideas in various
European regions at this time.

In Russian periodicals, we also frequently find the high-
lighting of national color as the main feature that makes
Latvian music interesting. However, another aspect was
especially highlighted by Vsevolod Cheshihin (Yemunxun
1910a), namely, the view: Latvian folk music has much
more in common with Russian traditions than German
traditions, and Latvian composers should also get closer
to them.

The representatives of the three national communities
have used various rhetorical devices for influencing their au-
dience. Articles by Latvian and Russian critics are especially
rich in metaphors: music concepts are frequently explained
through parallels with nature (Jurjans, Darzins, Cheshihin)
or historical events (Zalitis, Cheshihin). German critics
are much more cautious in this respect: describing specific
compositions or performances, they prefer purely musical
characteristics related to form, instrumentation, rhythm,
etc. It can be assumed that German music reviewers in Riga
(this certainly does not apply to the entire German cultural
space) were somewhat skeptical about the programmatic
explanations of music, highlighting its self-sufficiency and
following the path marked by Eduard Hanslick in his mono-
graph Vom musikalisch-Schonen. Latvians also believed that
the atmosphere of the National Awakening could better

be represented when musical and non-musical ideas were
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linked - in the case of criticism, with metaphors, and in the
case of music itself, with programmatic titles.

Regarding other rhetorical devices, such as quotes or
catchphrases, it can be concluded that these tools are used
by representatives of all three national communities. How-
ever, their selection sometimes reflects completely different
frames — the quote by Jurjans, borrowed from Schiller (“Pie
tévu zemes dargas keries klat [...]” / O machtig ist der Trieb
des Vaterlands [...], Jurjans 1891), and the catchphrase used
by Hans Schmidt, “ubi pulchre ibi patria” (Schmidt 1906),
are almost symbolic opposites.

The three case studies presented in the paper cannot
cover the whole network of music criticism in Riga in
the late nineteenth and early twentieth centuries. How-
ever, considering that they deal with reviews of the most
authoritative Riga music critics and composers from the
chosen period, they could be perceived as essential signs
of the era reflecting its sociocultural context. The provided
studies also offer valuable material for comparison with
other multinational countries to answer the questions:
which of the discussed frames are common for different
regions, in which situations have they been used, and how
have they changed over the ages? Thus, the topic discussed
in the article also raises some significant perspectives for

further research.
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Endnotes

A shortened version of the title, Ligo, also is frequently used.
Pavadijam vienigo vacu kritiki — estétiki, kurs ar ignumu,
ar patiesu sasutumu atraidija savu vicu kolégu neparprotamo
priekslikumu — ignorér latviesu mizikn, noklusét latviesu
koncertus |...].

Young Latvians, jﬂunlatvieﬁi — Latvian intellectuals, initiators
and active participants of the so-called First Latvian National
Awakening in the 1850s—1880s.

Later (beginning in 1900), Fritz Scheel was the first music
director of the newly founded Philadelphia orchestra.

[...] eins von denjenigen Tongemdilden, in denen der Musik man-
ches Unmagliche zugemuthet wird, und die darum, selbst beim
Ve;folgm der Speciellm Inbalz‘mngﬂbe, in ihren Einzelzzigen
vielfach unverstanden bleiben, wenigstens fiir denjenigen, der
sich die zu den musikalischen Themen urspriinglich gehirenden
Gedichts-Gedanken nicht zu vergegenwiirtigen verstebt. | ...
[...] der Verarbeitung des Themas, die reich und von grofser
Mannichfaltigkeit ist [...].

Wir méchten aber von ihm vor Allem erst einmal eine Probe
absoluter, also nicht progmmmati:c/ﬂer Musik hiren.

Latviesu tautas dziesmas un citi mizikas saskapojumi, kas
uz tam dibindjas, pilnigi biis saprotami un sajitami tikai
latviesu ausim un sirdim.

Vina atnica — nezinidama, ka tani diena bis dzirdams ari
kads gabals no latviesu puses; vismazakais pa avizém par to
ne kas nebija ieprieks minéts, ki tas ar citiem koncertiem un

20

21

22

ievérojamakam kompozicijam médz notikt. — Ari kritika par-
spriedums “Rig. Tageblatta” par so kompoziciju dves tadu pasu
naidign garu.

Kuru istenu latvieti gan nepdrz‘muks priecigas jitas, redzot Sadu
attistibas soli miisu tautas dzive? Kura istena tautas mijotija
sirds gan nepukstés atraki, dzirdot skands liktus “Ligo svéthus” -
Sos vismilakos un ligsmakos senéu svétkus |...]?

Andante 4/4 sikas klusitinam ar 18 taktis garn organa punktu,
basiem velkot un timpaniem dobji dimdinot zemo G. [...] vips
lidz ar to visam pievienojis dyivmu noslépumainu krisu, kas télo
[...] nakts tumsuma vientiesigo, drizmo svéto birzi, kur piemita
[...] sencu dievi [...].

[...] bez tautibas jau nav 0rzg‘indlibﬂ:.

[...] bezmaz tika par to no vicu preses un publikas ar akmeniem
nometats.

[...] dzejnicks, kurs savas poétiskas intencijas izteic skands.
Augsi minétie gabali vél par maz latviski, vinos vél parik izma-
nams lield novérgu livika Griga iespaids. Javélas, kaut jaunais
komponists censtos turpmik vairik noklausities tantiskas skanpds.
Un dzimtenes bérzu sSalksana lai biitu td liegi sérd dziesma, uz
kuras tas lai skapotu savas jiasmigas melodijas!

Kalnins vispirms ir komponists ar noteikti latvisku, tautiskn
fizionomiju. Sis latviskums nebiit nav [..] mekléts, konvencionels
“tautiskums’, kadu més sastopam pie daudziem komponistiem,
kuri [...] grib [...] imitét tautas meldijas vai par aizpemties no
tautas materidlus prieks savim kompozicijam. Kalnins nav ne
vienu vienigu reizi savis kompozicijas apstridajis kaut kadu
tautas motivu. Sis latviskums ir vinam iedzimts, ir, ta sakot,
Jau asinis, ir vipa pasa iekséji bitiba.

Vipa ir tikpat drivma, cik drimas ir misu peléekas ziemela
debesis, cik drizmas ir miisu priedes un fgles, musu dzeltéjus?is
bérzu birzes.

Kompromiss starp tautiskd romantisma inerci un laikmetigo,
psihologiski saturigo tautiskumu |...].

A. Kaanoins npunadiescum k mero0u4eckort mxoe Aamblis-
CKUX KOMPMOSUTNOPOS, MBOPLECTNEO KOMOPbIX MECHO NPUk-
MUIKACI K AATBIUCKOTE HAPOOHOLL NECHE, BOOXHOBASETNCS U
PYK080OUMNCS €10, 1O HE K WKOAE MEAOEKAAMAYHOHHOT, bosce
KOCMOROAUMUHECKOTE 10 CBOUM Ccmpemicnusnm (Kaxos, Ha-
npumep, H. [A.] Bumoav, nedasno ROAYUYULULL 30 POMAHCDL
Linnxunckyrno npemuso).

Humem A. Kaanoino 6 00601610 nonyisprosm cmuie, 2yxc-
dom, enpoyem, mpusnarvrocmu; 4106086 K CCIMECTNEEHHOMY
MUHOPY 06yca084u8aEMm HEKOMOPOE cx00cm60 €20 ¢ [ puzom, 1o
y A. Kaanoins nem ymonuentori scencmsenorl wepsrocma,
csoticmeenton smomy “cesepromy Illoneny”; on npowe u my-
wcecmsennee Tpuza, u besysemnee e20; c60e20 coOCmMBennoz0
cmuns A. Karnwins euge ne 8vipaboman, u svicuseti dobpodemen
XYDoIACHUKA, OPUZUHANGHOCTIN, ) HE20 eye noKa HemHo20. Ho on
emje MONBKO HAYUHAETR CBOI0 MY3LIKAABHYIO KAPDEPY; MONCEM
Goimb, euye naiidem camozo cebs!

“Bodina” (Kars) 6oaee noxodura wa dunsomamuseckuii konzpecc!
Das entschiedene und feiminmge Talent des Komponisten spricht
auch aus diesen Jtngsten Publikationen. Eine vorherrschende
Beschrankung auf lettische Nationalmotive und besondere
Vorliebe fiir fiinfteilige Taktformen kinnten auf die Dauer doch
vielleicht verbingnisvoll werden. Sie engen die Phantasie und
E}ﬁndung unwillkiivlich ein, wie an so manchem norwegi:daen
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und finnischen Tonsetzer wobl zu evkennen ist. Doch hat solche
intime Kleinmalerei immerbin auch ibre speziellen Reize [...].
See also previously quoted words by Darzins about Kalnins
(his music “is just as sad as our grey northern skies, as sad as
our pines and spruces, our yellowed birch groves”: Darzins
1907).

Garus gadusimtenus tantas dvésele skuma, jo par Latvijas lau-
kiem klida svesas énas un smaceja to smaga verdzibas tumsa. | ...]
Un skiet, ka pat tagad vél $is skumjas dziesmas mums tuvikas
miisu dzives istenibai |[...].

Ferner wirkten mit ein gemischter Chor von 60 Personen |...],
der lettische Volkslieder verschiedener Komponisten vortrug
und uns einen Einblick in die Eigenart lettischer Weisen gﬂb,
die mitunter dem melancholischen Charakter des russischen

Volksliedes ihnlich waren.

[...] 6 iywmess wacmu xonyepma, 6 rapeo, Medunz noavsyemes

MATNEPUALOM NATRBIUACKO20 HAPOOHO-NECEHNO20 MBOPUECINBA:
MEAAHX0AUSL DEINPOCBEIMHASL, 6 CMEYUPULECKU-LAMBIULCKOM
Paezmamunecxcom memne, HANOMUHAIOUAL MPALHDLE MOHA
Hexomopuix nezaxceii Llenauma (3mozo, no moemy, nanboaee
AAIMBLUACKO20 143 MECTIHBIX neisarcucmos). [...] B pode aapzo
Medunea nanucana “Oneaus” Kasnvins, ucnosnennas npog.
Aywunn; aamoinicxas MunoOpHAS NECHS 38y 4um besnadexcrer
Hamezo ‘2pycmuozo 605" (kax omsvieanrcs Ilymxun o pyccxoi
npomsncrodi necne). Ho est modus in rebus: caymams maxue
anezuns 6 GoLbULOM KoAULECTRBE — BCUlYb HECREPNUMAS [...].
[...] vdcu sentimentilu t{autas) dziesmu |...].
Vina darbos neatrodam vicu sentimentali gara, tiem ir patsti-
vigs origindls raksturs, kas vietam pieslejas krievu skolai.
Die [...] zahlreichen Gesangsvortriige des gemischten und des
Minnerchores mochten wir in 3 Categorien ordnen. Die erste
bildeten einige von deutschen Componisten (Abt und Schubert)
verfafSte [...] Lieder. Wesentlich wenig verschieden von diesen
waren einige urspriinglich allerdings in lettischer Sprache ver-
JfafSte, aber doch mebr im Geiste und der Form der deutschen
Liedcomposition gehaltene Gesinge. Die Lieder von K. Bau-
mann michten wir hierher rechnen. Der iiberwiegende Theil
des Programms endlich, fiir uns diesmal der interessanteste und
in Bezug aufdie Natur des Festes der bedeutungsvollste, bestand
aus vierstimmig harmonisirten lettischen Volksmelodien.

Wenn alle iibrigen lettischen Volksmelodien hin und wieder
denjenigen anderer Nationen dhneln, wenn durch das im natio-
nalen Element vorherrschende Mollgeschlecht sich ein gemein-
sam um alles schlingendes Band evkennen lifst, so bewabren die
Jana dziesmas” mit ibrem Lihgo den reinsten, vollstindigsten
lettischen Character. Jede einzelne dieser Melodieen ist der
unverfilschte Ausdruck des lettisch Volksthiimlichen.

Thnen allen insgesamt gemein ist die Vorliebe, mit der sie sich
durch heimische Volksmotive in ihrem Schaffen anregen und
bestimmen lassen. So sympathisch und interessierend dieser
Zug an und ﬁZr sich gewiss auch anmautet, birgt er doch zu-
gleich unleugbar eine gewisse Gefabr in sich. Ueber der allzu
ausschlieBlichen Kultivierung des Nationalen erleidet die Ent-
wicklung des Individuellen nur zu leicht empfindliche Einbufe.
Die Musikgeschichte kennt hierfiir gerade in neuerer Zeit
manches warnende Bez':pid. Wie iiber/mupt schon jede, so erst
recht die Tonkunst sollte nur das eine Vaterland der allgemein
menschlichen und musikalischen Empfindung der klanglichen

und seelichen Schonbeit allein kennen — ubi ])ulcbre ibi patria.
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Boobuge aamviusckas napodnas necus npedcmasisem coboi
d0604vH0 A1060TBIIMHOE S6ACHIE: OHA BROAHE YMEUSACTICS 6
DpamMKaxX 3anadHo-e8pPONEickoz0 MUHOPA 1 MANCOPA 1 MONCEMD
IPUHUMATIG COBEPULEHHO HeMEYKUTE HAPOOHbLTL Xapaxmep (ma-
K08bL necuu eapmonusayun 2. Bumoas uiu “necs 100ounuxos”
oz sarmaopuwe 2. FOpvana), no moxcem u coxpansmo xapax-
mep pycckoti Hapodnoti necun, ¢ mpydosm modyiupyromer |...],
38yuauyert 0CHOBHOU, X0MS U CKPbLINOLL 2PYCInbro ( maxosa 3a-
cmonvas necus” 2. 03045). |...] sceamout xoropum wemenxosi
meck 1 cepultl — PYCCKOLL AL B000U4E CAABIHCKO DAI0MD OKPACKY
UNAIMBLUACKOLL ECHE, KOMOPAS, KAK U BCIKAL HAPOOHAL — OUms
oxpyscaruyeri npupodoL.

U3 sanadnoti Asun npedku aamuoiuers npurecin my nimi-
MOHHY10 OPEBHEHUY 0 2AMMY, KOMOPAS ACHUI 8 OCHOBE U
dpesnetimeri pycckodi Hapoduoti necuu. Ho obpabomxa aa-
MBLULCK O HAPOOHOTE NECHI 110 CPEOHEBEKOBDIM 2PE2OPUAHCKUM
440aM, nPUMEHEHHBIM K PYccKoi necnu Liunkow, navaraco
AU HEDABHO, 7100 BAUIHUEM AATNBIULEL, 100bIBABULIX 6 PYC-
CKUX KoHcepeamopusx. Aamvlusckas necus emye #em coezo
LiunKy; noxa ona wauge 8ce2o 2apmonusyemcs ‘we x auyy” no
Hemeyxum 06pasam. Ho daxce u 6 smom 6ude ona xpanum coi
OpUZUHANLHLE CKAAD, OMUACIIY CAABIHCKUE (NOCTROSHHBIE
KOAEOAHUS MENCOY MANCOPOM. 1t MUHOPOM).

Yemuxun 4pessvisatino 1106ui 3mom xpai, ocobenno Puzy, snan
U NOHUMAL €20 CBOCOOPA3UE, HO 8 110 IHCE BPEMS CAUMKOM O
YEMAUBO LYBCINBOBANL OIMAYHCOCHHOCT, ECAML HE BPANCICOHOCIID
oxpywcarougers cpedst. Canmkon msycerod u Hebaaz00apnoi
oxasarace muccus “00pycumens’, Komopyw on 006po8osvHo

nfp@ﬂ}l/l ont onya.

Santrauka

XIX a.pab.—XX a. pr. Ryga i§ vokiskai kalban¢io mies-

to sparciai plétési | daugiakultarj centrg. Viena vertus, tai

paskatino suaktyvéjusi edukaciné veikla, etniniy latviy
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Abstract

The stage of institutional and essential development of Ukrainian musical science is marked by revolutionary transformations in life and
culture on the platform of the modernist philosophical and cultural movement. A key role was played by a group of the first professional
musicologists in Ukraine, the Kyiv Music and Theoretical School, which should go down in the history of Ukrainian musical science. In their
organizational activities, music cultural figures and scientists used new post-revolutionary opportunities, and in scientific research they looked
at modernist philosophical theories common in the world. In their teachings on musical thinking and the structure of musical language,
Boleslav Yavorsky and Anatoliy Butskoy (Butsky) consciously or intuitively embodied the ideas of many of the West’s leading modernist
philosophers (especially Husserl, Bergson, and Warrington). Despite the rejection of their innovative views at that time from others, some of
these views remain effective and relevant today.

Keywords: Kyiv music-theoretical school, modernist tendencies, organization of music science.

Anotacija

Ukrainos muzikos mokslo institucinio ir esminio vystymosi etapas pasizymi revoliucinémis gyvenimo ir kultaros transformacijomis moder-
nistinio filosofinio ir kultarinio judéjimo platformoje. Pagrindinj vaidmenj ¢ia vaidino grupé profesionaliy muzikology, kurie turéty patekei
i Ukrainos muzikos mokslo istorija kaip Kyjivo teoriné muzikos mokykla. Organizacinéje veikloje muzikinés kultiros figiros ir mokslininkai
pasinaudojo naujomis porevoliucinémis galimybémis, o mokslinéje veikloje jie pasirinko veikti pagal bendrasias pasaulines filosofines mo-
dernizmo teorijas. Muzikinio mastymo doktrinose Boleslavas Javorskis ir Anatolijus Butskojus (Butsky) samoningai ar intuityviai jkinijo
daugelio pagrindiniy modernisty filosofy (ypa¢ Husserlio, Bergsono, Warringtono) idéjas. Nors tuo metu daug novatorisky jy sprendimy

buvo atmesta, kai kurie jy ir $iandien i8licka paveikas ir aktuals.

Reik$miniai ZodzZiai: Kyjivo muzikos teoriné mokykla, modernistinés tendencijos, muzikos mokslo organizacija, doktrina.

Introduction

The activity of scientists of the Kyiv Music-Theoretical
School of the period 1916-1924 dates back to the hey-
day of modernist tendencies in science and art in sub-
Russian Ukraine. These tendencies influenced leading
musicologists Boleslav Yavorsky and Anatoliy Butskoy
(Butsky). However, neither the scientific and organiza-
tional achievements of these famous scientists, who were
united by common views, nor their theories, which built
on a complex platform of modernist trends of the time,
have been studied. The lack of complete information
about Butskoy, who moved to Leningrad early (now St.
Petersburg, Russia), shows a need for a compilation of a
complete list of his works and mentions found in special
Ukrainian literature.

Yavorsky’s correspondence as well as the chronology
of his life and scientific work (Yavorsky 1972) offers an
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idea about his participation in public life, his scientific
and organizational activities, and his scientific-theoretical
works from this period. Many of Yavorsky’s opinions and n
conceptual provisions are set out in his work on the creative
thinking of Russian composers (Yavorsky 1987).
Butskoy’s early musical-journalistic investigations
(Butskyi 1923; Butskoi 1923) illustrate his search for the
essence of music as a special kind of art (sound) and its
possible theoretical research. A detailed review of Butskoy’s
first monograph (Lunacharskiy 1927: 40-53) consistently
assesses his main judgments about the direct data of music.
Butskoy’s later work (Butskoi 1948) is devoted to a state-
ment of his theory of structure of musical language.
Against the background of colorful modernist trends in
contemporary Western art, Kulikova (1980) revealed the
philosophical ideas of Bergson, Husserl, Warringer, and
others. Makaryk’s study (2010) points to some Western
trends in the orientation of modernism in Ukraine and



The Kyiv Music-Theoretical School in the Vortex of the Modernistic Trends of the Beginning of the Twentieth Century

the conditions of Soviet cultural policy in the 1920s. An
article on modernism by Rzevska (2011) is devoted to
musical creativity but does not reveal the relevant features
of musicological thought.

The largest group of studies of Yavorsky’s heritage
and work is devoted to the culturological, aesthetic, and
pedagogical aspects (Dzhura 2001; Martyniuk 2020; and
others). A numerically smaller group consists of research
on separate components of Yavorsky’s and Butskoy’s scien-
tific theories. Antropova revealed the question of artistic
integrity in Yavorsky’s music-historical conception (An-
tropova 2006). Zavisko and Lemishko (2016) evaluated
the theory of Yavorsky’s mode rhythm in the context of
problems of harmonious thinking. Sokol (2019) analyzed
the significance of remark-images in the conception of Ya-
vorsky’s musical style. He also initiated a generalized study
of Yavorsky’s theory (Sokol 1990), analyzing the concept
of the history of the scientist’s musical styles. Nemkovych
(20006) assessed Yavorsky’s contribution to the emergence
of theoretical issues in Ukrainian musicology. Hnatyshyn
(2018) analyzed Yavorsky’s and Butskoy’s conceptual
ideas in a chronological series of other Ukrainian studies
of mode, rhythm, form, structure, and musical language
and occasionally mentioned the musical-aesthetic tenden-
cies of interpretation of the music widespread in European
musicology. The first attempt to reveal the influences of
aesthetic-philosophical ideas of some European scientists on
the formation of Yavorsky’s views was made by Anthropova
(2010, 2015), who identified several concepts of European
scientists that found expression in Yavorsky’s theory.

The vast majority of what was published about Butskoy
consists of informative references and encyclopedic slogans.
Only Taranchenko (2014) gave an overview of Butskoy’s
multifaceted (scientific, compositional, pedagogical, and
organizational) work with an analysis of his scientific
achievements. He pointed to its “organic involvement in
the great European cultural tradition” (Taranchenko 2014:
73) inherent in Butskoy’s “ability to innovate research and
experiments,” which was revealed “primarily in the field of
modern Ukrainian theater” (Taranchenko 2014: 73). She
noticed the direct influence of the Bergson’s “philosophy of
life” had on some provisions of Butskoy’s theory.

Thus, despite some (albeit essential) views on the nature
of Yavorsky’s and Butskoy’s conceptual ideas, the reflection
of modernist trends of the day in the scientific-organiza-
tional activities and theoretical developments of the Kyiv
music-theoretical school were not set out in special works.

The intention of this publication is a comprehensive
analysis of the Kyiv period of organizational and scientific
activity of Yavorsky and Butskoy, the leading figures of the
Kyiv musical-theoretical school, which coincided with the

flourishing of modernism in European science and art. In
the course of the recently established trend - the history
of music science - clear interest “in the nature, essences,”
and functioning of music-theoretical ideas, as well as their
relationship with other ideas (Hnatyshyn 2019a: 36; 2019b:
20, 24), are laid out. So special attention should be paid to
identifying the influence of Western modernist theories
on the views of these scientists, the perception of their in-
novations by the scientific community during the years of
“cultural chaos and purges” (Makaryk 2010: 12), and the
further life of the ideas.

Kyiv branch of scientific study of music
and its leading figures

The first scientific center in Ukrainian (sub-Russian) mu-
sicology was formed and operated in Kyiv during the 1910s
and 1920s. Its appearance and ideological orientation were
underscored by two important factors. The external factor
was that the powerful development of philosophical knowl-
edge, numerous scientific discoveries, modern technologies,
and artistic experiments that took place in the West in the
late nineteenth and early twentieth centuries stimulated
people to reconsider the meaning to improve, to significantly
rework, or to create something new in all spheres of life. The
internal factor was the belief that revolutionary events in
Russia must awaken artists or give birth to new ones (in mu-
sic, of the “Beethoven type”) in order to serve a new clearly
organized, revolutionary order. Denial of the achievements
of predecessors, a new perception of reality, and the search
for adequate ways to reflect it expressed and simultaneously
stimulated a significant intellectual rise in art and science.
Traditional art forms (architecture, literature), which sought
to overcome any deterrents or to develop modern ways to
achieve the highest goal underwent significant renewal.

Those powerful changes of the modernist era found a
place in the art of music (as well as in the fine arts, theater,
and cinema), leading to revision and revolutionary changes
as in the organization of the scientific-educational process
and in the scientific-theoretical understanding of music.

By the will of fate, Yavorsky and Butskoy found them-
selves at the origins of the revolutionary development of
Ukrainian music education — in the field of science, in
particular. After graduating from the Kyiv Music School
(1898) and the Moscow Conservatory (1903), Yavorsky
returned to Kyiv, where he became a professor of music
theory at the People’s Conservatory (1915-1921) and the
newly founded Lysenko State Music and Drama Institute
(since 1918). He had a firm intention, nurtured since the
beginning of the decade (1908), to turn Ukrainian music
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education into publicly available multilevel education and

science into an original branch that was to move away from

biographical essays, occasionally covering the influence of ge-
neral culture only on the direction (ed. B. Ya.) of the creativity
of composers, without at all clarifying the process of creativity
in its innermost secrets (Yavorsky 1972: 264).

A graduate of Lysenko’s theory class at the Lysenko
Music and Drama School, Kyiv University of St. Volodymyr,
and the People’s Conservatory (in Yavorsky’s class), Butskoy
was among the organizers of the State Lysenko Music and
Drama Institute, later becoming a teacher of theoretical
disciplines there and eventually rector in 1921-1925 (Orasia
mysuaHoro 1923a: 41).

The scientific and organizational activities of
Yavorsky and Butskoy

Inspired by revolutionary events and modernist trends,
young, educated intellectuals believed in the freedom
promised to artists to destroy/change existing forms of
the world around them. Their tumultuous public activity
was reduced to lecturing (Orasia mysmanoro 1923b: 34),
aswell as organizing concerts and performingat them, and
it soon revealed an acute shortage of musically educated
people. Therefore, Yavorsky and Butskoy paid great atten-
tion to the development of a system of three-level music
education (school, special school, conservatory) and its
implementation. The teaching activities of both artists in
special music institutions were diverse. They included the
organization of the educational process (creation of facul-
ties, distribution of executive specializations, and writing
of training program and courses), selection of pedagogical
staff, and improvement of methods of profile training spe-
cialists in different areas. Professor Butskoy himself taught
the courses The Life Sources of Music and The Scientific
Fundamentals of the Techniques of Performance at the
institute (Orasa Mysu4gHOro 1923a: 41). At the same time,
he attached great importance to the creative initiative of
young people, involving students in solving problems of
study and rest. In this difficult time of radical changes — the
destruction of the old in favor of the sometimes opaque
new — concern for the preservation of artistic traditions
and the transfer of experience from experienced mentors
to young musicians led to the introduction of Butskoy’s in-
novative studio (rather than lecture) classes. In general, the
creation of the national model of the state higher musical
institution is considered Butskoy’s great accomplishment
(Taranchenko 2014: 84).

Initially, Yavorsky contributed significantly to the per-
formance of the same task. He not only tested organizational
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ideas at the newly established Kyiv People’s Conservatory,
drew up plans and programs for it in all disciplines, and
worked out projects for the reorganization of special music
education but also taught numerous disciplines, in particu-
lar, courses in music theory, introduction to the science of
music, and the history of music.

The reform of music education has revealed the prob-
lem of distinguishing between the performing specialties
of the historical-theoretical direction (actually the science
of music) into a separate (professional) type of activity. In
1917, in aletter to his student Butskoy, Yavorsky wrote that
it is necessary “as far as possible to put in the conservato-
ries the affair of music science and education of students
of the principles of this science” because theory is not
needed to facilitate the pedagogical task for performers,
but in order to, thanks to persistent analytical work, know
as deeply and comprehensively as possible the essence of
music according to the laws of its nature (Yavorsky 1972:
304-305). The originality of Yavorsky’s conception lies in
his understanding of the essence of music science as the
unity of theoretical and historical approaches (theoretical
approach to the history of music and historical approach
to its theory) (Sokol 1991: 32).

For the education of scientific staff, among Kyiv teach-
ers stood out those who combined teaching with scientific
and theoretical work and who published special articles
and monographs. Ahead of all was Yavorsky, who during
his tenure at the Kyiv Conservatory and the Lysenko Music
and Drama Institute formulated for himself (and orally
presented to Russian theorist Sergey Taneev in May 1900)
the main terms (intonation, internal auditory mood, etc.)
and some conceptual ideas of his theory. Yavorsky prepared,
published, and translated from Russian into German the
main work The Structure of Musical Speech. Materials and
Notes (Moscow, 1907-1908) and wrote textbooks on voice
exercises (Moscow 1913) and formation of mode rhythm
(Moscow 1915). This theoretical achievement presented
almostall the leading ideas of the theory of mode’s thythm,
which, as the author admitted, in general matured in him
during the Kyiv period of his life and was developed and
deepened in later works of the Moscow period.

During the Kyiv period of his life (before his move in
1925 to Leningrad), Butskoy published significantly fewer
works. This happened because much of his efforts were
devoted to organizational and pedagogical activities and
writing music for theatrical performances at the Les Kur-
bas Theater, the initiator of which in Ukraine he is rightly
considered. Nevertheless, Butskoy’s articles appeared, such
as “Music in the Creativity of Life” (1923), “The Origin of
Musical Matter” (1923), and “Music Education in Ukraine
(Report by A. K. Butskoy)” (1925). He also published a
thorough monograph called Immediate Data of Music.
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Figure 1. Teachers Nicolai Malko (Muxoaa Maasxo, sitting in the centre) and Anatolyi Butskoy
(Amnaroaiit Bynpxuit, right to Malko, wearing the white shirt) among the students of the M.V. Lysenko Music
and Drama Institute in Kyiv, 1924-1925 (photo credit: "AepxaBHuii MysH4HO-ApaMaTUYHHIL IHCTHTYT
imeni M. B. Aucenxka." Bixinedis, 29 October 2022,
hteps://uk.wikipedia.org/wiki/ Aepxasuuii_mysuano-gpamarnunuii_incruryr_imeni M. B._Awucenxa)

Experience of Introduction to Music (Kharkiv, 1925). His
monograph The Structure of a Musical Composition: Theo-
retical Foundations of The Analysis of Music Compositions was
published in Leningrad in 1948. However, the Leningrad
period of the composer’s life, which lasted until his death in
1965, and in particular his scientific heritage (as well as the
works of Yavorsky in Moscow), is little known in Ukraine
today. It seems that the mentioned monograph was the last
notable achievement of the scientist, and the views expressed
in it retain a clear Ukrainian origin.

Other Kyiv theorists, whose affiliation to the school
is unquestionable (such as Lubomyrsky, Protopopov,
Alshwang, Kozytsky, Volter, Kulakovsky, and Nadenenko)
limited themselves to propagating the views of their col-

leagues in education courses, textbooks, and the press.

Ideas of Western modernism in the theories of
Yavorsky and Butskoy

Uniting around the original ideas of the prominent
Ukrainian (and Russian) scientist-musicologist Yavorsky,

a group of like-minded people showed rapid changes in

culture and art and the organization of music education as
well as revolutionary views in science. They were in tune
with the Western modernist philosophical and aesthetic
views well-known in Ukraine, which led to qualitatively
new processes in the creation of Western European and
Russian composers.

Ukrainian modernism focused on the West in an ef-
fort to (re)comprehend cultural life. The cultural figures
embarked on the path of “replacing the old ideal of life
with an ideal new” (Butskyi 1923: 15): deviation from the
tradition of the nineteenth century (according to Butskoy,
from the “historical inertia”), blurring the line between art
and life, appeals to the irrational, and the absolutization of

artistic-expression means. Ukrainian modernism:

Presupposed for Europeanization, cosmopolitanism, intel-
lectualism, and aestheticism, that is, an open culture that was
notinterested in a narrowly defined national culture, although
it borrowed freely from previously forbidden local traditions.
(Makaryk 2010: 15)

Yavorsky’s modernism presented cosmopolitanism as an

attraction to the supranational because the scientist wrote:
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Music produces (has not yet developed) a universal language
that is understood by all peoples. Any movement towards
the individualization of pronunciation leads to disunity, as
the language becomes incomprehensible to the majority.

(Yavorsky 1972: 443)

Realizing that the attention to the ethnographic ex-
pression in Ukrainian culture went far beyond linguistic
(even musical-linguistic) boundaries (because it provided
for “Ukrainianness, patriotism, conservatism and realism”)
(Makaryk 2010: 15), Yavorsky himself analyzed folk songs,
elaborated them, and often discussed with his students
(Ukrainian composers Hryhoriy Veryovka and Mykola
Leontovych) the principles of processing folk songs. The
scholar’s testament was to interpret the song pattern “as a
manifestation ... of appointed consciousness” (Hnatyshyn
2018: 325). The idea of the need for the composer to freely
study the original melodic pattern in order to express the
“creative energy of the appointed people” is fully consistent
with the Husserlian idea of the freedom of a “world-creative”
personality, which determines reality as well as organizes and
shapes its manifestations (Kulikova 1980: 66). Yavorsky’s
attention to folklore and his understanding of the psycho-
physiological nature of the phenomenon of musical language
looked like a manifestation of internationalism in music.

Thanks to Yavorsky, for the first time in Ukrainian
science, aesthetic principles were based on logic (his mode
theory) - the internal laws of musical matter, which provide
objective knowledge about music. The phenomenological
theory of the German idealist philosopher Edmund Hus-
serl, with its logic of scientific knowledge aimed at a “pure”
essence separated from being and practice, correlates with
Butsky’s attention to music as such. Despite his declara-
tion of music as a social phenomenon, in the Kiev period,
Butsky in practice analyzed mainly the sound fabric of the
work, consisting of sounds and their logical relationships,
and hence complexes, considering them “immediate data
of music” (direct indicators of music) that do not require
additional external (empirical) confirmation (Lunacharskiy
1927: 44). The modernist idea of creating a pure essence by
intellectual intuition (Kulikova 1980: 78) without taking
into account external factors manifested itself in Butsky’s
position on the close connection (follow-up) of each suc-
cessive musical construction with the previous one in the
process of musical thinking that “feels by man as a certain
internal necessity” (Lunacharskiy 1927: 47). Another thing
is that the artist creates the meaning of music in accordance
with his imagination - “sensory reflections in the minds of
objects and phenomena of the real world” (Butskoi 1948:
47). So, although Butskoy’s music did not rise above life,
he saw it as a means of ordering it through the subjective
thought of the creator.
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Yavorsky was the most philosophically minded Ukrain-
ian musicologist. He is one of the few music theorists in Kyiv
who in the years of heated discussions about space and time
in science embodied an idea developed in those years not
of the emptiness of space, but of its “filling with motion,
fields of energy,” which belonged to “Einstein’s theory of
the space-time continuum” (Makaryk 2010: 38, 39).

No wonder Yavorsky was particularly interested in two
elements of the musical material, pitch and time, which
was in the interest of the mode (as a height dimension)
and rhythm (as a temporal one). Thus, “the musical work
was seen by the scientists as the unfolding of order in time”
(Hnatyshyn 2018: 187). Similarly, Butskoy proposed in his
theory of the syntax of musical language to understand music
“as an organized flow in time” (Butskyi 1923: 15). Music’s
sound mactter is created not by sound as such, but by “expres-
sive, clearly perceptible relationships between certain sound
complexes.” As for time in music, Butskoy (like Yavorsky)
differentiated between meter and rhythm, hence the defini-
tion of music as “the art of intonation and rhythm of life,
transformed into special sound symbols” (Butskyi 1923: 16).

Since the theoretical positions of Henri Bergson, one
of the most popular philosophers and art theorists in the
West, were the starting point in the practice of modernist
art, his position on intuition as a mystical act of compre-
hension of life was reflected in Yavorsky’s introduction of
the concept of “internal auditory adjustment,” which he
considered higher than the direct (intuitive) figurative per-
ception of the world because, as the “original organization
of creative thinking” (Yavorsky 1987: 73), it is conscious
(controlled by humans) and goal-oriented (Hnatyshyn
2018: 383). Bergson’s ideas about the internal energy in
Yavorsky’s theory manifested themselves as “energy filling”
between instability (“failure”) and stability (“resistance”)
(Hnatyshyn 2018: 324). Hence, Yavorsky interpreted the
melody as “the unfolding in time of the potential energy of
a certain order” (Hnatyshyn 2018: 248), which coincided
with the views of Ernst Kurth, who understood melody
notas “asimple comparison of tones, but [as] their primary
continuous connection ...” based on the internal energy of
the sound flow (Hnatyshyn 2018: 249).

In his theory of the six principles of musical construction,
Yavorsky saw the logic of creative thinking in the sequence of
the different energy structures of the work and their sturdy
causal-consequence connection (Hnatyshyn 2018: 353).

Bergson’s idea of “life impulse” obviously inspired
him to reveal the logic of the process of unfolding music
because the basis and essence of the “architectonics of a
musical composition” Butskoy considered procedurality,
a long chain of thematic constructions which, as they are
perceived, are synthesized in the listener’s mind into a
complete image of the work. Therefore, he called for the
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realization of the fluidity of the unfolding of the form in
time (Hnatyshyn 2018: 330).

Modernist theories have influenced the art of music
as well as theater. The “Sincere Modernist” (Makaryk
2010: 33) Les Kurbas was conquered by the economic,
social, and class conflicts in Western European classics in
modern plays, where he experimented with methods of
transmitting movement, thythm, and form. Influenced by
the Western modernists (for example, Reinhardt), Kurbas
demanded appropriate music, which was to symbolically
embody movement and visual sensations. Concerned by
the producer’s stage innovations, Butskoy was the first
composer to respond to the need to create music for his
performances. From 1923 to 1924, he wrote for Kurbas’s
troupe atonal music unusual for Ukrainian citizens for
various performances in terms of content and aesthetics:
Gas (based on a play by Kaiser), Jimmy Higgins (by Sin-
kler) and Macbheth (by Shakespeare). The loss of musical
scores does not allow us to analyze the musical text of the
composer, but the memories of the actors recorded unu-
sually emphasized rhythm, bizarre imagery, and illusory
feelings, which together caused a flurry of emotions in the
audience. One of the reviewers noted that the music in
Gaz had an independent significance in the development
of the action because it reproduced “the movement of
cars, gas explosion, noise and fury of the crowd” (Xponika
MUCTEI[BKOTO: 24).

Bergson’s interpretation of matter as a set of images
correlates with the understanding of imagery in Yavorsky’s
music: he believed that music deals with images of a gen-
eralized nature, which reflect not so much concrete facts
as life processes (Yavorsky 1972: 222). This indicated the
emergence of semiotic ideas in Ukrainian musical science.

However, Yavorsky did more than embody the ideas of
Western modernism: many of his views were in agreement
or ahead of later philosophical trends. This applies, in par-
ticular, to the abovementioned theory of the six principles
of musical construction, which in its developed form (in
manuscript explorations of 1916-1920 such as Construc-
tion, Notes on the History of Music, Personality, Thought,
Musical Thinking, What Does the History of Music Consist
of, History of Phases, etc.), emerged as “6 stages of histori-
cal development of our ideas about the world, our thought
process, our ability to reflect this world in science ... and in
art” (Hnatyshyn 2018: 324).

Yavorsky’s concept of historical styles correlates with the
cyclical concept of stylistic evolution of the Swiss theorist
and art historian Heinrich Wolfflin, popular in the 1920s,
set out in Kunstgeschichtliche Grundbegriffe: Das Problem
der Stilentwicklung in der neneren Kunst (Bruckmann,
Miinchen 1915). However, in contrast to Welflin’s signifi-
cant external “form” of works of art as a factor of stylistic

changes, the focus of Yavorsky’s thought was directed on
changinga person’s musical thinkingand emotional percep-
tion in the process of biological life. This position, which
emerged from Yavorsky’s multifaceted teachings, is close
in concept to that of his contemporary, the art theorist
Schmidt. In his work Ar¢: His Psychology, His Style, His
Evolution (1919), the latter called for determining the laws
of development of art in view of the “biology of mankind”
(Shmit 1919: 15). Thus, the system of “six styles of art”
developed by scientists at the psychophysiological level
corresponds to the system of six stages of historical devel-
opment, which means the reproduction by both scientists
of a spiral model of art culture, in which the last style is the
beginning of the next round.

Strangers to Soviet science

The situation that arose as a result of the revolutionary
events in Kyiv in 1918 complicated the scientific work of
the creative intelligentsia.

Bolshevik leaders rightly saw in the intelligentsia, especially as
the so-called “traditional” bearer of democratic traditions, an
ideological opposition that did not fit into the socio-political
model of the “proletarian state” aimed at suppressing any
resistance. (Avtushenko, Buhlai: 82)

If at first the “intelligentsia was given the role of cultural
avant-garde,” it soon won “permanent party-state control”
(“party leadership”) over the intelligentsia, considering the
latter asa means to achieve a certain political goal (Avtush-

enko, Buhlai: 83). Today it is also noted that:

Under conditions of terror, the intelligentsia was intimidated
and demoralized. Conformism, social apathy, political and spi-
ritual adaptation replaced the best ethical and moral-political
traditions of which it was the bearer. (Avtushenko, Buhlai: 91)

Initially, favorable conditions were created for Yavor-
sky as well as for Butskoy for the implementation of their
numerous plans and ideas. However, as carly as 1917,
Yavorsky predicted that “the gospel parables of the invited
and uninvited to the feast will soon come true” (Yavorsky
1972: 302). But the refined intellectual still continued “to
do his thing” (author’s breakdown) (Ibidem) and did not
embark on the path of conformism. Only the feeling of
physical danger of refusing to “create” in accordance with
the ideological guidelines of the totalitarian system forced
Yavorsky to move to Moscow in the spring of 1921, even
though he was unsure of the domestic or financial condi-
tions there.

The Russian intellectual Butskoy, who moved to Len-
ingrad in 1924, also fled political repression.
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In Moscow, Yavorsky worked in various positions (head
of the department of music school Holovuprprofosvita,
teacher of the First State Music College), where he could
promote his plans and ideas. However, Yavorsky’s teachings
in Moscow were not accepted by all (his opponents, who
were recognized by the authorities as supporters of old theo-
ries and devoted to the Marxist-Leninist doctrine). Among
those who did not favor his teachings were Chelyapov,
president of the State Academy of Arts; the then rector
of the Moscow Conservatory Pshybyshevsky; influential
musicologists Keldysh; Ryzhkin; Mazel; and Shteinpress.
Jaworsky’s theory was accused in unaccordance with Marx’s
ideology. But in fact, Soviet musicologists did not accept
the scientist’s approach to the study of music and its nature.
The scientific approach of the scientist was enriched by
modern philosophical ideas and artistic innovations, and
did not provide for the consideration of the broad socio-
cultural foundations (basis) of music (such as different from
classical musicology Soviet musical knowledge). Appar-
ently, Yavorsky’s moral position, which in the conditions
of anti-religious hysteria manifested itself in the attention
to the spiritual content of Bach’s works, was also important.
Finally, “after Yavorsky’s theory was officially criticized, its
author was relieved of his post and [he] worked as an editor
at the Muzgiz publishing house (1932-1939)” (Kholopov
2006: 375).

Related to this is the threefold (from 1935 to 1940)
violation of the question of awarding Yavorsky the scientific
degree of Doctor of Arts at the Moscow Conservatory
(Yavorsky 1972: 669), which was positively resolved only
in February 1941.

Yavorsky’s innovative organizational achievements left
their mark both in the all-union development of succes-
sive levels of musical education and in the definition of
many directions in the development of the young musical
science (ladology, formology, musical aesthetics, musical
semiotics, stylistics, etc.). Yavorsky’s teaching itself had a
great influence on the development of applied music theory
and musicological thought (he introduced into scientific
circulation many of today’s terms and concepts) in the

USSR and beyond.

The fundamental value of Yavorsky’s ideas is evidenced by
the fact of “repeated” discoveries of some of them in the West
(by Messian in the book Technique of My Musical Language,
1942; Lendvai in a number of studies on Bartok since 1955).

(Kholopov 2006: 394)

A similar fate befell Butsky (then a doctor of arts) in
Leningrad, shortly after the publication of his monograph
The Structure of a Musical Composition (1948). The book
was described as “deeply vicious, idealistic in its metho-
dology, anti-historical in its approach to musical facts, one
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that instills formalism in the field of music theory” and
“anti-patriotic,” and its author was dismissed from the post
of dean of the theoretical faculty and head of the Depart-
ment of Music Theory of the Leningrad Conservatory in
1949 (Hnatyshyn 2018: 330). As a result of deprivation of
scientific influence, his theoretical work had to be replaced
by administrative and pedagogical work, and writing music
for theatrical performances.

Conclusions

The Kyiv Music-Theoretical School was the first group
of musicologists in Ukraine united by a common purpose
(building the structure of national music education, search-
ing for the content of music science and directions of its
scientific research) and by basic ideas of music theory re-
search. The brightest representatives of the school, Yavorsky
and Butskoy, in a short time managed to develop a three-
level structure of music education (Yavorsky) and to point
out possible scientific interests (Yavorsky, Butskoy). The
embodiment by musicologists of the widespread modern-
ist ideas proves the initial affiliation of Ukrainian musical
science to Western intellectual history, later leveled by the
Soviet reformatting of the science of music (musicology),
as formalistic, into the science of musical culture (music
knowledge). However, the use in scientific circulation of
numerous innovations of Yavorsky and Butskoy indicate the
survivability of many of their ideas, which often involved
modern research, especially those that take place on the
border of different sciences: philosophy, psychology, logic,

and semiotics.
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Santrauka

Ukrainos muzikos mokslo institucinio ir esminio vysty-
mosi etapas XX a. pradZioje susijes su pirmosios Ukrainos
profesionaliy muzikology grupés, kuri turéty patekti j
Ukrainos muzikos mokslo istorijg kaip Kyjivo teoriné
muzikos mokykla, veikla. Zymiausi jos atstovai buvo Boles-
lavas Javorskis ir Anatolijus Butskojus. Savo tyrimuose $ie
mokslininkai pasitelke Vakaruose paplitusias modernistines
filosofines teorijas, jiems buvo artimos gyvenimo filosofijos
krypties atstovy pazitros. Sios krypties principai ypac tiesio-
giai susije su Zmogaus kiiryba, muzika (Husserlio, Bergsono,
Wolflino mintys). Pranciizy filosofo Henri Bergsono filo-
sofija, kurioje i$ryskéja trukmés samprata, gyvenimo kaip
nenutritkstamos kirybos idéja, jsikinijo Butskojaus teigi-
niuose apie besiskleidzian¢io muzikos proceso logika. Jis
mangé, kad muzikos krinio architekeiiros pagrindas ir esmé
yra proceduriskumas, ilga teminiy konstrukeijy grandiné.
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Straipsnyje aptariamos paralelés rodo, kad muzikolo-
gine mintis Ukrainoje savo formavimosi pradzioje buvo
neatsicjama nuo Europos filosofiniy krypéiy. Pavyzdziui,
Edmundo Husserlio idé¢ja ,gryna logika® savo esme kore-
liuoja su Javorskio ir Butskojaus démesiu sudedamiesiems
muzikinio audinio elementams kaip perteikiantiems garso
meno turinj. Husserlio teiginys apie intuicijg kaip mistiska
egzistencijos supratimo veiksma padaré jtaka Javorskiui
plétojant ,vidinés klausos derinimo“ sgvoka kaip prading
karybinio mastymo organizacija.

Formalus $veicaro Heinricho Wolflino metodas vizu-
aliyjy meny istorija interpretuoti kaip Zmogaus dvasiniy
buseny pasikeitimg atsispindéjo Javorskio plétotoje ,isto-
rijoje be vardy®, kurioje muzikos istorija aiskinama kaip
periodinis (formos) turinio pakeitimas, muzikos pobudis
priklausomai nuo Zmogaus amziaus, muzikinio mastymo.
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Anotacija

M. K. Ciurlionis, C. Sasnauskas, S. Simkus, J. Naujalis, J. Tallat-Kelpsa, T. Brazys — lietuviy muzikai, dar XX a. pr. puoseléje idéja jkurti
konservatorija Vilniuje. Ta¢iau 1918 m. nepavykus gauti Lictuvos Tarybos pritarimo, tinkamy patalpy mokyklai ir uztikrinto valstybés
finansavimo, pasirinkta nuosaikesné strategija. Valstybinés muzikos mokyklos jkirimo Kaune aplinkybeés iki Siol buvo tik fragmentiskai
paminétos, tatiau archyviné medziaga ir to meto periodikoje publikuota informacija skatina atkurti jvykiy seka ir konstruoti i§samy istorinj
naratyva apie 1918-1920 m. jvykius. Pra¢jus Simtui mety $iuo tyrimu sickiama atskleisti istorinj konteksta, papildyti ar patikslinti turimas
Zinias apie $ios muzikos mokyklos jkurima.

Reik$miniai ZodZiai: Valstybiné muzikos mokykla, Lictuvos konservatorija, Juozas Naujalis, Juozas Tallat-Kelpsa, Lietuvos meno karéjy
draugija, tarpukario Lietuvos muzikos istorija, Kaunas.

Abstract

Back in the early twentieth century, Lithuanian musicians Mikalojus Konstantinas Ciurlionis, Ceslovas Sasnauskas, Stasys Simkus, Juozas
Naugjalis, Juozas Tallat-Kelpsa, and Teodoras Brazys fostered the idea of establishinga conservatory in Vilnius. However, in 1918, upon failing
to get the approval of the Council of Lithuania, appropriate premises for the school, or guaranteed state funding, a more moderate strategy
was chosen. To date, the circumstances of the establishment of the State Music School in Kaunas have been referred to only episodically,
while the archival material and the information published in the periodicals of that time make it possible to recreate the sequence of events
and to construct a detailed historical narrative about the events of the period of 1918 through 1920. One hundred years later, the study aims
to reveal the historical context as well as to supplement or specify the existing knowledge about the establishment of the State Music School.
Keywords: State Music School, Lithuanian Conservatory, Juozas Naujalis, Juozas Tallat-Kelpsa, Lithuanian Association of Art Creators,

interwar history of Lithuanian music, Kaunas.

Muzikos mokymo pradzia Lietuvoje sicjama su Vilniaus
katedros ir Vilniaus universiteto veikla, XIX a. dvary ir
miesty privatiomis muzikos mokyklomis. Jos tik i§ dalies
tenkino norindiyjy muzikuoti poreikj ir turéjo labai ribotas
ugdymo galimybes (Budzinauskien¢ 2008: 24). XX a. pra-
dzioje, atgavus nepriklausomybe, Lictuvoje nuo pat pirmyjy
mety buvo susiripinta nuosekliu menininky rengimu, su-
darytos salygos sistemingai plétoti muzikinj ugdyma. Vals-
tybinés muzikos mokyklos jkirimas 1920-aisiais laikytinas
profesionaliy muziky ugdymo proceso institucionalizavimo
valstybiniu lygiu pradzia.

Paradoksalu, kad iki dabar to meto jvykiai, mokyklos
steigimo prielaidos ir karimosi aplinkybés liko beveik nenag-
rinétos, skirtingai nei dailétyroje — ¢ia atlikta i$sami analo-
giskos institucijos veiklos analizé. 1922 m. jsteigtos Lietuvos
meno mokyklos (Kauno meno mokyklos) i$samis istorijos
tyrimai paskelbti keliuose leidiniuose: Apolonijos Valiuskevi-
¢itités monografijoje ,Kauno meno mokykla“ (1971, 1997),

papildytame Dalios Ramonienés parengtame Kauno meno

mokyklos mokiniy sagvade (2006) ir Raimondos Kogelytés-
Simanaitienés sudarytame straipsniy rinkinyje ,Modernios
Lietuvos dailés istakos: Kauno meno mokykla“ (2008).

Valstybinés muzikos mokyklos jkarimo ir veiklos
pradzios paradigma suformavo vos keletas teksty: Juozo
Naujalio oficialis rastai ir laiskai (Juozas Naujalis 1968),
Juozo Zilevitiaus publikacija ,Muzikos almanache®
(Zilevitius 1924) ir mokyklos gyvavimo desimtmetiui
i$leistame leidinyje publikuota veiklos apzvalga (Gruodis
1930). Visuose juose pateikiama faktologiné medziaga,
esama empiriniy duomeny, ta¢iau jie vertintini tik kaip
$altinis nuodugnesniems tyrimams. Tarpukario Lietu-
vos muzikiniam gyvenimui skirtuose fundamentaliuose
muzikos istorijos tomuose (Gaudrimas 1964; Lietuvos
muzikos istorija 2009) mokyklai skiriama vos po keleta
konstatuojamojo pobudzio puslapiy, o jkarimo aplinkybeés
i$samiau nenagrinétos.

Nuo 1927 m. mokyklos direktoriaus pareigas ¢jes
kompozitorius Juozas Gruodis jkirimg apraso itin
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lakoniskai, mokyklos pradzios istorija i§ esmés telpa tri-

juose sakiniuose:

Jau 1918 m., jsikarus Lietuvos Tarybai, buvo daroma pastangy
isteigti muzikos mokykla Vilniuje, bet vélybesni politiniai
jvykiai ta darba sutrukdeé. Tik persikélus valdziai j Kauna, tas
klausimas i§ naujo buvo atgaivintas. Susibarus Kaune daugu-
mui pasireiSkusiy Lietuvos muziky, J. Naujalis, vyriausybei
padedant, 1919 m. atidaro platesng privacia muzikos mokykla,
kuri 1920 m. ir buvo suvalstybinta. (Gruodis 1930: 17-18)

Aprasyme neatsispindi nei mokyklos jkurimo prie-
laidos, nei istorinis kontekstas, nei jkaréjy ambicijos, o
vardijami faktai reikalauja patikslinimo. Sio tyrimo tikslas
yra detaliai atskleisti Valstybinés muzikos mokyklos jka-
rimo aplinkybes, papildant iki $iol neskelbtais faktais ir
rekonstruoti patj steigimo vyksma, iSrySkinant pagrindines
jo figtiras ir sickius. Tyrimui pasitelkta archyviné medziaga
(Svietimo ministerijos, mokyklos dokumentai), saugomi
Lietuvos centriniame valstybés archyve (toliau - LCVA)
ir Lietuvos literatiiros ir meno archyve (toliau — LLMA),
periodikoje skelbta informacija ir publikacijos, amZininky
prisiminimai ir tyréjy jzvalgos. I§ detaliy atkuriant jvykiy
seka iSryskéja daug proceso trukdziy, svyravimy ir kom-
plikacijy, kurias galime jvardyti kaip muzikos mokyklos

karimosi peripetijas.

Lietuvos konservatorijos vizija

XX a. pradzioje, ypa¢ po Pirmojo pasaulinio karo,
kaimyninése $alyse viena po kitos buvo atidaromos konser-
vatorijos. 1919 m. jkurta konservatorija Rygoje, sckmingai
procesui vadovaujant Jazepui Vitolui. Vadinamosios ,,liau-
dies konservatorijos” steigiamos Baltarusijoje: Vitebske
(1918), Gomelyje (1919) ir Minske (1920). 1919 m.
ikurta Talino muzikos mokykla 1923-iaisiais pervadinama
Talino konservatorija (bet tik 1935-aisiais suvalstybinama).
Ukrainoje XIX a. antroje puséje didziuosiuose miestuose
veikusios Rusy muzikos draugijos mokyklos XX a. antra-
me desimtmetyje pertvarkytos j konservatorijas (Kyjive ir
Odesoje — 1913, Charkive — 1917). Analogiskas siekis kilo ir
Lietuvoje, ta¢iau dél itin sudétingy istoriniy ir ekonominiy
salygy!' $is procesas uztruko.

Konservatorijos jkiirimo Lietuvoje viltj aptinkame
dar amziaus pradZioje radytuose Mikalojaus Konstanti-
no Ciurlionio laiskuose. 1907 m. gruodzio 16 d. laiske
Bronislavai Volmanienei Ciurlionis raso apie ketinimus
dirbti Zenono Jakubovskio vadovaujamoje muzikos
mokykloje Vilniuje: ,Gal ilgainiui pasiseks man paveikti
pona dirckeoriy, o tuomet turésim tikra konservatorija”
(M. K. Ciurlionis 1960: 206). 1909 m. lapkritj laiske
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zmonai Sofijai uzfiksuoti konkretesni svarstymai ir keti-
nimai, kile bendraujant su Ceslovu Sasnausku. Diskusija

atpasakota gana detaliai:

Suko man galva dél konservatorijos Vilniuje, kad butinai a§
turiu bati direktorium. [...] Reikig atidaryti kursus vargoninin-
kams ir rupintis leidimu atidaryti , Tauting Konservatorij“. Jis
leidima galjs gauti, o kitkas niekai. Kapitalo reikia 1000 rubliy.
»Tukstantis — tai mazai®, — aiskinu. Bet jis taip uzsidege, kad
laidavo, jog butas bisias dovanai, o fortepijony daug nereikia,
1 - uzteksia — pora profesoriy ir viena fisharmonija, o kai rei-
kalas gerai eis, tai galima bus dar viena fortepijona i$sinuomoti!
Vienu zodziu, Ciurlionio Tautiné Konservatorija jau beveik

gatava. (M. K. Ciurlionis 1960: 260)

Nei Ciurlioniui, nei Sasnauskui tai jgyvendinti nebuvo
lemta, ta¢iau tiketina, kad jy mintys pasické su Ciurlioniu
Peterburge besibi¢iuliavusj Juoza Tallat-Kelpsa ar ten pat
studijavusj ir dirbusj Stasj Simky. 1918-aisiais paskelbus
nepriklausomybe nacionalinés konservatorijos ar ,,platesnés
muzikos mokyklos“ idé¢ja tapo aktualesné.

Pirmasis realus méginimas jsteigti konservatorija Vilniu-
je, kurj jvardijo ir Gruodis, 1918 m. birZelio 15 d. Lietuvos
Tarybai pateiktas pradymas:

Norime jsteigti sostapilé¢je, Vilniuje, konservatorija [...]
Kadangi masy materialiskomis spélionémis sunku bus $j
sumanymg jsigalinti, kreipiamés j Lietuvos taryba, prasyda-
mi, kad $i jstaiga pripazinty [konservatorija] kaipo Lietuvos
valstybing ir atsakandiai subsidijuoty. (Juozas Tallat-Kelpsa
1983: 306)

Teikimg pasira$¢ Naujalis, Teodoras Brazys ir Tallat-
Kelpsa. Pastarasis mokyklos vizija tuo metu pristaté ir
spaudoje straipsnyje ,Muzikos mokyklos reikalu® (Tal-
lac-Kelp$a 1918: 2). Publikacijoje raSoma apie butinybe
nepriklausomybe atktrusiai Lietuvai artimiausiu laiku
turéti ir visas reikalingas kultaros jstaigas, apie poreikj
meno ,zidinio®, kuris telkty muziky pajegas ir jas ,tinkama
lietuviy meno dvasia“ aukléty: , Tokiu Zidiniu tegali bati
valstybés palaikoma, rimtai pastatyta muzikos mokykla,
kuri ilgainiui pavirsty tautine konservatorija:* Straipsnyje
i$vardytos ir planuojamos klases, visiskai atitinkandios ty
laiky konservatorijy budingaja programos saranga: vargo-
nai, dainavimas, fortepijonas, smuikas, kompozicijos teorija,
violonéel¢, variniai ir mediniai pu¢iamieji. Be to, planuota
mokyti bendruyjy dalyky: elementariosios muzikos teorijos,
solfedzio, harmonijos, baznytinio giedojimo, instrumen-
tuotés, muzikos istorijos ir estetikos. Pasak Tallat-Kelpsos,
»tokia mokykla ir turime jkurti Vilniaus sostinéje” (Tallat-
Kelp$a 1918: 2).

Deja, kaip véliau paaiskéja i§ laisko Petrui Olekai, ,, Ta-
ryba pripazino samata per didele ir atgal grazino® (Juozas
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Tallar-Kelpsa 1983: 306). Nors apie $ig ambicingg pastanga
buvo pladiai Zinoma tarp muziky, tai savo rastuose mingjo
Naujalis, Gruodis ir kiti. O kaip tik konservatorijos jstei-
gimo Lietuvoje dar teko gerokai palaukd, tiksliau — daug
kg d¢l to nuveikei. Pats jkirimo sickis nickada nebuvo pa-
mirStas, aiSkiai minimas jvairiuose kontekstuose. Mokyklos
ikarimo istorijoje kertinémis asmenybémis tapo 1918 m.
Lietuvos Tarybai pristatyto teikimo iniciatoriai: Naujalis

ir Tallat-Kelpsa.

Juozo Naujalio privati muzikos mokykla Kaune

Naujalis tuo metu jau turéjo pedagoginio darbo ir mo-
kymo proceso organizavimo patirties; jo surengti vargoni-
ninky kursai (1894 m.), jkurta Sv. Grigaliaus vargonininky
draugija (veiké nuo 1907 m., jteisinta 1911 m.) bei vargo-
nininky mokykla (veiké nuo 1913 m., jteisinta 1914 m.)
smarkiai prisidéjo prie Lietuvos muzikos kultiros augimo ir
sklaidos. Turimos Zinios ir jgudziai, parengta vargonininky
mokyklos programa tapo rimtu pagrindu, pasak Gruodzio,
»platesnei privaciai muzikos mokyklai®, kartu ir busimai
konservatorijai.

Gana pladiai buvo Zinoma tai, kad Naujalis buvo pateikes
pras$yma vokie¢iy valdZiai dél muzikos mokyklos steigimo
Kaune. Taciau dalis aplinkybiy Saltiniuose neminimos, taip
pat esama klaidy. Visy pirma, nesumenkindami Naujalio
ind¢lio, darome priclaida, kad prasymo tekstas buvo tas
pats, kurj 1918 m. vasara jis parengé kartu su Tallat-Kelpsa.
Apie tai $is uzsimena laiske Olekai: ,Buvome i8dirbg rasta
vokie¢iams jteikti” (Juozas Tallat-Kelpsa 1983: 306). Antra,
Naujalis vokie¢iams Kaune pateike prasyma dél konservato-
rijos steigimo ir leidimas buvo gautas. Tai detaliai atskleidé
Arkadijus Presas straipsnyje apic Naujalj paskelbdamas visa
leidimo tekstg vokiediy kalba. Jame pasitvirtina ir prielaida
dél teikimo uzmojo: Naujaliui leista atidaryti konservatorija
(Konservatorium fiir Musik) (Presas 1924: 214). Ir dar vienas
patikslinimas: Naujalio praSymas (d¢l steigimo) vokie¢iy
valdzig pasieké 1918 m. rudenj.? Zilevitiaus straipsnyje
(1924), taip pat gerokai véliau Onos Narbutienés parengtoje
monografijoje (1968) nurodoma, kad tai padaryta 1917 m.,
tadiau, pasak Preso, savo publikacijoje jis pataiso ,,maza ne-
tiksluma, jsiskverbusj Zilevi¢iaus straipsnin t. y. leidimas
gautas ne 1917, o 1918 m. rudenj, lapkric¢io 6 d. (Presas
1924: 214). Deja, $iuo leidimu dél patalpy ir finansinio
palaikymo trikumo nebuvo pasinaudota.

1919 m. pradzioje Lietuvos valstybinéms jstaigoms
persikrauscius | Kaung, buvo gautas ne tik leidimas steigti
muzikos mokykla, bet ir subsidija (20 000 auksiny) (Juozas
Naujalis 1968: 76). Taigi dalinis valstybés finansavimas,

skirtas faktiskai pirmaisiais valstybés veiklos ménesiais,

iliustruoja ir valdzios nuostaty: pagal iSgales remti besi-
formuojancius kultiiros zidinius, neatidedant jy rémimo
»geresniems laikams®. Tad buvo sudarytos salygos muzikos
mokyklos pradZiai.

Kaip véliau ras¢ Naujalis: ,Muzikos mokyklos darbai
prasidéjo 1919 metais kovo ménesj maloniai kun. Ol$ausko
duotame bute: buvo tai keli kambariai tre¢iame ,,Saulés”
gimnazijos aukste, kur sutilpo keli fortepijonai® (Juozas
Naujalis 1968: 76-77). Renkantis patalpas jtakos galéjo
turéti ir tai, kad Naujalis nuo 1917 m. spalio 1 d. dirbo ne
tik Kauno katedros vargonininku, bet ir ,, Saulés* gimnazijos
mokytoju. Gautos dotacijos leSomis buvo formuojamas
mokyklos inventorius — muzikos instrumentai ir baldai.

1919 m. vasario 28 d. laikrastyje ,Lictuva® pasirodé
skelbimas apie Kaune atidaroma muzikos mokyklg. Jame
nurodomas siekis ne tik mokyti dainuoti ar groti muzikos
instrumentais, bet ir suteikti muzikos teorijos, solfedzio,
harmonijos, muzikos istorijos Ziniy.® Jau balandZio 2 d. visi
uzsira$iusieji buvo kvie¢iami ateiti j Lietuviy gimnazijos
sale (Laisvés aléja 55) (Lietuva, 1919 04 01, Nr. 67, p. 1).
Kas buvo tie pirmieji mokiniai, ziniy neisliko. Neturime né
pavasario pusmecio mokiniy sgra$o, o skai¢ius skirtinguose
Saltiniuose Naujalio nurodytas skirtingai: apie 40 (Juozas
Naujalis 1968:77) ar 27.4

Mokykloje pirma (pavasario) pusmetj dirbo trys moky-
tojai: Naujalis (kartu ir direktorius), Julius Starka (fortepi-
jono klasé) ir Oleka (dainavimo klas¢). Beje, Oleka dirbo
be atlygio: ,[...] su Naujaliu sutarém, jog jis mokys mane
harmonijos, o a$ uZ tai dirbsiu su dainininkais (Juozas
Naujalis 1968: 167). Pavasario pabaigoje, Naujalio ripes¢iu
mokyklai vyriausybés buvo skirtos tinkamesnés patalpos
(D. Vilniaus g. 2; dabartinis adresas — Gimnazijos g. 3).°
Jos buvo suremontuotos, mokyklos turtas papildytas truks-
tamais baldais.

1919 m. vasarg spaudoje publikuotos kelios Zinutés
pateikia naujy, iki Siol nenagrinéry klausimy. Pranesime
laikrastyje ,Lictuva® skelbiama apic jsikarusig dramos ir
muzikos mokykla, ,kurios vedéjas yra dramos skyriaus
A. Sutkus, o muzikos J. Tallat-Kelpsa“ (Lieruva, 1919 08 15,
Nr. 178, p. 4). Muzikos skyriaus pedagogy kontingentas
visi$kai sutampa su Naujalio mokyklos mokytojy sarasu
(Lietuva, 1919 08 21, Nr. 182, p. 3).

Tallat-Kelpsa, 1919 m. geguze i§ Vilniaus atvykes j
Kaung, akeyviai reiskési ir kaip muzikas, ir kaip kultarinio
gyvenimo organizatorius. Gaves naujai jkurto Svietimo
ministerijos Muzikos skyriaus vedéjo pareigas, Tallat-Kelpsa
vie$ai ragino muzikus padeti surinkti Ziniy apie lietuviy
muziky darbus. Kaip vienas i§ daugelio skyriaus tiksly,
i$vardyty publikacijoje ,Muzikos reikalu®, yra ,steigti ir
padéti steigiamoms muzikos mokykloms® (Tallat-Kelpsa
1919: 3). Galime tik daryti prielaida, kad t3 vasarg bata
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jvairiy svarstymy ir ketinimy dél meno mokykly plétros,
o diskusijy atgarsiai atsispindi spaudoje. Taip paaiskina-
ma rugpjucio 15-osios zinutéje apie ,Dramos ir muzikos
mokykla“ — jungtinés mokyklos idéja nebuvo jgyvendinta,
Tallat-Kelpsa tg vasarg netapo muzikos mokyklos vedéju.

Dramos®

ir muzikos mokyklos nickada nebuvo sujungtos,
nors susidire su tomis pa¢iomis problemomis, veiké tuose
paciuose pastatuose, nors véliau, po mety, abi buvo perduo-
tos Lietuviy meno karéjy draugijos globai.

1919 m. rudens semestras muzikos mokykloje pradétas
viltingai: iSaugo mokiniy skaicius — apie 60; keitési ir plétési
pedagogu kontingentas. Apie semestro pradzia vélgi skelbta
spaudoje: ,Kauno Muzikos Mokykloj pamokos prasideda
antradienj, rugséjo 23 d., naujame mokyklos bute: D. Vil-
niaus g-vé 2 Nr., Vyry gimnazijos Ramai, [ aukstas” (Lietuva,
1919 09 21, Nr. 207, p. 3). Iskilmingas jkurtuviy renginys
suorganizuotas tik po dviejy ménesiy ir tai taip pat turéjo
atgarsj laikra$¢iuose:

Sekmadienj, §. m. lapkri¢io 16 d., vyry gimnazijos bute buvo
Muzikos mokyklos jkarimas. Kun. Byla pagventino mokykla,
p- Naujalis ir p. Tallat-Kelpsa papasakojo apie mokyklos tiksla,
pabrézdamilietuviy palinkima j muzika; po to, Tallat-Kelp3os
vedamas choras padainavo keleta dainy ir orkestravo mokiniy

orkestras. (ZTauta, 1919 11 22, Nr. 1, p. 4)

Kviestos vietos $viesuomenés prisirinko nemazai. Mokiniai
paskambino ir pagriezé. Tarp kitko p. Naujalis, Muzikos
mokyklos vedéjas, paskaite keleta bruozy i§ Lietuviy muzikos
istorijos. Po Naujy mety tikimasi turéti per 60 mokiniy. Rei-
kia linkeéti, kad tas darbas neuzgesty. (Lietuva, 1919 11 20,
Nr. 251, p. 2)

1919-ujy rudenj buvo patvirtinti pagrindiniai mo-
kyklos veiklos dokumentai. Mokymo klausimams skirto
laikrasé¢io ,Lictuvos mokykla“ 1919 m. spalj pasirodziu-
siame pirmame numeryje paskelbti jstatai ir programa
(J- Naujalio muzikos mokyklos... 1919: 68-72). Programa
akivaizdziai buvo pagrjsta Naujalio vargonininky mokyklos
programa, tik paredaguota (tai ypa¢ matyti lyginant mu-
zikos teorijos mokymo dalyky programos aprasus; Presas
1924: 209-213). Istatuose nurodytas mokyklai keliamas
tikslas: ,,[S]uteikti talentingam jaunimui tinkamo issilavi-
nimo, iskelti bei skleisti visuomenéje muzikos meno skonj*
(1§). Pazymétini ir aukstai iskelti reikalavimai pedago-
gams: ,Mokytojais kvie¢iami i$imtinai specialistai, turj
tinkama mokslo-muzikos cenza“ (13 §; J. Naujalio muzikos
mokyklos... 1919: 68). Kaip tik mokytojy parinkimas ir
kaita yra vienas rodikliy, nusakanc¢iy mokyklos tikslus ir
prioritetus: atitikti konservatorijos pedagogams keliamus
kvalifikacinius reikalavimus. Dar privadioje Juozo Nau-
jalio muzikos mokykloje susiformavo pradinis mokytojy

branduolys: Elena Bilminiaté-Ciurliené (fortepijonas),
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Lidija (Alyda) Kirchner (smuikas), Naujalis (vargonai ir
harmonija), Tallat-Kelpsa (teorinés disciplinos); dainavimo
mokytojai keitési: Oleka, Koscialkauskis, Juozas Bielitinas.
Dauguma mokytojy buvo baige aukstesniasias arba auks-
tasias muzikos mokyklas: Var§uvos muzikos institutg ar
Peterburgo konservatorija.

Gana greitai Juozo Naujalio muzikos mokykla pelné
pripazinima ir visuomenés pasitikéjima, su ja buvo siejamos
muzikos meno plétros viltys. ,I§ Muzikos mokyklos mums
reikia laukti ne tik muzikingy Zmoniy, bet muzikingy
lietuviy Zmoniy, kurie didybéje ir kilnybéje musy tautinés
muzikos susijungs su Zmonémis ir sutrauks j Zadinj misy
dainas“ — taip pakiliai buvo raSoma laikrastyje ,Lietuva®
(Nr. 41 (323)). Nedidelis straipsnis pasirodé pazymint
vasario 7 d. prasidé¢jusj nauja mokslo pusmetj. Metus gy-
vuojanti ugdymo jstaiga vertinama labai palankiai: ,, Tarp
kity $iandien Zymiai rys$kéja ir Kauno Muzikos Mokykla,
vedama labai gerbiamo misy muzikos kompozitoriaus
Juozo Naujalio (Lietuva, 1920 02 21, Nr. 41, p. 3). Tuo
metu mokykla buvo vienas i§ Kauno muzikinio gyvenimo
centry. Pavyzdziui, 1919 m. spalj ,Lictuvoje” pasirodé
pranesimas, kad Svietimo ministerijos ,Muzikos skyrius
steigia prie Kauno muzikos mokyklos choristy specialisty
sutrumpintus choro dainavimo kursus®. 1920 m. pavasarj
mokykloje vyko ir Juliaus Starkos vadovaujamo choro
repeticijos.

Deja, 1920 m. vasarj rimus paskyrus Steigiamajam
Seimui, 0 Muzikos mokyklos patalpas — Seimo bibliotekai,
iskilo grésmé, kad mokykla visai teks uzdaryti.* Geguze mo-
kykla ,,mokslo metams baigti persikélé  J. Naujalio privatinj
buta“ (Gruodis 1930: 20).

Apie susiklos¢iusig padétj Naujalis véliau rage: ,Ka-
dangi Muzikos mokykla liko be pastogés ir valdzia atsisaké
ja subsidijuoti, tai man beliko vienas kelias — pavesti ja
Lietuviy meno kiréjy draugijos globai® (Juozas Nau-
Jjalis 1968: 77). Perdaves mokykla, Naujalis atsisakeé ir
direktoriaus pareigy.

Naujalio jkurta mokykla buvo privati, gavusi valstybés
leidima veikei, turéjusi patvirtintg ir vie$ai paskelbta mo-
kyklos programa bei dalinj valstybés rémima (subsidija),
ne visus metus — ir valstybés skirtas patalpas. Mokykloje
pradétas muzikinio ugdymo formavimo procesas ir plétra
konservatorijos link islaiké testinuma ir toliau gyvavo nau-
jomis salygomis.

Lietuviy meno karéjy draugijos muzikos mokykla
Atkarus nepriklausomybe, steigiantis valstybeés institu-

cijoms, kulttros ir meno reikalai buvo priskirti Svietimo

ministerijos veiklos sri¢iai. Ministerijoje buvo numatyta
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1 pav. Valstybiné muzikos mokykla Kaune (Maironio g. 3, dabar — Maironio g. 11). LMTA muziejaus fondai.

steigti Meno departamenta, tadiau tai taip ir nebuvo tin-
kamai padaryta — kultira émé ripintis patys menininkai.
Kaip situacija prisiminé Stasys Simkus: ,,Po karo, 1920 m.,
Lietuvos muzikams grjzus tévynén, kilo klausimas: kas
tuojau darytina muzikos organizavime* (Simkus 1936: 3).
1920 m. sausio 29 d. buvo jsteigta Lictuviy meno karejy
draugija (toliau - LMKD), o balandzio 16 d. LMKD valdy-
ba nusprendé steigti Muzikos sekeija, kurios darbg pradéjo
Muzikos pradzios kuopa:

Prie Lietuviy Meno Kuréjy Draugijos susidaré Muzikos sek-
cija, kurios prieaky stovi J. Naujalis, J. Starka, Tallat-Kelpsa
ir Zilevitius. Zilevitiaus projektu Muzikos sekcija visy pirma
turi rapintis jkurti kaip ir Liaudies konservatorija, kuri duoty
ir praktikos zmoniy (mokytojy mokykloms) ir $iaip muziky.
(Lietuva, 1920 04 27, Nxt. 92 (374), p. 3)

Akivaizdu, kad konservatorijos idéja nuo pat pradziy
fignravo LMKD muziky akiratyje. Kg realiai draugija
perémé i§ priva¢ios Juozo Naujalio mokyklos? Patirtj —
suformuota mokytojy branduolj ir pirmus mokslo metus
baigusius mokinius, turta (muzikos instrumentai), kurj
mokykla jsigijo su valstybés dotacija. Mokyklos reikalais
buvo pavesta rupintis Tallat-Kelpsai. Darbuotasi trimis
kryptimis: finansavimo uZtikrinimas, mokymo programos

rengimas, mokytojy kolektyvo sudarymas. Buvo siekiama

suburti ryskiausius muzikos pedagogus, o tokios kruops¢ios
atrankos tikslas ne karta minimas jvairiuose draugijos do-
kumentuose: ,,Dabar, susirinkus Lietuvoj veik visom musy
muzikininky pajégoms (J. Naujalis, J. Starka, St. Simkus,
J. Tallat-Kelpsa, J. Zilevidius, V. Grigaitiené ir kiti) Muzi-
kos Mokykla manoma priartinti prie konservatorijos tipo*
(Lietuviy Meno Kiréjy... 1920: 10).

Simkus, kaip ir kiti draugijos nariai, nuo pat pradziy
sile susitelkti | kokybiska muziky rengima ir konservato-
rijos steigima, mokyklos programa formavo lygiuodamiesi
j kity Europos konservatorijy (Peterburgo, Rygos, Leipci-
go) programas. Kaip buvo liepa rajoma Seimo Svietimo
komisijai, ,Muzikos Sekeija turi Muzikos Mokyklg (buv.
Naujalio), kuria nuo $io rudens manoma praplésti ligi
konservatorijos programos. Mokytojais manoma kviesti
zymesnieji muzikos pedagogai, kad $i mokykla buty lygi
konservatorijai“ (Muzikos sekcijos darby... 1920: 12).
Daug entuziastingiau situacija apibiidino Juozas Zilevitius:
»Dabar mes jau turime muzikos mokykla ir rengiameés nuo
rudens padaryti konservatorijai pradZia, kuriai muzikos
jégu mums tikrai pakaks ir auklétiniy netrks, o vien tik
reikalingi esam piniginés paramos ir Sviet. Ministerijos
pritarimo* (Zilevi¢ius 1920: 4).

Atsakymus, kodél $is ambicingas sumanymas nebuvo i§

karto jgyvendintas, randame Simkaus zodZiuose:
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Daugkieno noréta tuojau jkurti opera. A§ buvau tos nuomo-
nés, kad, jkarus opera, didziausioji dalis muzikai skiriamy lésy
nueis jai, operai, o pagrindinis muzikos judéjimas nepajegs
tinkamai pléstis. Stovéjau uz tai, kad buty tuoj jkurta auksto
muzikos lygio konservatorija, i§ kurios per keleta mety su-
siformuos opera, simfonija ir visam kitam muzikos darbui
reikalingi darbininkai. Operos jkarimas, tikrinau, tikrai
susivelinty keleriais metais, uztat ji iSaugty i$ tautos Sakny,
o paskui visur turétume savasias muzikos pajégas. Nusveré
opera, nes buvo stiprus jos $alininkai, be to, buvo reikalinga

ir reprezentacijai. (Simkus 1936: 3)

Kaip tik finansavimo tritkumas stabdé mokyklos plétrg
ir tapsma konservatorija. Valstybés institucijos i$sakydavo
palaikyma idéjai, bet nerasdavo tam lésy. Tuo labiau, kad
ir patalpy trikumas buvo ilgalaike ir viena pagrindiniy
mokyklos sklandaus darbo organizavimo problemuy.
Patalpas Muzikos mokyklai Kaune suteike LMKD, ta-
¢iau tai tebuvo keturi ,kambariai“ Maironio g. 3 (dabar
Maironio g. 11).

1920-1921 mokslo metus mokykla pradéjo neturédama
uztikrinto finansavimo. Kaip véliau prisiminé ir Naujalis,
»du ménesius mokykla buvo i$laikoma tik mokiniy uz
mokslg sumokeétais pinigais“ (Naujalis 1968: 77). Taciau,
nepaisant visy sunkumy, rugsé¢jo pradzioje laikra$¢iuose
pasirod¢ skelbimas apie stojamuosius | LMKD Muzikos
sekcijos muzikos mokykly. Skelbime nurodyti i§ esmes
tie patys ,skyriai, kaip ir 1919-yjy pavasarj: fortepijono,
smuiko, vargony, dainavimo ir muzikos teorijos, solfedZio
ir harmonijos. Siek tiek pasikeité dalyky pateikimas: Juozo
Naujalio priva¢ios mokyklos skelbime pirmas buvo paminé-
tas vargony skyrius, daugiau buvo Zadama specialiujy discip-
liny vargonininkams. LMKD Muzikos sckcijos muzikos
mokykloje, lyginant su Juozo Naujalio mokyklos skelbimu,
buvo atsisakyta ketinimy mokyti muzikos istorijos (Lietuva,
1920-09-10, Nr. 194, p. 4).

1920 m. rudenj LMKD Muzikos mokykla pradéjo
darba, turédama stipry, studijas daugiausia Peterburgo
konservatorijoje baigusiy mokytojy kolektyva: Tallat-
Kelpsa (kompozicijos teorija), Bilminiaté-Ciurliené
(fortepijonas), Aleksandras Ka¢anauskas (dainavimas),
Kirchner (smuikas), Elza Herbek-Hansen (fortepijonas),
Starka (vargonai), Zilevitius (kompozicija ir muzikos
teorija). Sis saradas pateikiamas remiantis LMKD leidinio
»Menas“ Nr. 2 publikacija’, nors turime patikslinti, kad
Herbek-Hansen daugiau mokykloje nebedirbo ir moké
skambinti fortepijonu tik privadiai. Atkreiptinas démesys
ir j tai, kad saraSe nebuvo nurodyta Naujalio pavardé, nes
1920 m. rudenj jis buvo pasitraukes nuo darbo mokykloje
ir sugrjzo tik gruodj, $vietimo ministro pakviestas vél

vadovauti mokyklai.
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Taip pat galéry kilti klausimas, kodél prie mokytojy
kolektyvo neprisijungé LMKD Muzikos sekcijos pirmi-
ninkas Simkus, 1920-yjy antra pusmetj aktyviai rapinesis
mokyklos reikalais Kaune ir Vilniuje. Tikétina, kad Simkus
tuo metu buvo susitelkes j chory organizavima ir tam skyre
visg savo laika bei jégas'®, o jau gruodj jis i$vyko studijuoti
kompozicijos j Leipciga, Berlyna.

LMKD uztikrino Juozo Naujalio jkurtos muzikos mo-
kyklos veiklos testinuma, sustiprino mokymo programa,
i$pléte mokytojy kolekeyva, suteiké patalpas (kad ir nelabai
tinkamas muzikai mokyti) ir nedidele finansing parama.
Juozo Naujalio mokykla, kaip LMKD muzikos mokykla,
veiké vos kelis ménesius: nuo geguzés iki rugséjo pabaigos.
Naujaliui atsisakius muzikos mokyklos direktoriaus pareigy,
jos buvo patikétos Tallat-Kelp3ai.

I Vilniy!

Mazai kam zinoma, kad LMKD muzikos mokyklg ke-
tinta perkelti j Vilniy. Tam net buvo isrinkta vieta. LMKD
leidZiamo Zurnalo ,Menas“ antrojo numerio pabaigoje

paskelbta Zinuté:

Stasio Simkaus rapes¢iu L. Meno Kiréjy Draugija paémé savo
ziniai Vilniuje Oginskienés namus vieniems metams (prie
seminarijos bazny¢ios", buv. II Jurgio gatvel¢, dabar Snia-
deckio). Ten i§ pradzios teks sutilpti visom L. Meno Karéjy

draugijos jstaigoms ir mokykloms. (Darbo takais 1920: 15)

1920 m. liepg—spalj Vilnius buvo ,,atvaduotas, lenkams
trumpam atsitraukus, vél buvo ruosiamasi sosting sugrazinti
i Vilniy. Kaip aktyviai tai buvo daroma, galime suprasti i§
kitos tame paciame leidinyje pasirodziusios informacijos:
»Dél valstybés ir visuomenés jstaigy kraustymosi j Vilniy
negaléjo jvykti rugséjo pabaigoje rengtas Juliaus Starkos
choro [...] koncertas. Tikimasi veikiai surengti ji Vilniuje®
(Darbo takais 1920: 15). Kraustymosi procesas buvo gero-
kai jsibéggjes.'*

Simkus Vilniuje buvo sutares isnuomoti LMKD ir jos
mokykly veiklai pastata, jame véliau jsikuré Lictuvos rasy-
tojy sajunga (ten veikia iki dabar), kurj laika veiké Lictuvos
kompozitoriy sajunga ir kitos meno organizacijos. Rugséjo

19 d. ,Lictuvoje” buvo iSspausdintas prane$imas:

Meno Kiréjy Draugijos Muzikos Mokykloj jau nuo 16/IX
prasidéjo mokslas specialinése klasése. Bendrai lavinandiy
muzikos dalyky klasés pradés veikti nuo rugséjo 20 d. Mokiniy
dabaryraarti 50, kuriy tre¢dalis pernai lanké buvusia Naujalio
Muzikos Mokykla. Bet kadangi dar priimami nauji mokiniai,

tai mokiniy skaicius auga.
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2 pav. Pirmieji Valstybinés muzikos mokyklos mokytojai. Sedi (i§ kairés): V. Grigaitieng, J. Naujalis, E. Laumenskiené;
stovi: V. Zadeika, J. Tallat-Kelpsa, A. Ka¢anauskas. LMTA muzicjaus fondai

Netrukus (mazdaug po ménesio) nutarta kelti mokykla j
Vilniy, nes mokiniy ir mokytojy didesné dalis kelias i§ Kauno.
Muzikos sekcija susirtipinusi dél padalinimo muzikos pajéegy
tarp dviejy sostiniy, kad sektysi padét norin¢iai muzikos
lavintis jaunuomenei. (Lietuva, 1920 09 19, Nr. 202, p. 3)

Taciau $iy plany taip ir nepavyko jgyvendinti.”* LMKD
muzikos mokykla liko Kaune, laikinojoje sostingje, ir vel i§

naujo buvo ieSkoma mokytis tinkamy patalpy.

Valstybés muzikos mokyklos jsteigimas

Muzikos mokyklos suvalstybinimas — reik§mingas
Lictuvos kultaros politikos jvykis, Zzymintis valstybes apsi-
sprendimg akeyviai dalyvauti meno procesuose ir prisiimti
atsakomybe uz profesionaliy muziky ugdyma.'* Suvalstybi-
nant svarby vaidmenj suvaidino Tallat-Kelpsa (tai ne karta
pabrézé ir Naujalis, ir Gruodis).

Tallat-Kelpsa, trumpai déstes Juozo Naujalio privacioje
mokykloje 1919-yjy rudenj, tur¢jo jvairios organizacines,
taip pat ir darbo valstybés tarnyboje, Svietimo ministeri-
joje patirties.” Be to, $is muzikas dar studijy Peterburge
metais klausesis Ciurlionio mintiy apie lietuviska kon-

servatorija, kartu su Naujaliu ir Braziu 1918 m. bandes

ikurti Lietuvos konservatorija Vilniuje, 1920-aisiais
émeési jgyvendinti seniai puoseléta idéja. Tuo metu tarp
muziky vyravo nuomoné, kad konservatorija bus jkurta
jau netrukus, rudenj, i§sprendus i§ esmés buitinius klau-
simus (finansavimas, pastatas, muzikos instrumentai).
Tadiau tam sutrukdé istorineés aplinkybés ir sunki Salies
ckonominé padétis.

1920-uyjy rudens semestra pradejusi veikti kaip LMKD
Muzikos sekcijos muzikos mokykla, netrukus jstaiga jgavo
nauja statusg. Svietimo ministro spalio 1 d. jsakymu Nr. 546
buvo nurodoma: ,, Meno Kiréjy Draugijos muzikos Moky-
klg nuo §. m. spalio m. 1 d. paimti Svietimo Ministerijos Zi-
nion ir laikyti Valstybés lesomis® (Svietimo darbas, 1920 m.
lapkritis, Nr. 11, p. 7). Pats mokyklos suvalstybinimo
procesas vyko gana létai. Mokyklos direktorius patvirtin-
tas tik spalio 21 d. pasiraytu ministro jsakymu (Nr. 551).
Mokyklos mokytojy kontingentas jsakymu patvirtintas tik
1921 m. vasario pabaigoje.

1920 m. spalio 1-oji laikoma Valstybinés muzikos
mokyklos jkirimo data, Zyminti Lietuvos valstybinio
profesionaliy muziky ugdymo pradzia. Svenéiant mokyk-
los de$imtmetj, Gruodis rasé: ,Nuo $io laiko prasidéjo
sistemati$kas Mokyklos augimas. Kiekvienais metais buvo

jvedami nauji dalykai; buvo kvie¢iami nauji mokytojai
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ir augo mokiniy skaic¢ius“ (Gruodis 1930: 20). Tadiau
1920 m. spalj suvalstybinimo momentas nebuvo vieai pa-
zymétas. Apie tai nerandame pranesimy Kauno spaudoje,
netgi priesingai — i§ laikra$¢iy suzinome, kad mokykloje
ta dieng nei mokiniy, nei mokytojy nebuvo. Spalio 5 d.

»Lietuvoje” pranesta:

Dél kelimosi j Vilniy Muzikos mokykloj mokslas nutraukras
nuo §. m. spalio 1d.

Kada vél prasidés mokslas Vilniuje (centre) ir Kaune
(skyriuje) bus pranesta véliau.

Muz. mokyklos vedéjas J. Tallat-Kelpsa. (Lietuva,
192010 05, Nr. 215, p. 4)

Siame skelbime jau mokyklai nepriskiriamas LKMD
pavadinimas, pirma karta vedéju prisistato Tallat-Kelpsa.
Taip pat iry$kéja paradoksas, kad savo gyvavima muzikos
mokykla pradéjo ne iskilmemis ar mokslo mety pradzia, o
nutraukdama pamokas.

Nejvykus perkélimui, i$ laikrastyje ,Lietuva® paskelbty
ziniy jmanoma rekonstruoti muzikos mokyklos veiklos
Kaune atkarimo eiga. Spalio 29 d. buvo pranesta, kad
mokyklai nepavyko gauti tinkamesniy patalpy ir ji toliau
veiks LMKD turimose (Lietuva, 2020 10 29, Nr. 236,
p-2). Lapkri¢io 9-12 d. mokiniai buvo kvie¢iami susirinkti
j mokytojy Kirchner, Ka¢anausko ir Bilminiatés-Ciurlienés
klases (pvz., Lietuva, 1920 11 12, Nr. 247, p. 3). Lapkricio
viduryje darbas mokykloje vel prasidéjo: vyko ir specialiyjy,
ir teoriniy dalyky pamokos. Daug¢jant administracinio
darbo, kartu aktyviai dalyvaujant pirmame Kaune stei-
giamo lictuvisko operos teatro pastatyme, Tallat-Kelpsai
buvo per sunku suderinti $ias dvi veiklas. Todél gruodzio
1d., artinantis ,, Traviatos“ premjerai, Tallat-Kelpsa atsisakeé
direktoriaus pareigy ir liko mokykloje mokytoju. Svietimo
ministrui pakvietus, direktoriaus pareigas vél eiti sutiko
Naujalis. Prasidéjo naujas Valstybés muzikos mokyklos

tapsmo konservatorija ctapas.

I$vados

Lietuvos konservatorijos steigimo idéja XX a. pirmais
desimtmediais tapo rimtu i$$ukiu visai musy Salies muziky
kartai. Tuo metu Europoje itin suintensyvéjo konservatorijy
kirimasis, tai aktyviai vyko ir Lietuvos kaimynystéje (Latvi-
joje — 1919, Estijoje — 1923, Baltarusijoje — 1918-1920).
Lietuvoje ,tautinés konservatorijos® sickj puoseléjo Var-
Suvoje, Sanke Peterburge ar Leipcige aukStesniasias arba
aukstasias muzikos mokyklas baige muzikai Ciurlionis,

Sasnauskas, Naujalis, Tallat-Kelp$a ir ke.
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Lietuvos muzikos istoriografijoje nepakankamai jver-
tintas fakeas, kad, paskelbus nepriklausomybe, 1918 m.
buvo dukart bandyta atidaryti konservatorija — Vilniuje
ir Kaune. Pirmoji paraiska pateikta neseniai suformuotai
Lictuvos Tarybai 1918 m. birzelj Vilniuje, ta¢iau dél lesy
trikumo buvo atmesta. Lapkritj gautas Lietuvoje tuo metu
tebevaldziusios Vokietijos valdZios leidimas Naujaliui steigti
konservatorija Kaune, bet neturint finansinés paramos ir
tam tinkamy patalpy leidimu nebuvo pasinaudota. Buvo
pasirinkta nuosaikesné muzikos mokyklos kiirimo, plétros
strategija, ta¢iau tikslas turéti konservatorija nebuvo pamirs-
tas ir amzininkams atrodé realistiskas.

Dél politiniy priezas¢iy (okupavus Vilniy sostiné
perkeliama j Kaung), sudétingos ekonominés padéties
muzikos mokyklos steigimas ir plétra vyko létai, o jos
steigéjai susidaré su jvairiais keblumais, kuriy svarbiau-
sias — finansavimo, tinkamy patalpy stoka. Skirtingai nei
Latvijos konservatorija (1919 m. pradéjusi veikti erdviame
buvusios Aleksandro berniuky gimnazijos pastate), privati
Juozo Naujalio muzikos mokykla, gavusileidima ir valstybes
parama, veikla pradéjo keliose ,, Ausros” gimnazijos trecio
auksto klasése. Mokyklos steigimo prielaida tapo Naujalio
pedagoginé ir organizaciné patirtis bei jgytas autoritetas.
1919 m. ruden;j patvirtinta mokyklos programa akivaizdziai
buvo grindziama Juozo Naujalio vargonininky mokyklos
(veikusios 1913-1914 m.) programa, o mokytojy kom-
petencijos reikalavimai atitiko konservatorijy déstytojams
keliamus kvalifikacinius reikalavimus.

Per pirmuosius dvejus gyvavimo metus Kauno muzikos
mokykla kraustési tris kartus ir keité patalpas bei adresa:
1) Laisvés al. 55, 2) D. Vilniaus g. 2 ir 3) Maironio g. 3
(1920 m. spalj vos neperkelta j Vilniy); tris kartus keitési
mokyklos pavadinimas ir statusas: 1) Juozo Naujalio privati
muzikos mokykla (1919 m. kovas—1920 m. geguzé), 2) Lie-
tuviy meno kiréjy draugijos Muzikos mokykla (1920 m.
geguzé—rugséjis) ir 3) Valstybiné muzikos mokykla (nuo
1920 m. spalio 1 d.). Du kartus keitési vadovai — Tallat-
Kelpsa 1920 m. rugs¢jj—lapkritj buvo perémes vadovavima
i$ Naujalio. Per nagrinéjama laikotarpj buvo iSkilusi grésme,
kad mokykla bus uzdaryta, svarstytos galimybés sujungti ja
su dramos mokykla.

Nepaisant visy peripetijy, mokykla greitai pelné visuo-
menés pripazinima ir virto vienu svarbiausiy muzikinés
kultaros Zidiniy Kaune. Naujalio ir Tallat-Kelpsos bei kity
idéja akeyviai palaikiusiy muziky (Zilevidiaus, Simkaus
ir kt.) déka suformuotas Lietuvos konservatorijos siekis
buvo nuosckliai puosel¢jimas. Valstybiné muzikos mokykla
tapo Lietuvos aukstosios muzikos mokyklos iStakomis ir

pagrindu.
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Nuorodos

Po Pirmojo pasaulinio karo susiklosté Lietuvai palankios
salygos skelbti nepriklausomybe. Po daugiau kaip $imtmetj
trukusio nacionalines ir religines vertybes niokojusio pri-
klausymo Rusijos imperijai ir Vokietijos imperijos pajégoms
silpstant, Lietuvos Taryba 1918 m. vasario 16 d. paskelbé Ne-
priklausomybés Akea. Nors realiai valstybé pradéjo funkcio-
nuoti tik Vokietijai pralaiméjus karg ir atsitraukus i§ Lietuvos,
lapkritj buvo priimta Laikinoji Lietuvos Konstitucija, perimtas
valdymas ir sudaryta pirmoji vyriausybe.

Tadiau valstybe liko okupuota. Vien 1919 m. naujai
suburtoms Lietuvos kariuomenés pajégoms teko kovoti su
Soviety Rusijos, Lenkijos kariuomene ir bermontininkais. Tais
metais buvo okupuotas Vilnius, tad laikinaja valstybés sostine
tapo Kaunas. Siame mieste tarpukariu itin stigo patalpy besi-
kurian¢ioms valstybeés jstaigoms ir kitoms organizacijoms, o
valstybei — lésy visy veiklos sri¢iy plétrai.

Vokietiy valdzia pasitraukeé tik 1918 m. lapkritj: lapkri¢io
11d. patvirtinta Augustino Voldemaro vadovaujama pirmoji
Lictuvos vyriausybé.

Laikrastis ,Lietuva“ tuo metu buvo svarbiausias valstybés
zinias skelbiantis dienrastis. Skelbimas dél muzikos mokyklos
steigimo ir kvietimas registruotis dél mokymosi buvo dar
pakartotas kovo 2, 6, 8, 11 ir 13 dienomis.

J. Naujalis, Valstybinés muzikos mokyklos mokiniy skaicius
pusmediais 1919-1925, LCVA, f. 381, ap. 4, b. 1058, 1. 33.
Buvusios vyry gimnazijos pastate pradéjo veikti ir Aukstieji
kursai (véliau — Lietuvos universitetas).

ReZisieriaus Antano Sutkaus vadovaujama vaidybos mokykla,
taip pat pradéjusi veikti 1919-aisiais, tapo pirmaja jaunuosius
Lietuvos teatro kir¢jus rengiandia lietuviska ugdymo jstaiga.
7 Kursuose turéjo buti mokoma dainavimo, skambinimo forte-
pijonu ir deklamacijos. Mokytojais turéjo dirbti Tallat-Kelpsa
(dar ir kursy vedéjas) ir Sutkus. Bet Tallat-Kelpsa netrukus
i$vyko j Berlyna.

Steigiamasis Seimas buvo renkamas 1920 m. pavasarj, o
ji i8rinkus, stingant tinkamy patalpy, nukentéjo ir kity
meno jstaigy veikla: ,,J. Vaickaus skrajojamasis teatras i$
priezasties paémimo teatro rimy Seimo posédziams, ilga
laikg nevaidino. Dabar, atsileidus teatro rimam, bus vienas
po kito trys paskutiniai spekeakliai® (Lieznva, 1920 07 07,
Nr. 139, p. 4).

Darbo takais. L. Meno Karéjy Draugijos rastas Steigiamojo
Seimo Svietimo Komisijai, in: Menas, 1920, spalis, Nr.2,p.13.
Tai liudija spaudoje pasirodziusios zinutés: ,Meno Kuréjy
Draugijos Muzikos Sckcija pasiryZo organizuoti Kaune didelj
chorg. Tas darbas pavestas nesenai i§ Amerikos grjzusiam kom.
Stasiui Simkui. Tikimasi sudaryti 200-300 zm. chorg. Didzio-
jo choro gabesnieji dainininkai bus sukuopiami j atskirg chora
sunkesnei muzikai atlikti; 1§ jy tikimasi iSauginti koras musy
bisimai operai® (Lietuva, 1920 07 04, Nr. 137, p. 3); ,,Stasys
Simkus ryzosi imtis vykinti senai gaivinama mintj — sudaryti
Lietuvoje galinga chory organizuotg. Manoma isplésti chory
tinklg po visus Lietuvos miestus, miestelius ir Zymesnius baz-
nytkaimius“ (Darbo takais 1920: 15).

Sv. Jurgio bazny¢ia Vilniuje.

Pavyzdziui, Lietuvos universiteto perkélima (su biblioteka ir
laboratorijy jranga) buvo numatoma atlikti atskiru traukiniu.
Pazymétina, kad laikrastis pasirodé spalio 10 d., kai $i dalis
informacijos ilgam laikui tapo nebeaktuali: spalio 9 d. Lenkija
sulauzé Suvalky sutartj ir vél uzémé Vilniy.

10

' Pagal tuo metu galiojusius teisés aktus finansavimo poziiiriu

veiké keliy tipy mokyklos: privacios arba jvairiy draugijy
jsteigtos, turin¢ios valstybés patvirtintas ugdymo programas
ir galin¢ios pretenduoti j dalinj valstybés finansavima (mo-
kytojy darbo uzmokes¢io idlaidoms padengti), ir valstybinés,
iSlaikomos valstybés, turindios labai ai$ky administracinj
reguliavimg ir atskaitomybe Svietimo ministerijai. Tiesa,
mokestis uz moksla ir jose buvo taikomas, ta¢iau mokiniai /
studentai gal¢jo pretenduoti j stipendija.

1919 m. baland;j Tallat-Kelpsa atvyko j Kaung ir tapo Meno
departamento prie Svietimo ministerijos Muzikos skyriaus

vedéju (Juozas Tallar-Kelpsa 1983: 41).
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Summary

In the first decades of the twentieth century, the idea
of establishing the Lithuanian Conservatory was a serious
challenge for the whole generation of musicians in our
country. At that time, the establishment of conservatories
in Europe was particularly intensive; the process was also
active in the neighborhood of Lithuania (in 1919, in Latvia,
in 1923, in Estonia, and in 1918 to 1920, in Belarus). In
Lithuania, the aspiration for the “national conservatory”
was fostered by the graduates of higher music schools in
Warsaw, St. Petersburg, or Leipzig such as Ciurlionis, Sas-
nauskas, Naujalis, and Tallat-Kelpsa.

The Lithuanian music historiography underestimates
the fact that, after the proclamation of Independence in
1918, two attempts were made to start conservatories in
Vilnius and Kaunas. The first application was submitted
to the recently formed Council of Lithuania in Vilnius in
June 1918. However, it was rejected due to lack of funds.
In November, Naujalis obtained the permission of the
German government, which ruled Lithuania at the time,
to start a conservatory in Kaunas, yet he did not have the
funds or the appropriate premises to implement the idea. A
more moderate strategy for the establishment and develop-
ment of a music school was chosen, yet the goal of having
a conservatory was not forgotten and seemed realistic to
contemporaries.

Due to political reasons (after Vilnius had been oc-
cupied, the capital was moved to Kaunas) and the difficult
economic situation, the establishment and development
of a music school was slow, and its founders faced various
hindrances and challenges, the most important of which
were the lack of funding and appropriate premises. Unlike
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the Latvian Conservatory of Music (which opened up
in the spacious building of the former Alexander Boys’
Gymnasium in 1919), the private Naujalis Music School,
after being granted the permission and state funding,
started operating in several classrooms on the second
floor of the Ausra Gymnasium. Naujalis’s pedagogical and
organizational experience and acquired authority became
the precondition for the establishment of the school. The
school curriculum approved in the autumn of 1919 was
quite obviously based on that of Naujalis's Organ School
(which operated in the years 1913 through 1914), and the
qualification requirements for teachers met the require-
ments for conservatory staff.

Over the first two years of its existence, Kaunas Music
School moved three times and changed its premises and
addresses: 1) Laisvés Ave. 55, 2) D. Vilniaus Str. 2, and 3)
Maironio Str. 3 (moreover, it nearly moved to Vilnius in
October 1920). The name and status of the school also
changed three times: 1) Naujalis Private Music School
(March 1919 through May 1920), 2) Music School of the
Lithuanian Association of Art Creators (May through
September 1920), and 3) the State Music School (from 1
October 1920). The heads of the school changed twice: in
September through November 1920, Tallat-Kelpsa took
over the management of the school from Naujalis. During
the period under examination, the school was threatened
with closure, and options for merging with the Drama
School were considered.

Despite all the peripeteias, the school quickly gained
public recognition and became one of the most important
centers for musical culture in Kaunas. Thanks to Naujalis,
Tallat-Kelpsa, and other musicians who supported the idea
(Juozas Zilevidius, Stasys Simkus, etc.), the aspiration for
the Lithuanian Conservatory was consistently nurtured.
The State Music School became the starting point and the
basis for the Lithuanian higher music school.
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Abstract

Lithuanian composer Eduardas Balsys (1919-1984) lived and composed under the restrictive Soviet regime. Nevertheless, he strived to
master and apply the styles and compositional means of Western music. The versatility of Balsys’s talent revealed itself in various styles and
genres: serious art music, popular songs, and movie soundtracks. His works composed or arranged for wind band are few, yet some gained
popularity. Symphony-Concerto for organ and instrumental group of winds and percussion is an exclusive work in the composer’s oeuvre. The
instrumentation and treatment of the musical material of Symzphony-Concerto imply that this composition could be attributed to the literature
for the contemporary wind band or, more likely, symphonic wind ensemble. The characteristics of musical expression and correspondence of
this composition to the Western concept of wind band/ensemble are in the focus of this article.

Keywords: Eduardas Balsys, Symphony-Concerto, instrumentation, wind band, symphonic wind ensemble.

Anotacija

Kompozitorius Eduardas Balsys (1919-1984), nors ir gyvendamas sovietinio rezimo cenzitros ir ribojimy salygomis, sické pazinti ir savo
karyboje pritaikyti Vakary muzikos stilius ir komponavimo priemones. Talento universalumas leido jam kurti jvairiy stiliy ir Zanry muzika:
akademing, populiarias dainas, kino filmy garso takelius. Balsio kiriniy, sukurty ar aranzuoty pu¢iamujy orkestrui, néra daug, ta¢iau kai kurie
ju tapo vertinga $iy orkestry repertuaro dalimi. Simfonija-koncertas vargonams ir pu¢iamujy bei mu$amujy instrumenty grupei uzima ypatinga
vieta kompozitoriaus kirybiniame palikime: kiirinio instrumentiné sudétis ir muzikinés medziagos traktavimas leidZia jj priskirti prie kariniy,
skirty $iuolaikiniams, akademing muzikg atliekantiems pu¢iamuyjy orkestrams. Sio straipsnio objektas — Simfonijos-koncerto instrumentinés

sudéties ir muzikos kalbos ypatumai bei jo sasajos su vakarietiskaja pu¢iamyjy orkestro / ansamblio samprata.

Reik$miniai ZodzZiai: Eduardas Balsys, Simfonija-koncertas, orkestro sudétis, pu¢iamujy orkestras, simfoninis pu¢iamyjy ansamblis.

Introduction

The career of Lithuanian composer Eduardas Balsys
(1919-1984) developed during the time of the Soviet
regime. Therefore, he should be considered a part of the
generation that grew up in Lithuania during the First
Independence (1918-1940) but experienced all the dif-
ficulties of World War II and Soviet occupation. Because
of complicated historical circumstances and the frequently
dramatic fate of individual personalities, this generation
could be regarded as a kind of “lost generation” of the
Lithuanian intelligentsia.

Balsys made every attempt to work at the forefront of
the new trends in music of his time despite unfavorable
circumstances. His creations are masterfully composed
and performed up to this day. The versatility of Balsys’s
talent allowed him to express his musical ideas in various
styles and genres. Apart from serious art music, Balsys
composed popular songs of a considerable artistic value
that were popular in the 1960s and 1970s. Some of his
soundtracks for movies also became popular. Balsys created

several compositions for winds, which will be surveyed in
this article.

Research works on Balsys’s music are rare, even in Lithu-
anian. It seems strange considering the composer’s signiﬁ—
cance for Lithuanian musical culture. The most significant
publication is a monograph by Ona Narbutiené (1999).
General features of Balsys’s music in the current article are
based mostly on the data presented in this monograph.

The general traits of Eduardas Balsys’s music

During the Soviet period, composers encountered
considerable impediments to their creative work. The
Baltic States were occupied by the Soviets in 1940. There-
fore, Lithuanian artists did not experience the atrocities of
Stalin’s regime during the 1930s. However, severe pressure
happened during the decade after World War II. Marxist-
Leninist ideology condemned nearly every novelty of
musical expression. Almost all music by Western modern-
ists was treated as representative of “decayed bourgeois
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culture.” Those composers who lived in the USSR and
ventured to create in a modernistic manner were denounced
as “formalists.” It was almost impossible to access scores by
contemporary Western composers. Therefore, there were
few opportunities to find out what kind of music Western
composers created at that time. And, of course, it was dif-
ficult to travel beyond the borders of the Soviet Union.
The situation became softer during the Khrushchev Thaw
(1956-1964), and the composers of that time — Balsys
among them — made every attempt to get acquainted with
the musical styles and works of Western modernists. These
attempts are reflected in Balsys’s creative legacy, which
shows the evolution of his style from Romantic quasi-folk-
loristic works (which conformed to the requirements of the
official ideology of the time) of the early creative period to
modern compositional techniques, including dodecaphony.
Balsys was one of the first Lithuanian composers to apply
the twelve-tone technique as well as sonorism and aleatoric
(Ambrazas 2018: 116). In general, music by Balsys is often
treated as “moderately modernistic.” Approximately in the
’70s, Balsys’s style was characterized as “normative Soviet
modernism” (Staneviciaté 2013: 30).

Balsys is considered one of the best orchestrators among
Lithuanian composers. Presumably, most of Balsys’s skills
of orchestration he obtained on his own account.! His
deep absorption into the works of the most significant
composers and a profound study of musical instruments
became the basis of his mastery in orchestration. In his
outgivings on his creative biography, Balsys emphasized
the importance of learning the technical possibilities of
musical instruments for his conservatoire students because
“merely listening to the recordings they [possibilities of
instruments — R.U.] might be ecither overestimated or
underestimated” (Narbutiené 1999: 83). The composer’s
daughter, Dalia Balsyté,” remembered that “among numer-
ous volumes of the sheet music which Balsys brought from
his journeys abroad there were many textbooks and treatises
on orchestration. These books usually were in German -
the language which Balsys knew very well. Balsys used
orchestration guides as handbooks until the end of his life
and never considered that he knew everything. He was a
real perfectionist and made every attempt to embody the
musical ideas in orchestral sounds as ideally as it was pos-
sible. He used to edit his scores by rewriting them because
while writing he hears better by the inner hearing and thus
can better correct the sounding.”

There are statements that during his studies in the
conservatoire, when the shortage of scores was especially
significant, Balsys copied many orchestral scores by Ravel,
Strauss, Shostakovich, and Schoenberg by hand. Balsys
himself confirmed this fact in 1983 (Narbutiené 1999:
329). There are also witnesses (not fully reliable) that
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he copied all nine symphonies by Beethoven. However,
Dalia Balsyté affirms that the stories of rewriting scores
by other composers are fictitious or at least exaggerated.
In any case, these stories appear convincing as a trait of
the composer’s portrait revealing an important side of his
diligent, laborious, and even perfectionistic personality.*

Other sources of knowledge about instruments were also
important to Balsys. He learned to play the mandolin during
his school years. Later he noted that his thorough knowl-
edge of the fingering of mandolin appeared helpful while
studying the technical possibilities of the violin (Narbutiené
1999: 21). And of course, playing brass instruments in the
school band gave him a basis for writing for winds: Balsys
was familiar with the wind band from his school years,
while he played althorn and tuba (Balsys, Eduardas. Music
Information Centre Lithuania), although Narbutiené (1999:
21) indicates trumpet, in Vytautas Magnus Gymnasium in
Klaipéda.

Balsys began to learn to play the piano only when he
was 25. Later he wrote that perhaps he could create some
ofhis works much faster if he had learned to play the piano
carlier. However, he notes that “maybe it is my fortune: Tam
not under the reign of the instrument and thus need to feel
more intensely inside. I sometimes notice that many music
creators compose music mechanically — they write what is

under their fingers” (Narbutiené 2000: 59).

Eduardas Balsys’s works for the wind band

The first compositions for wind band appeared shortly
after Balsys graduated from the conservatoire (1950). He
wrote a few pieces for wind band, yet some of these composi-
tions became important for the development of Lithuanian
music for winds. These works can be roughly sorted into
three categories.

1. Entertaining-utilitarian music that was either composed
directly or arranged for the wind band. This category
comprises:

- Suktinis [in folk dance style], 1957;
- Rumba, 1959;

- Polka [arranged excerpt from the movie soundtrack],

1961;

- Waltz [arranged excerpt from the movie soundtrack],
1961;

- Concert March, 1972
- Sailors’ March, 1984.

Most of these pieces were written for amateur bands
and were not exceptional in the context of numerous dance
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music pieces for wind bands of that time.> Works written
from 1957 to 1961 were created after Balsys had received
the suggestion to participate in the program of enriching
the amateur wind bands’ repertoire. These early attempts
were not especially successful; only Suktinis became a
piece eagerly and widely performed by wind bands. Algi-
mantas Kalinauskas noted that Suktinis was orchestrated
especially masterfully because “the composer, who was a
good orchestrator, was able to conceive the specificity of

the wind band.” (Kalinauskas 2010: 344).

2. More significant compositions he arranged himself for
the wind band. This category comprises:

- Habanera [arranged excerpt from the movie sound-

track], 1959;

- The second movement of Concerto for violin No. 1
transcribed for wind band and Lithuanian folk instru-

ment birbyné (a piece named as Andante cantabile);

- Excerpt from the ballet Eglé Queen of Grass-snakes,
1974;

- Gallop from the opera Voyage to Tilsit, 1981.

The compositions of this category are more sophisti-
cated and intended for professional or advanced amateur
bands. Dynamic and colorful orchestration of the ballet
excerpt is especially effective. Although Habanera should
be rather treated as a piece of entertaining music, it became
one of the most popular works by Balsys in general and was
widely performed by different media (the wind band version
probably became even more popular than the orchestral
version).®

Balsys also orchestrated Festive March by Lithuanian
composer Balys Dvarionas for wind band (1974).

3. The third category contains only one composition:

- Symphony-Concerto for Organ, Winds and Percussions
(1977).

This composition is exceptional not only in the context
of Balsys’s works but also in the general musical landscape
of locale and period. Therefore, it deserves attention as
a significant work of musical art as well as a distinctive
composition for winds in the context of Balsys’s creation
(including his works for wind band) and the characteris-
tics of the time. The analysis of Symphony-Concerto pre-
sented further in the current article is mainly based on a
viewpoint that puts the type of the medium — namely wind
ensemble in one of its possible versions — in the foreground
and emphasizes the treatment of the performing group.
The part of the organ is not in the scope of the research,
yetitis considered an important element when it interacts
with the wind group.

Symphony-Concerto as a specific case of
composition for winds

In the closing concert of the Fourth Organ Music Fes-
tival (1974) the Introduction and Passacaglia for organ and
instrumental ensemble by Balsys was performed in Vilnius.
This piece later became the first part of a large-scale work
composed three years later (1977) and named Symphony-
Concerto for Organ, Winds and Percussions. The score was
issued in 1982 by the publisher Music (Russ. Mysbixa) in
Leningrad (now Saint-Petersburg).

Programmatic features are characteristic to many of
Balsys’s creations. He apparently needed specific visual
impetus to compose at least some of them. The importance
of the visual element for Balsys’s personality and in his crea-
tive output is emphasized by musicologists as well as visual
art researchers.” However, the composer always carefully
deliberated the overall scheme of the compositions and
embodied it into a strict and logical structure. There is no
program added to Symphony-Concerto, yet the composer has
spoken about the images that inspired the creative process:
the architecture of the Lithuanian capital Vilnius served as
a general idea of the work. The concept of the Symphony-
Concerto, its structure, dramaturgy, and even instrumenta-
tion reflected the variety of Vilnius architectural styles:
Gothic, Baroque, and modern. Dalia Balsyté remembered:

In his young years, Eduardas Balsys planned his future in the
fields of either music composing or architecture. He was a
skilful drawer, had a keen sensation of forms. This sensation
is manifested in his musical compositions. Balsys ‘built’ his
creations according to the architectural cannons. Since he
had opportunities to travel to foreign countries, he used to
take photos of his favourite buildings. He loved Vilnius for its
architectural variety and architectural ‘cleanness, and wanted
to monumentalize it by the sounds of music.®

In the Symphony-Concerto different characters of its five
movements are based on the transformation of the one main
theme. The molding of different styles in one composition
in Soviet musicology was called polystylistics. In earlier years,
this term was used by Lithuanian musicologists as well.
This principle is common in contemporary post—modern
music, yet it was a fairly new phenomenon in Lithuanian
music in the 1970s. Balsys did not use collages or quota-
tions (Narbutiené 1999: 133-134) but molded different
stylistic features in a coherent wholeness, thus reaching
homogencous entirety despite different and sometimes very
contrastive means of expression.

Ona Narbutiené considers that:

[...] all elements of the composition are subjected to the idea
of synthesis: the very conception (different architectural styles
in one town), the junction of different genres — symphony and
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concerto, the juxtaposition of different means of expression
and the unusual instrumentation. (Narbutiené 1999: 134)

The instrumentation is especially noteworthy: it is fairly
brave and innovative in the context of musical works cre-
ated in the Soviet Union at that time. The composition is
scored for solo organ, woodwind instruments (saxophones
and clarinets),” brass instruments (four trumpets and four
trombones), bass guitar, and percussion instruments (Exam-
ple 1). According to Narbutiené (ibid.), even the selection
of instruments reflects the spirit of different epochs: organ
represents Gothics and Baroque, brass instruments were
particular to early church music, percussion instruments
and bass guitar are symbols of the twentieth century. In
general, such distribution of instruments-symbols seems
convincing. However, Balsys treats woodwind and brass
instruments more diversely: these instruments, although
unevenly, are used in all movements thus they are more or
less involved in the characterization of all epochs.

ESECUTORI

Saxofono alto in Es (=Clarinetto | in B)
Saxofono tenore in B (=Clarinetto II in B)
Saxofono baritono in Es (=Clarinetto 111 in B)

4 Trombe in B
4 Tromboni

Chitarra bassa

Timpani
2 Bonghi
3 Tom-toms
3 Piatti sospesi
Gran cassa
Tam-tam
Campane
Vibrafono

Batteristi

Organo

Example 1. The instrumentation of the Symphony-Concerto by
Eduardas Balsys published on the second page of the published

score.!

Symphony-Concerto consists of five movements: Prel-
ude, Passacaglia, Interlude, Toccata, and Postlude. These
movements are connected a#zacca. The composition could
be (conditionally) viewed as a free sonata form. In this
case, its structure is as follows: Prelude — introduction,
Passacaglia — exposition, Interlude — development Toc-
cata — recapitulation, Postlude — coda (Narbutiené 1999:
134). However, this attempt to thrust such contrastive and
multifaceted work into a sonata (even if free type) pattern
seems a little made-up. Five large blocks of the “musical
work about architecture” remind us of a large and complex
architectural building itself, consisting of massive floors
built at different times.
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The majestic main theme, which Narbutiené considers
as “a leitmotif of the town,” presented at the beginning of
the Prelude is a nucleus of the whole composition (ibid.).
The frame of the theme consists of four ascending full
tones (i.e. major seconds) which could be conditionally
treated as a succession in Lydian mode. This leitmotif
later appears in other movements; sometimes it is exposed
as a retrograde — a succession of full tones in descending
order. Consequently, a tritone interval that frames this
four-tone motive also becomes especially important in
the dramaturgy of the composition alongside the interval
of a major second.

Throughout the composition, brass instruments are
mostly used as a single unit. The polyphonic juxtapositions
of winds and organ parts are predominantly contrastive:
sometimes it seems as if two different compositions are
merged together into one. For example, in Prelude brass
and organ come into concordance only in the last three
bars. The brass scale is restricted with rhythmically de-
veloped unison formulas and the sounds of the full tone
scale. Meanwhile, the lush harmonies of organ sometimes
employ nearly all twelve chromatic sounds within one
measure (Example 3).

Percussion instruments in Prelude are used moderately
but weightily. Chimes here are the most important. Occa-
sional but impressive interferences of the kettledrums and
tam-tam contribute to the overall solemn character of the
movement. Saxophones are saved up to the end of the wind
section episode and join the general zu#ti, playing merely a
few notes before the solo cadenza of an organ.

The thematic material of the second movement, Pas-
sacaglia is close to Prelude and at the beginning seems
like its prolongation in a different mood (Example 4). Yet
further development reveals a much more variable picture
by elaborating the main theme. In Passacaglia the main
theme is repeated ten times. Every time, the harmony,
rthythm, texture, and instrumentation vary; thus its struc-
ture is based on passacaglia genre traditions descending
from the Baroque era. Noticeably the first introduction
of the theme is in a bass guitar part: an exposition of the
ground bass typical of the Baroque genre. Generally, the
instrumentation of the theme is as follows: bass guitar (the
first and the second presentation of the theme), organ (the
third presentation), bass guitar and trombones (the fourth
and the fifth presentations), trombones, bass guitar and
saxophone (the sixth presentation), bass guitar, vibraphone,
glockenspiel (the seventh presentation), organ (the eighth
and the ninth presentations), and trumpets and trombones
(the tenth presentation).

Bass guitar becomes an important voice in the score
as well as unpitched percussion, yet the latter are still
used reservedly. Bass guitar participates in six out of ten
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Example 2. Eduardas Balsys, Symphony-Concerto, Preludio, bars 1-3.
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Example 3. Eduardas Balsys, Symphony-Concerto, Preludio, bars 7-9.

presentations of the theme. Saxophones and clarinets are
used interchangeably, however, scarcely; they feature several
bars performing independent lines but the better part of
their material doubles brass instrument parts. Trumpets
enter with the theme only in the last, tenth exposition
together with trombones. It can be stated that the timbre
of trombones is the most important among all winds and
creates a special stately character of the composition in most
episodes. Interestingly, the 3" and the 4" trombones have to
play notes below E2!! (also pedal B-flat note in Passacaglia):
obviously, the composer demands a bass trombone or a tenor
trombone with an F-attachment.!?

Later, the Baroque-style mood is enhanced by a
two-subject fugue that embellishes the Passacaglia. Both
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subjects of the fugue are contrastive to the character of
the first theme; Narbutiené considers this juxtaposition
of different themes a presentation of two different styles
of the epoch: one monumental and another lightsome,
in the manner of Rococo (Narbutiené 1999: 135). The
organ is the main implementer of the fugue; only at the
end of the movement do the elements of the fugue subject
appear in the winds parts.

Passacaglia ends with the climax based on the first bars
of Prelude and directly (attacca) transits to the third move-
ment, Interlude. This movement is a conjunctive episode of
adifferent mood between two more elaborated movements.
The character of this movement is austere and archaic; it
contains chorale and polyphonic episodes which imply
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Example 4. Eduardas Balsys, Symphony-Concerto, Passacaglia, bars 1-7. Empty staves are omitted.

that this movement represents a Gothic style in architec-

ture. The main theme is based on a succession of full tones

downwards: actually, it is a retrograde of the initial theme

of the composition (Example 5).

Most of the material is performed by the organ, the

part of which is fairly virtuoso. The role of the instrumental

ensemble is comparatively modest: bass guitar and solo

clarinet in a high register interfere as members of a short

polylogue in which the organ is a predominant participant
and later acts as a soloist in long episodes. Winds enter close
to the end of the movement, exposing the retrograde of
the main leitmotif twice. It is interesting that in these two
expositions trombones have to leap from D2 (apparently, all
four trombones must have F-attachments) to much higher
sounds: the first trombone has to play A4; thus it has to
make a leap of two octaves and a perfect fifth. Apparently,
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Example 5. Eduardas Balsys, Symphony-Concerto, Interlude, bars 1-5. Empty staves are omitted.

the composer did not hesitate to write inconvenient and
risky parts in order to implement the necessary musical
ideas (Example 6).

The succession of the movements is not chronologi-
cally consequent: the “Gothic” episode comes after the
“Baroque” episode. However, the basis of the conception
is the architecture of Vilnius but not its history. Thus, dif-
ferent layers of architectural epochs are distributed not in
time but in the space of a certain town.
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In Toccata the leitmotif of the composition is performed
by trombones against the background of the active percus-
sion rhythm based on whimsical syncopation and changing
meters. It scems that Balsys’s work as a popular music com-
poser are reflected in this movement. Some reminiscences
of the fugue subject from Passacaglia appear in the organ
part from time to time. The organ part remains facet for
many bars, then performs a solo episode, then again disap-
pears for many bars. Similarly, as in carlier movements, the
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Example 6. Eduardas Balsys, Symphony-Concerto, Interlude, bars 38-42"3, Empty staves are omitted.

texture of the organ part is mostly contrastive to the material
of other instruments as if exhibiting miscellaneous aspects
of modern architecture. The theme here is thrusting and
even aggressive, and intervals of seconds and tritone help to
increase the sense of dynamism and instability. Apparently,
it conveys the urbanistic landscape of the second half of the
twentieth century (Example 7).

The role of percussion in this movement is more signifi-
cant than in all other movements: the first six bars are played
only by percussion and a bass guitar. Full tone formations
appear not only horizontally as successions (more diverse
rhythmically in comparison with earlier movements) but
also vertically as full tone clusters in brass. Muted brass in-
struments sound for a long time and become a characteristic
timbre of the movement. Trumpets have to play up to C6in
concert pitch. Brass parts are challenging because of wide
leaps and the necessity of playing high notes immediately
after the breaks.

In Postlude the solemn introduction theme sounds “as
an anthem to the old town” (Narbutiené 1999: 137).

In the final version, Balsys rejected programmatic
indications and entitled the work Symphony-Concert. But
his earlier comments about the connection of individual
movements with the styles of Vilnius architecture disclose
the content of the composition. Undoubtedly, this work
is one of the most conspicuous musical creations devoted
to Vilnius.

Discussion

In Balsys’s time and even later, the instrumentation
of Symphony-Concerto looked “unusual” (Narbutiené
1999: 134). That s, it did not correspond to the standard
instrumentations of a symphony orchestra. Nevertheless,
the composition was regarded as a work for a solo instru-
ment (organ) with an orchestra. Thus it is natural that in
the list of works by Balsys presented in the monograph
by Ona Narbutiené, Symphony-Concerto is included in
the chapter Works for Orchestra beside the composer’s
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Example 7. Eduardas Balsys, Symphony-Concerto, Toccate, bars 7-12. Empty staves are omitted.

symphonic creations. A scparate section Works for the
Wind Band is also included in the list (Narbutiené 1999:
409-410; 416). The vinyl recording of the composi-
tion was performed by the Symphony Orchestra of the
Lithuanian Philharmonic (conductor Juozas Domarkas)
and issued in 1981. However, from a different point of
view, the instrumentation and treatment of instruments
in Symphony-Concerto evoke an association with a phe-
nomenon known in Western countries as the symphonic
wind ensemble.

The wind ensemble concept emerged at the beginning
of the 1950s in the USA. One of the main aims of the new
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endeavor was the constitution of the original repertoire
for wind instruments groups. This became possible due to
the principle of flexible instrumentation. A wind ensemble
should be compounded strictly according to the indications
of the composer without any interference of the bandmaster,

as was common in earlier periods.

According to the symphonic wind ensemble concept, the
instruments to be used and the number of players to a part
should be determined by the creator of the music, rather than
being left solely in the hands of the recreators. (Bly 1994: 196)

One of the most important outcomes of this initiative

was an emergence of original (not arranged or transcribed)
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literature for the different wind groups from chamber en-
sembles to the full wind band.

Frederick Fennell (1914-2004), the founder of the East-
man Wind Ensemble at the University of Rochester (and
the generator of the idea of the wind ensemble concept in
general), stated that “concert and military band directors
failed to encourage and develop their own original reper-
toire, rather preferring to exist on a borrowed literature”
(Hunsberger 1994: 10). The wind ensemble literature
became a qualitative leap in comparison with most of the
earlier wind band literature performed by bands up to the
middle of the twentieth century. In his letter to approxi-
mately 400 composers all over the world, Fennell described
the main principles of the wind ensemble concept:

My letter stated in part that it was our hope that composers
would look upon this instrumental establishment as the basic
instrumentation from which they could deviate should a par-
ticular score require more or less instruments than were listed.
It was further stated that they might consider this in the same
manner as one does the tutti orchestra, the full organ, or the
complete seven-plus octave range of the piano keyboard - a
sonority to be utilized only when desired. (Hunsberger 1994:7)

Subsequently:

[...] work of many conductors and composers during the
second half of the century has produced amazing results in
the development of original literature for all forms of the wind

band. (Hunsberger 1994: 13-14)

Although the symphonic wind ensemble was primar-
ily oriented towards the original repertoire newly created
by contemporary composers, it also claimed the right to
play any work for winds from any historical period. Thus,
their repertoire included compositions by sixteenth- and
seventeenth-century composers such as Di Lasso, Wil-
laert, or Giovani Gabrieli as well as works for various
wind instruments ensembles created by twentieth-century
composers. For example, such works by Igor Stravinsky as
Symphonies of Wind Instruments, Octet for Wind Instru-
ments, and Concerto for Piano and Wind Instruments,
and even such earlier indisputably symphonic creation
as Symphony of Psalms were appropriated by the most
advanced and highly qualified symphonic wind ensembles
(Battisti 1995: 99-10).

Proceeding from the concept indicated by Fennell and
others, it can be concluded that there is no reason to regard
the instrumentation of Symzphony-Concerto as a deficient or
modified symphony orchestra. Rather, it should be con-
sidered as one of the possible versions of symphonic wind
ensemble. It can be presumed that if Balsys had lived on the
other side of the Iron Curtain, Symphony-Concerto would
be assessed by performers and likely accepted as a part
of the symphonic wind ensemble literature on a global

scale. Moderately modern means of expression and vivid
images of the composition could attract the attention of
conductors who are fond of wind band/ensemble music
of high artistic standards. It is a notable coincidence that
one of the most prominent, landmark works for the wind
band in the second half of the twenticth century, ...and
the mountains rising nowhere by Joseph Schwantner, was
created in the same year, 1977. Thus, it can be stated that
Symphony-Concerto was composed as a progressive opus
that corresponded to contemporary trends of the develop-
ment of wind bands’ practices; however, it appeared in an
unfavorable environment that prevented the work from
earning wide-ranging dissemination.

However, this type of medium was unknown in Lithu-
ania at that time. Balsys probably did not know the trends
that descended from Fennell’s concept. This would mean
that he created Symphony-Concerto independently from all
Western influences, conceiving this composition as a work
for organ with a modified wind section of a symphony or-
chestra. The scoring principles there are close to his style of
scoring for symphony orchestra but not to his earlier works
for wind band. Yet there is a possibility that Balsys possessed
some information about the characteristics of wind music
in the West due to his visits to many foreign countries,
including Canada (1967) and the USA (1969). Of course,
more detail examination of Balsyss correspondence and
other documents may reveal some sources of information
which have not been disclosed so far. Also, a comparison of
Symphony-Concerto with the scores of the Western compos-
ers for wind ensemble may raise some observations.'* Yet
in the meantime, the author of this article does not have
any confirmation of Western wind music’s influences upon
Balsys’s work.

However, the recent performance of Symphony-Con-
certo appears as a particular case in Lithuanian wind band
activities that probably indicates the changing attitude
towards wind band function, possibilities, and literature.
In 1999 during Balsys’s eightieth-anniversary celebration
events, this composition was performed in one of Vilnius’s
churches by the Honor Guard Band of the Lithuanian
Armed Forces. The idea to perform the composition came
from the composer and conductor Laurynas Vakaris Lopas,
who conducted this and all subsequent performances of
Symphony-Concert. Balys Vaitkus played the organ part,
and Dalia Balsyté played the bass guitar part (on a keyboard
synthesizer). The piece was recorded and included in the
band’s CD released in 2001. In later years, performances of
the composition took place in the Latvian town of Liepaja
(2002) and the Lithuanian town of Klaipéda (2004) within
the framework of organ festivals. And finally, the same band
(now called the Lithuanian Armed Forces Headquarters
Band, chief conductor Maj. Egidijus Aliauskas) performed
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Symphony-Concerto during the composer’s centenary cel-
ebration events in the autumn and winter of 2019. The
concerts took place in the Christ King Church of Klaipeda
and the Lithuanian National Philharmonic Hall in Vilnius.
The Lithuanian Armed Forces Headquarters Band has not
once proved its capability to perform serious music. It scems
that this Lithuanian band claimed its right to perform art
music compositions for winds not initially composed or
arranged for the traditional wind band." Thus, the history
of performing the Symphony-Concerto probably indicates
a (slowly) changing attitude towards wind band function,
possibilities, and literature in Lithuania.

Endnotes

Balsys’s teacher at the conservatoire gave him a textbook in
French (a language which Balsys had not learned) and told
him to examine it by himself (Narbutiené 1999: 83).

Dalia Balsyté is a professor at the Lithuanian Academy of
Music and Theatre, the Department of Chamber Ensemble.
All quotations of Dalia Balsyté’s impressions are acquired from
the personal conversation with the author of this article.
Dalia Balsyté told a surprising story about Balsys’s art of
orchestration. In 1977, the same year Balsys’s Symphony-
Concerto was written (this work is analyzed hereafter in this
article), composer Alfred Schnittke created his first Concerto
Grosso. Balsys was very fond of music by this composer and
had been looking for the score for along time. Unfortunately,
he succeeded to obtain only the piano score after approxi-
mately six months of searching. The Symphony-Concerto had
already been accomplished. Meanwhile, the composer was
not used to sitting without occupation and was eager to start
some work. Therefore, Balsys decided to orchestrate the piano
score of Schnittke’s composition, intending to compare his
own and original scores when the latter would be available.
He was curious about whether he felt and thought the same
way as Schnittke. In 1978 the piano score of Concerto Grosso
had been orchestrated. Balsys experienced great joy when
after he obtained the original score, he found only a few
minor differences and his suspicion was ascertained that his
orchestral thinking aligned with that of Schnittke.

Some of the enlisted compositions exist in more than one
version. Therefore, it is difficult to identify which version
appeared first, i.e., it is questionable if the compositions from
the first section should be considered as originally composed
for the wind band.

¢ March, Waltz, Polka, Habanera, Sailors’ March and excerpt
from the ballet Eglé Queen of Grass-snakes were recorded in
a CD by Palanga Wind Band and published as a supplement
to the book Palanga Band. Dialogues (2019).

In the year 2019, the centenary anniversary of Balsys, an
exhibition devoted to the composer’s archival legacy and visual
aspects of his music was arranged in the Lithuanian National
Art Gallery (Tarpdisciplininis Balsys 2019).

Although his impressions of the Lithuanian capital were
the most important sources of his inspiration, it should be
taken into consideration that Balsys had visited numerous
Western towns. As a prominent composer and a chairman of

146

the Lithuanian Composers” Union, Balsys was allowed to go
abroad fairly frequently, different from the majority of the
Soviet population for which going abroad (even to the “soci-
alist” countries of the Warsaw Pact) often was an unrealizable
dream. From 1959 Balsys visited Poland, Czechoslovakia,
Bulgaria, Romania, France, Germany, Italy, Spain, the USA,
Canada, and other countries. The architecture of the foreign
towns surely could not have escaped his attention.

The list of instruments in a published issue of the composition
contains a strange spelling of the name of the saxophone — saxo-
fono,which is neither Italian (mssofono) nor English, although
the names of other instruments are unequivocally Italian. The
symbol = in the indication Saxofono alto in Es (= Clarinetto I
in B) and indications to change instruments, e.g., Sax. T (B)
muta in Cl. II (B), recalls Soviet wind bands practice of the
time when saxophones were rare (at least it was common in the
’70s). Therefore, most often some of the clarinet players placed
saxophones beside them and changed instruments when the
score demanded saxophones. In this score, woodwind players
also have to play two instruments, but their parts are different:
Balsys regarded the specificity of clarinets and saxophones
carefully. Yet it can be assumed that when the composition was
performed in 1999 and later by the Lithuanian Armed Forces
Headquarters Band (see Discussion) clarinet and saxophone
players were different musicians.

All examples are extracted from the publication of Symzp-
hony-Concerto edition: 9. baacuc. CumoHuA-KOHLEPT.
ITaprurypa. Myssika. Acaunrpaa. 1982.

The scientific (international) pitch notation indications are
used in this article.

One measure in Passacaglia features doubtful use of trombo-
nes — all four instruments have to play glissando tritone up
from D3 to G-sharp, which is possible to perform neither on
tenor nor on tenor-bass trombone. It implies that the compo-
ser was not fully aware of the possibilities of the instrument
and understood verbatim the rule found in instrumentation
textbooks, which says that at the maximum, the span of the
trombone glissando is a tritone. On the other hand, it is belie-
vable that Balsys was fully aware of the situation and merely
wanted to achieve a sliding passage from lower to higher note
inside a frame between D and G-sharp. According to Laurynas
Vakaris Lopas, the conductor of the performances with the
Lithuanian Armed Forces Headquarters Band (see Discussion
section), while performing trombones played glissando in a
possible range in one position and then jumped to the G-sharp
in a higher position.

The solo cadenza of organ right before the presented exam-
ple is not included in bar numbers because its division into
measures is conditional: the cadenza is divided into bars of
unequal length by dotted barlines.

In any case, Dalia Balsyté confirms that Balsys was very fond
of the wind instruments’ sound. His symphonic music, as
well as his ballet and opera scores, prove this assumption.
Balsyt¢ considers that “the sound of wind instruments most
adequately expressed the composer’s inner drama which is
so obviously disclosed in his creations and which he was
accustomed to hiding from his environment.”

More detailed description and comments on the performances
of Symphony-Concerto can be found in the newsletter (Decem-
ber 2020) of IGEB - the International Society for Research
and Promotion of Wind Music (Urniezius 2020: 84-87).
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Santrauka

Ivairiapusis talentas leido Eduardui Balsiui (1919~
1984) kurti jvairiy stiliy ir Zanry muzika: akademing,
populiarias dainas, kino filmy garso takelius. Balsys gerai
pazinojo ir pu¢iamyjy orkestro galimybes: su $ia instrumen-
tine sudétimi susipazino dar mokydamasis Klaipedos Vy-
tauto DidZiojo gimnazijoje. Pirmuosius karinius pu¢iamyjy
orkestrui kompozitorius para$é netrukus po to, kai baigé
studijas Lietuvos konservatorijoje (1950). Balsio sukurty
ar aranzuoty kariniy pu¢iamyjy orkestrui nedaug, taciau
kai kurie jy i$populiar¢jo ir jsitvirtino orkestry repertuare.
Siuos kitrinius galima skirstyti j tris kategorijas:

1) pramoginio pobudzio kiriniai, sukurti ar aranzuoti
puciamyjy orkestrui;

2) akademinio pobudzio kiriniai, paradyti kitoms
sudetims ir paties kompozitoriaus aranzuoti pu¢iamyjy
orkestrui;

3) Simfonija-koncertas vargonams, puc¢iamiesiems
ir muSamiesiems instrumentams — unikalus akademinis
karinys, isskirtinis ne tik Balsio kiirybos, bet ir bendrajame
muzikiniame laikotarpio fone.

Nors kompozitorius nesuteiké kariniui programos, yra
zinoma, kad sukurti jj jkvépé istoriné Vilniaus architekeara.
Simfonijos-koncerto koncepcija, strukeiira, dramaturgija
ir net instrumentuoté atspindéjo Vilniaus architektiros
stiliy — gotikos, baroko, moderno — jvairove. Simfoninj kon-
certa sudaro penkios be pertraukos atlieckamos dalys: Preliu-
das, Pasakalija, Interliudas, Tokata ir Postliudas. ] bendra ir
jvairia visuma sujungty ,architektarinio muzikos karinio®
fragmenty konstrukcija panési j sudétinga architekeirinj
statinj, suformuoty i§ skirtingais laikais pastatyty bloky.

Simfonija-koncertas — pats savaime meniskai vertingas
muzikos kiirinys, ta¢iau Balsio kiirybos (neisskiriant ir kitri-
niy pu¢iamyjy orkestrui) ir laikotarpio kontekste jis jdomus
kaip i$skirtine kompozicija pu¢iamiesiems instrumentams.
Karinys parasytas solo vargonams, mediniams puciamie-
siems (saksofonai ir klarnetai), variniams puc¢iamiesiems
(trimitai ir trombonai), bosinei gitarai ir musamiesiems. Ir
Balsio laikais, ir véliau tokia atlikéjy sudetis buvo laikoma
nejprasta, netipine, neatitinkandia standartiniy simfoninio
orkestro sudéciy: Simfonija-koncertas budavo charakteri-
zuojamas kaip karinys solo instrumentui su savitai redu-
kuotu simfoniniu orkestru. Ta¢iau aktualu buty pazvelgti
j Simfonijos-koncerto instrumenting sudétj ir instrumenty
traktavima i$ kitokio pozitirio tasko: $is karinys turi daug
bendrumy su sudéties tipu (ir su juo susijusia specifine
muzikine estetine koncepcija), Vakary 3alyse vadinamu
simfoniniu puc¢iamyjy ansambliu (angl. symphonic wind
ensemble).

Simfoninio pu¢iamyjy ansamblio koncepcija jos
autorius Frederickas Fennellis (1914-2004) suformavo
Jungtinése Amerikos Valstijose XX a. 6 des. pradzioje. Vie-
nas pagrindiniy $io sumanymo tiksly — sudaryti meniskai
vertingg originaly (ne aranZuota) repertuara jvairaus dydzio
puciamyjy instrumenty grupéms. Tai tapo jmanoma dél
vadinamojo lanks¢ios instrumentinés sudéties principo.
Ansambliy sudétis sudaroma grieztai laikantis karinio au-
toriaus nurodymy, puc¢iamuyjy orkestro dirigentui nesikiSant
j instrumentuotg — kaip kad buvo jprasta iki tol. Nemazai
kompozitoriy susidoméjo sialomomis naujojo instrumen-
tinés sudéties tipo galimybémis. Vienas svarbiausiy Sios
iniciatyvos rezultaty buvo spartus originaliy akademinio
pobudzio kariniy, skirty jvairioms pu¢iamyjy grupéms —
nuo kameriniy ansambliy iki didelés sudeties puciamyjy

orkestry, gauséjimas. Po XX a. vidurio jvyko kokybinis
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puciamyjy ansambliy / orkestry repertuaro Suolis: ilgai-
niui originalts (ir daznai auks$tos meninés vertés) kiriniai
orkestry repertuare émé dominuoti. Nors pirmiausia buvo
orientuotas j originaly, $iuolaikiniy kompozitoriy naujai
sukurta repertuara, simfoninis pu¢iamyjy ansamblis pre-
tendavo atlikti apskritai bet kurj karinj puiamiesiems i§
bet kurio istorinio laikotarpio. Taigi | jy repertuarg buvo
jtraukiami ir XVI-XVII a., ir XX a. kompozitoriy kuriniai,
sukurti jvairioms puciamyjy instrumenty sudétims.
Remiantis minétos koncepcijos propaguotojy dekla-
ruojama estetine platforma galima teigti, kad Balsio Sim-
fonijos-koncerto atlikéjy sudétj reikery vertinti ne tik kaip
sumazintg ar modifikuoty simfoninj orkestra, bet ir kaip
viena i§ galimy simfoninio pu¢iamyjy ansamblio varianty.
Galima daryti prielaida, kad jei Balsys bty gyvenes kitoje
gelezinés uzdangos puséje, Simfonija-koncertas grei¢iausiai
buty beveik iskart jvertintas ir priimtas kaip pasaulinio
simfoniniy pudiamuyjy ansambliy repertuaro dalis. Saikingai
modernios iSraiskos priemonés ir ry$kas meniniai karinio
vaizdai buaty gal¢je patraukti démesj ty dirigenty, kurie
vertina auk$to meniniy standarto pudiamyjy orkestry /
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ansambliy muzikq. Todél galima manyti, kad Simfonija-
koncertas — tai pazangus muzikos pu¢iamiesiems opusas,
atitinkantis pasaulines muzikos pu¢iamyjy orkestrams
raidos tendencijas, perzengiantis tradiciniy to meto kariniy
puciamyjy orkestrui rémus, ta¢iau atsirades nepalankioje
terpéje, sukliudziusioje jj pla¢iau paskleisti ir tapti tarptau-
tinio pu¢iamuyjy orkestry repertuaro dalimi.

1999 m., per Balsio 80-mecio minéjimo renginius,
Vilniaus Sv. Kazimiero bazny¢ioje Simfonija-koncertg at-
liko Lictuvos kariuvomenés pu¢iamyjy orkestras. Vélesniais
metais tas pats orkestras kiirinj atliko Liepojoje, véliau Klai-
pédoje, galiausiai 2019 m. per kompozitoriaus $imtmedio
min¢jimo renginius. Akivaizdu, kad Lietuvos kariuomenés
orkestras ir jo vadovas majoras Egidijus AliSauskas laikosi
pazangaus Vakary $aliy muziky pozitrio j puc¢iamuyjy
ansambliy / orkestry galimybes ir paskirtj. Galima tikétis,
kad Simfonijos-koncerto atlikimo istorija atskleidZia ir ben-
dresnio pobudZio tendencijas: kintantj poziirj j pu¢iamyjy
orkestry funkcija, galimybes ir repertuarg Lietuvoje.
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Pudiamyjy instrumenty ansambliai tradicinése
zemaitiskose vestuvése kaip Saunumo, garbingumo,

turtingumo simbolis
Brass Bands at Traditional Samogitian Weddings:
A Symbol of Virility, Respectability, and Wealth

Lietuviy literatiiros ir tautosakos institutas, Antakalnio g. 6, LT-10308 Vilnius, Lictuva
ruta@lli.le

Anotacija

XIX a. pabaigos—XX a. pirmos pusés jvairiy Lietuvos regiony tradicinés vestuvés sulaukeé didelio etnology — etnografy, tautosakininkuy, etno-
muzikology — démesio. Buvo fiksuojami, aprafomi, tyrinéjami taip pat ir Zemaitisky vestuviy paprodiai bei apeigos, pabréZiami muzikavimo
savitumai. Tadiau atskiro tyrimo, nagrinéjancio i§ akademinés muzikos j tradicing gyvensena jsilicjusiy pu¢iamyjy instrumenty ansambliy
vaidmenj Zemaitijos kaimo vestuvése, iki $iol nebuvo. Taigi pasitelkus istoriografinj, analitinj-kritinj metodus straipsnyje sickiama atskleisti,
kaip i§ dvary ir bazny¢iy j tradicinj kaimo muzikavima jsilieje variniai pu¢iamieji instrumentai keité Zemaitisky vestuviy muzikavima, prisi-
derino prie pazangesnio tkininkavimo pereinandio patriachalinio kaimo papro¢iy. Tyrimas leidZzia kelti hipoteze, kad jspudingas ir garsus
muzikavimas pu¢iamyjy instrumenty ansambliais bei $aunamujy ginkly salvés simbolizavo vyriskosios vestuviy pusés, t. y. jaunikio ir jo pulko,
Saunuma ir puikuma. Ir XIX a. pabaigoje, ir XX a. pirmoje puséje pasikeitus kai kuriems paprociams, dzidos vestuvése isreiské ir demonstravo
taip pat ir jas kelian¢iy $eimy arba vienos i§ jy garbinguma ir turtinguma.

Reik$miniai ZodZiai: pu¢iamieji instrumentai (didos, triszbos), pu¢iamujy instrumenty ansambliai / orkestrai, tradicinés vestuvés, Zcmaitija,
marsas, $audymas.

Abstract

The traditional weddings of various regions of Lithuania in the late nineteenth and early twenticth centuries drew the attention of ethnologists,
cthnographers, folklorists, and ethnomusicologists. They recorded, described, and analyzed the customs and rites of Samogitian weddings with
an emphasis on the characteristics of music-making. However, no separate study examines the role of brass ensembles in Samogitian village
weddings, which were incorporated from academic music into the traditional lifestyle. Drawing on historiographical and analytical-critical
methods, this article seeks to reveal how brass bands of manors and churches, which were incorporated into traditional rural music, changed
the music of Samogitian weddings and adapted to customs of the patriarchal village as it was transitioning to more advanced farming practices.
The study suggests that the spectacular and loud brass ensemble music and gun salvos symbolized the masculine prowess and excellence of the
groom and his entourage. Both in the late nineteenth century and in the first half of the twenticth century, as some of the customs changed,
brass instruments at weddings expressed and demonstrated the honor and wealth of the families that sponsored the wedding.

Keywords: brass instruments, brass ensembles/bands, traditional weddings, Samogitia, marches, salvos.

Ivadas

Zemaitija i§ kity Lietuvos regiony issiskiria iki $iol
gyvuojandia pu¢iamyjy ansambliy / nedideliy orkestry
tradicija. Net ir $iandien puciamieji kvie¢iami j laidotuves
atlikti Zemaidiy Kalvarijos kalny giesmiy, diiduoti Velyky
ryto ar atlaidy procesijose ir per misias bazny¢ioje.

Taigi grojimas pu¢iamaisiais instrumentais (tritibijimas,
diadavimas), kaip ir kitos tradicinio muzikavimo formos,
labai susijes su $eimos ir bendruomenés paprodiais. Svarbu
pamineéti, kad neabejoting jtaka Sio regiono muzikavimui,
variniy pu¢iamyjy ir styginiy bei misriy ansambliy karimuisi
turé¢jo Plungés ir Rietavo kunigaiks$¢iy, broliy Bogdano ir

Mykolo Oginskiy muzikiné veikla, jy suburti orkestrai ir
jsteigtos orkestry mokyklos.! Pu¢iamyjy instrumenty an-
sambliai, nedideli orkestrai per visa XX a. skambédavo trijy
pagrindiniy $eimos jvykiy — krikstyny, vestuviy, laidotuviy -
metu. Sunku pasakyti, kuriy paprociy apeigose anks¢iausiai
imta muzikuoti tradicinés sudéties pu¢iamuyjy ansambliais.
Istoriniy $altiniy liudijimu, tai galéjusios buti vestuves.
Vestuves tradicinéje bendruomenéje — viena svarbiausiy
ir didziausiy $eimos ir kaimo bendruomenés $ventiy, api-
pinty daugybe apeigy ir simboliy. Seimg privaléjo sukurti
visi tam tikro amziaus sulauke jaunuoliai, o nevedgs arba
neistekejusi buvo laikomi nevisaverdiais visuomenés nariais.

Santuoka ir skyrybas XIX a.-XX a. pradzioje nagrinéjusi
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Dalia Marcinkevidiené teigia, kad nuo XIX a. antros pusés
pagrindinis vedyby motyvas buvo i$saugoti ar sustiprinti
tévy uzgyventy turta. Materialiné, ekonomine vedyby
priezastis buvo laikoma gerbtina ir toleruotina to meto
bendruomenéje. Turtiniu poziariu nelygioms vedyboms —
mezaliansui — prieSinosi visa tkininky bendruomene,
todél, pasak istorikés, tuokdavosi tik vienodo turtinio lygio
jaunieji (Marcinkevi¢iené 1999: 50-59). Leonardas Sauka,
gilinesis j lietuviy vestuvines dainas, pastebi, kad istorinéje
$io Zanro raidoje reik§mingas yra XIX a.-XX a. pradzios
laikotarpis — vienas paskutiniy vestuviniy dainy aktyvaus
gyvavimo etapy. Sis periodas — kartu ir $io Zanro nykimo
pradzia, kurig paskatino to meto istoriniai ir ckonominiai
veiksniai. Tautosakininko nuomone, pasikeitusios gyve-
nimo salygos 1émé ir laisvesnes pazitiras  tévy ir protéviy
nustatyty rituala, jau nebuvo butina jo grieztai laikytis
(Sauka 1968: 32-34). Palyginus su pirmaja, XIX a. antroje
puséje augo turto reik$mé, kito kai kurie paprodiai ir apeigos.
Turtingesni valstie¢iai, dazniausiai rastingi, didZiavosi savo
padétimi, sukauptais turtais, saugojo valstietiskas tradicijas,
bet kartu Zavéjosi aukstesnio luomo kultara, stengesi | ja
lygiuotis. Kaip tik XIX a. antros pusés—XX a. pradzios pa-
siturin¢iy kaimo gyventojy vestuvés yra laikomos tradiciniu
lietuviy apeigy modeliu, nes, pasak Angelés Vy$niauskaités,
jos atspindi ikiindustrinio Lictuvos kaimo dvasing kultira
ir jose biina daugiau apeigu; neturtingujy vestuvése daug
kas buvo praleidZiama, atlickamos tik batiniausios apeigos
(Vy$niauskaite 1990: 72). Sio laikotarpio vestuviniai papro-
¢iai gana i$samiai perteikti etnografiniuose aprasuose, kai
kurie momentai simboliskai atspindéti gausiai uzradytose
vestuviy zanro dainose.

Tradicinés XIX a. antros pusés—XX a. pradzios vestu-
vés — bene labiausiai etnografy, etnology ir tautosakininky
apraSyta ir iStyrinéta tema. Tradiciniy vestuviy paprodius
surinko ir apra$é¢ Jurgis Ambraziejus Pabréza, Motiejus
Valantius, Juozas Mickevidius, Jonas Balys, Vincas Kré-
ve-Mickevitius, Balys Buradas ir daug kity. Pasitelkdami
etnologijos ir istorijos moksly prieigas $ios svarbiausios
Seimos $ventes paprocius tyrinéjo Angelé Vy$niauskaite,
Dalia Marcinkevitiené, Petras Kalnius, Irena Cepieng,
vestuvines apeigines dainas — Leonardas Sauka, Broné
Kazlauskiené¢, Broné Stundziené, Rokas Sinkevicius,
muzikavima vestuvése — Gaila Kirdiené, Romualdas
Apanavic¢ius, Vida Palubinskiené, Toma Grasyte ir kiti.
Inagrinejus Saltinius ir minéty autoriy darbus, galima
manyti, kad pu¢iamyjy instrumenty ansambliai (dados,
trithos) ir $aunamieji ginklai Zemaitiskose vestuvése is-
reiskeé vyriskosios vestuviy pusés, t. y. jaunikio ir jo pulko,
Saunuma, puikuma ir rode jas keliané¢iy Seimy arba vienos
ju garbinguma ir turtinguma. Nors XX a. pirmoje puséje
puciamyjy ansambliai tapo neatsiejamais vestuviy dalyviais
kone visoje Lietuvoje, autorés anksciau atlikti puciamyjy
ansambliy tradicinéje kultiiroje tyrimai (Zarskiené 2009) ir
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$io straipsnio duomenys leidzia teigti, kad Sie instrumentai
anks¢iausiai (XIX a. antroje puséje) imti naudoti kaip tik
zemaitiSky vestuviy paprociuose.

Senosios vestuvés

Bene nuodugniausiai XIX a. antros pusés—XX a. pra-
dzios zemaitiSkas vestuves apra$¢ etnografas Juozas Mickevi-
¢ius 1933 m. pasirodziusioje studijoje ,,Zemaiéiq vestuves
(darbe cituojamas antrasis, 2009 m. leidimas, ta¢iau kai kur
remiamasi pirmuoju kaip tiksliau atspindin¢iu tam tikrg
apeiga). Siame saltinyje pristatomos pasiturindiy valstie¢iy
vestuvés. Cia, turimais duomenimis, pirmakartg paminétas
Sioje bene svarbiausioje Seimos $ventéje griezgs puciamyjy
instrumenty ansamblis. Apra§ydamas Plateliy, Alsedziy ir
Ylakiy apylinkiy vestuves, autorius pazymi:

Mazdaug prie§ 60 mety [taigiapie 1870 m. - R. Z.] j¢jo j mada
vestuvése groti tribomis. Trubininkus i§ pradziy kviesdavo
tik turtingieji  didZiasias vestuves. (Mickevi¢ius 2009: 35)

Priduriama, kad tuo metu Plateliy apylinkése buvo tik
viena tokia kapelija. Cia pat etnografas palygina su senes-
niais laikais: ,,[ D ]idZziausias vestuves ,atkeldavo® ir su vienu
muzikantu, bet kartais pridédavo dar antrajj su bugneliu®
(ten pat). Bégant laikui atsirado jau keturi griezikai — du
griezdavo smuikais, trecias — basedla, o ketvirtas bugneliu ar
jau net bugnu pritardavo, ta¢iau autorius pabrézia, kad ,,net
ir paskutiniaisiais laikais mazaZemiai, trobelninkai, jnamiai,
bernai vestuves atgroja armonika“ (ten pat).

I Seimos paprodius jsiverze puciamieji greitai populia-
réjo. Buvusio Rietavo dvaro orkestro muzikanto Vytauto
Lukausko teigimu, XIX a. devintame—de$imtame de$imt-
mediuose Rietavo ir Plunges vals¢iuose gyvavo maziausiai
aStuonios skirtingy kaimy kapelos?, griezdavusios vestuvése.

Vestuvés tuo metu tgsdavosi po savaite — nuo Sestadienio iki
$eStadienio, ir taip per visg Ziemg — i§ vieny vestuviy | kitas.
Bosa, altg ar tenorg kuo stipriau iSputé, tuo geresniu muzi-
kantu buvo vadinamas. Vestuvése troboje kai papusdavo, tai
lempos uzgesdavo. Tada zmonés apstoj¢ vaiSindavo tokius
griezikus, sakydami, kad ir Oginskio muzikantai taip negali
sugroti. (Lukauskas 1975: 165, 166)

Pasak nuo Plunges kilusio radytojo ir etnografo Aleksan-
dro Pakalniskio, XIX a. pabaigoje vestuvinj orkestra sudaré
du styginiai ir vienas ar du puciamieji instrumentai; ten
pat autorius pazymi, kad ,véliau j¢jo j mada triuk§mingas
dudy orkestras, i§ kokiy keturiy instrumenty ir bagnui
dalyvaujant (Pakalniskis 1977: 30). Sis paminéjimas, kad
XX a. patioje pradzioje vestuvése grojo nedideli pu¢iamuyjy
orkestreliai, abejoniy nekelia, tadiau pirmasis teiginys, kad
vestuvése griezé styginiai kartu su puc¢iamaisiais instru-
mentais, neatrodo labai patikimas. Panasu, kad &ia auto-
rius remiasi vieny vestuviy, grei¢iausiai matyty vaikystéje,
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prisiminimais.’ Kad XIX a. pabaigoje-XX a. pradzioje ne-
dideli pu¢iamyjy orkestrai jau buvo jleidg $aknis j zemaiciy
vestuves, atskleidZia ir tiesiogiai su $iy papro¢iy aprasymu
nesusij¢ $altiniai. Kunigas Antanas Ragaisis leidinélyje,
skirtame Zemaiciy Kalvarijai, neapsiriboja vien Kryziaus
kelio apra$ymu, jis pateikia ir $ios parapijos 1897-1905 m.
skirtingus statistinius duomenis. Autorius pazymi, kad
»netiktai vestuviy laike, bet ir laidojant mirusius vartojamos
pas mus tritbos” (Ragaisis 1906: 55). Skambéjus puciamuo-
sius to laikotarpio vestuvése patvirtina ir Kaune leidziamo
savaitra$¢io ,Vienybe“ publikacija. Straipsnelyje, kuriame
apraSomi svarbesni Erzvilko miestelio jvykiai, pazymima,
kad prie bazny¢ios susikuirgs pu¢iamyjy orkestras pramoko
groti viena kita mar$a, keleta Sokiy, dainy ir jau atliko keleta
vestuviy. Priduriama, kad iki tol vestuvése buvo grieziama
smuiku, armonika, cimbolais (Gasitinas 1908: 294).4
Mickevicius savo veikale apraSo visus svarbiausius Ze-
maitisky vestuviy momentus, pradédamas nuo stebéjimo
ir pirslyby ir baigdamas jvedybomis (sugraZtais). Autorius
daug démesio skiria $ventés metu atlickamoms dainoms,
Sokiams, apibadina vestuviy muzikantus ir jy atlickamas
funkcijas. Pasak etnografo, jprastai vestuviy muzikantus
kviesdavo jaunosios tévai. Jdomu, kad rankpinigius duodavo
ne vestuviy kéléjai muzikantams, o muzikantai — kéléjams.
Sitaip muzikantai uZsitikrindavo, kad konkurentai nepavers
ju uzdarbio, nes grojantiesiems per vestuves gerai atlygdavo
vestuvininkai, Sokéjai (Mickevi¢ius 2009: 35). O Silalés
apylinkése pu¢iamaisiais grojan¢ius muzikantus parsivez-
davo jaunikis. Jaunajam ir jo pulkui atvykus pas nuotaka sie
instrumentai budavo paminimi pirslio oracijoje:

Brangus uosveli! Uzlaikysi mumis tris dieneles. Tai praom
atidaryti duris ir priimti mumis su trabais ir muzikomis.
Kad per visas vestuves muzikantai mumis linksminty. Troboj
tur bitt vietos pasokti ir laisvai pavaiki¢ioti [...]. (Statkevitius

1992: 110)

Vestuvés visada prasidédavo i§ vakaro vykstan¢iomis
pintuvémis (mergvakariu), kurios jaunosios puséje budavo
daug sudétingesnés, jvairesnés ir reikalaujancios daugiau
i8laidy nei jaunojo puséje. Cia Mickevitius pabréZia, kad jau
XIX a.antroje pus¢je saulélydziu j jaunosios namus ateidavo
stribininkai (idretinta — R. Z.), jau ne smuikininkai®
(Mickevi¢ius 2009: 38), tarsi patvirtindamas, kad jis kalba
apie tikras, t. y. turtingas, vestuves. Pasak etnografo, j pin-
tuves susirinke sveciai linksminasi, Soka, o apie vidurnakej
atvykstantj jaunajj, jo palyda ir pirslj pasitinka ,,seniai jau ra-
pestingai lauke muzikantai ir uZgroja mars$a”, taip pat jaunoji
su tévais ir kiti pintuvininkai.’ NepamirStama paminéti, kad
i jaunosios namus atvykes jaunasis uz mar$a muzikantams
duoda pinigy (ten pat). Apeiginis atsilyginimas pinigais arba
dovanomis minimas daugelyje svarbiy vestuviy momenty
ir daznai nepamir§tama paminéti, kad Siems momentams
uztvirtinti grieztas kaip tik marsas.

Marsas

Marsas® — aptariamo laikotarpio vestuviy paprociuose
svarbi simboliné apeigy dalis. Mickevicius ,,Zemaitiy ves-
tuvése” mar$a pamini beveik kickvieng karta, kai kalbama
apie jaunikio, vestuvininky pulko, sve¢iy pasitikima ar prie-
Singai — marcios iSlydéjima ir kitas apeigas (pavyzdziui, pries
i$vaZiuojant j jungtuves, ,jaunavedziams su visais parétkoj
esandiais zmonémis atsisveikinus, muzikantai atsistoja ir
uzrézia Sauny, tranky mar$g", ten pat, p. 48). Pakalniskio ap-
raSomose XX a. pradzios vestuvése mar$as minimas beveik
visur, kur kalbama apie muzikavima: ,,Parvaziuojancius [i$
baznytios] kieme pasitiko vestuviy sveéiai ir muzikantai su
mar$u:’ Kai svediai valge ir géré, azé ir dainavo, muzikantai
»viename trobos kampe jsitaise, grojo marsus®, ,[...] trenke
marsus® (Pakalniskis 1977: 32, 33).

Vakary Europoje marsas, kaip karinés muzikos Zanras,
susiklosté vélyvaisias viduramziais. Baroko epochoje marsai
tapo profesionaliosios muzikos dalimi ir skambé¢jo karaliy
bei didiky rumuose. Lietuvos dvaruose marsas émeé plisti
XVII-XVIII a. Manoma, kad j lietuviy liaudies muzikg
marsas at¢jo per kariSkaja muzika. Liaudies muzikantai
marsus griezdavo per Seimos $ventes, iSlydédami jaunuolius
j karo tarnyba, dazniausiai marsai skambédave vestuvése.
Labiausiai paplite jaunujy islydéjimo ir sutikimo bei sveciy
sutikimo marsai (Baika, Klimas 2003: 381-382). Marsas,
kaip lietuviy instrumentinio folkloro Zanro pavadinimas,
radytiniuose $altiniuose bene ankséiausiai paminétas
XIX a. pabaigoje. 1889-1890 m. aprasant zemaitiSkas Pa-
pilés (Siauliy aps.) ir aukstaitiskas Siesiky (Ukmergés aps.)
vals¢iy vestuves minima, kad muzikantai grojo sutikimo ir
pasveikinimo” mar$us (Acaeae 1889: 323, 324; Aeacacs
1890: 184). Sie duomenys dar karta patvirtina, kad marso
pavadinimas XIX a. antroje pus¢je jau buvo vartojamas
liaudiskoje terminijoje, ir leidzia manyti, kad $is muzikos
zanras buvo labiausiai susij¢s su pu¢iamyjy orkestry mu-
zika.® Sig prielaidg paremty rietaviskio Vytauto Lukausko
papasakotas nutikimas:

Oginskis, vaziuodamas ziemos metu pro bazny¢ia, i$girdo,
kad kaimo ,kapel¢iukai®, lydédami vestuvininkus, groja jam
labai zinoma marsa, ir groja visai neblogai. GriZes j dvara,

3 3, 1t groj g Jz¢s | 3
jis nuéjo pas muzikantus ir sukompromitavo orkestrantus ir
patj Maseka, sakydamas: ,Ko jus mokotés ir kaip jis grojate!
Valgote mano duona, gaunate algas. Pasiklausykite, kaip kai-

g -8 g Y P

mo zmonés, muzikai groja daug geriau uZ jus ta patj marsa.”

(Lukauskas 1975: 172)

Deja, suzinoti, kokj marsa griezé kaimo muzikantai,
nejmanoma, bet akivaizdu, kad tai buves populiarus akade-
minis karinys, kurj jie buvo nusiklausg, o gal net i$moke is
naty. Nors patvirtinimo, kad to meto liaudies muzikantai
pazinoje¢ natas, aptikti nepavyko, Sitaip galéje buti, nes jie
bendraudavo su i§ kaimo kilusiais ir savo giminai¢ius bei
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kaimynus nuolat aplankantiais Oginskiy orkestry muzi-
kantais. Apie $io laikotarpio pu¢iamyjy ansambliy vestuvinj
repertuarg turime itin mazai Ziniy. Zinome tik tai, kad
Medingeny kapelos vadovas, Zymus to krasto muzikantas
Petras Jankauskas su savo kapela aplinkiniuose kaimuose ir
dvaruose grodavo marsus ,, Zuleika®, ,,Svilpe*, poloneza ,,Es-
meralda®, polkutes ir valsus, tarp jy ir valsa , Dunojaus ban-
gos” (Lukauskas 1975: 165). Nors Mickevi¢ius, Pakalniskis
ir Lukauskas paprastai nenurodo, kokiais instrumentais
buvo grieziama tam tikry apeigy metu, i§ konteksto ir api-
badinimy galima manyti, kad mar$ai XIX-XX a. sandiroje
dazniausiai buvo atliekami pu¢iamaisiais instrumentais. Sig
priclaidg patvirtina tarpukario vestuviy aprasai, kuriuose
pabréziama, kad mar$us muzikantai griezdavo dadomis
(Batavi¢ius 1995: 107; Petrosius 2006: 61).

Itin svarbig vieta marsas vestuvinése apeigose jgijo XX a.
antrame—ketvirtame desimemediais. Tai, be jokios abejonés,
susije ir su ypatingu pu¢iamujy orkestry populiarumu, Nepri-
klausomybés metais jokia iskilmé neapsieidavo be pudiamyjy
orkestro ir jo grieziamy iskilmingy mar$y. Sio laikotarpio
tradiciniy vestuviy apra$uose ypa¢ pabréZiamas marso tran-
kumas, i$kilmingumas, §venti$kumas. Kaip ir anks¢iau, mar$u
sutikdavo atvykusj jaunajj su palyda ir svecius, atsisveikinus
su tévais, iSlydédavo jaunuosius j kiema (,Smagu grazy
vasaros rytg sutikti pasipuoSusius vestuvininkus, o ypac kai
atvyksta jaunasis su savo palyda ir gélemis. Tos pacios dudos
ir tas pats marSas lyg ir graziau skamba“ (Batavi¢ius 1995:
99). »Kai jaunieji atsisveikina su tévais, broliais, seserimis
ir artimaisiais, muzikantai trankiu marsu i$lydi jaunuosius,
tévus ir visg ,parédka” j kiemg. Muzikantai i§ namy i$eina
paskutiniai. Kieme nerimsta i$puosti zirgai, apvainikuotos
karietos. Skambalai skamba, muzikantai pudia garsiausias
tritibas, bugnininkas negaili bigno“ (ten pat, p. 100)).
Tradicinj smuikavima tyrinéjusios Gailos Kirdienés pateikti
duomenys rodo, kad XX a. pirmos pusés vestuvése marsas
visoje Lietuvoje buvo populiariausias vestuviy muzikinis
zanras, jj smuikininkai griezdavo visais svarbesniais $ventes
momentais: mar$u sutikdavo ir ilydédavo sveéius, jaunojo
pulka, iSlydédavo jaunavedzius  jungtuves ir pasitikdavo
griztantius ir t. t. (Kirdiené 2000: 144-173). Marsai griczti
jautriausiais — jaunosios ie$kojimo, raudojimo ir apdovano-
jimo’ — vestuviy momentais ir bene svarbiausioje apeigoje —
prikeltuvése. Netgi tikéta, kad ,,be muzikos prikelti jaunieji
bus bevaikiai (ten pat, p. 146, 161).

Vy$niauskaité, nagrinéjusi lietuvisky vestuviy paprocius,
apeigas ir pasitelkusi Viktoro Ternerio (Victor Turner)
teorija'’, pastebi, kad ,vestuvés — idtisa simboliniy veiksmy
grandine®,

[I]dé¢jiskai jprasminti zodZiai, daiktai, veiksmai apeigose tam-
pasavotiskomis klisémis, stereotipais, kartojamais kickvienose
vestuvése ir nekei¢iamais, kad nesuirty $ventés sandara. Taigi,

vestuviy apeigose randame gana pastovius daiktus simbolius,
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veiksmus simbolius ir ZodZius simbolius. (Vy$niauskaité
1990: 86-87,72)

Pritaikius $ig teorija muzikiniams vestuviy paproc¢iams,
marSas gali bati suvokiamas kaip tam tikras muzikines
kalbos simbolis (muzikinis Zodis), marfo grojimas — kaip
simbolinis veiksmas, o instrumentai, kuriais jis atlicka-
mas, — daiktai simboliai. Pasitelkus Arnoldo van Gennepo
peréjimo ritualy (rites de passage) teorija marso griezima
galima interpretuoti kaip vestuvininky, sveéiy jvesdinima
i$ neutralios / tarpinés / svetimos teritorijos j sava / sakralig
$ventés erdve. Kita marso atlikimo prasmé, besisiejanti su
pirmaja, galéty bati suprantama kaip svarbaus veiksmo uz-
tvirtinimas'' (plg. Gennep 2010: 24-26). O mar3ui atlikti
muzikanty naudojami itin brangts, prestiziniai muzikos
instrumentai — variniai pu¢iamieji (daiktai simboliai) - tarsi
rodyty vestuves rengiancios Seimos (-y) turtinguma.

Saudymas

Pazymétina, kad senuosiuose vestuviy paprodiuose, greta
marso, daug kur minimas ir $aunamuyjy ginkly naudojimas —
baroko ar dar senesnius laikus menanti tradicija. Saudoma
buvo beveik kickvienos svarbesnés apeigos, kelionés metu.
Pavyzdziui, i$vykstant j /iibg, t.y. ,vestuvininkams pasiju-
dinus j keliong, jaunuomené ima Saudyti. I§gasdinti arkliai
stoja piestu, béga kaklus iSriete, galvas iSkéle, Suoliais, kad
net zemé dunda“ (Mickevi¢ius 2009: 49). Taigi Saudymas
vestuvése buvo reikalingas ne tik tam, kad sukelty triuk$ma,
bet ir tam, kad pranesty apic tuoj pat vyksiantj arba jau
vykstantj veiksma, kaip ir grieZiamas marsas, kad parodyty
sio veiksmo svarba.

Vestuviniy ir kity $eimos paprodiy tyréjy nuomone,
senovéje zmonés tikéje, kad $audymas, muzikos instrumenty
skleidZiami garsai, garsus dainavimas atbaidydave visokias
jiems kenkiandias dvasias. Vy$niauskaite, grisdama savo
tyrimus anks¢iau minéta peréjimo ritualy teorija (zmogus,
tam tikrais ritualais atskirtas nuo savo giminés / jprastos
aplinkos ir dar nepriimtas j kitg giming / aplinka, yralengvai
pazeidziamas ir turi bati itin apdairus ir ypa¢ stropiai sau-
gomas), mano, kad triuk§mavimas (dainavimas, $ikavimas,
Saudymas, bugnijimas, pliauskinimas botagais ir pan.) yra
viena tokiy apsaugos priemoniy nuo Zmogui sickianéiy
pakenkti chtoniniy batybiy (Vy$niauskaité 1990: 83;
Vy$niauskaité 1995: 342)."? Galbiit kaip tik todél dar pries
keleta Simtmeciy vykstant j jungtuves, j jaunojo namus ir
kitais svarbiais momentais buvo keliamas didZiulis triuks-
mas. Erhardas Wagneris, 1621 m. ra§ydamas apie Jsruties
ir Ragaines apskriciy lietuviy vestuvinius paprocius, mini,
kad, i$vezdami nuotaka, palydovai triuk$mingai groja $vil-
pynémis ir bagnais, o ,.kai priartéja prie kaimo ar kokio mis-
kelio, visi kartu ima pusti plonus ragelius ir mano [...], kad
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nuo to pranyksta velniai ir §meéklos“ (BRMS 3: 23). 1639
m. [sraties ir kity lietuvisky apskri¢iy bazny¢iy vizitacijos
dokumente piktinamasi vestuvininky keliamu triuk$mu ir
liepiama sulauzyti didas (didmaisius), pradurti bugnus®,
S¢lstancius vestuvininkus jstatyti j kenge, jaunuosius nu-
bausti pinigine bauda (Vy$niauskaité, Kalnius 1995: 50).
Beje, XVII a. pirmos pusés Saltiniuose, kuriuose esama ir
vestuviy papro¢iy aprasymuy, Saunamujy ginkly naudojimas
néra minimas. Ta¢iau pana$u, kad $io amziaus pabaigoje
$audymas jau buvo pladiai paplites. Saudyti per vestuves ir
kitas vaiSes kultariskai ir ekonomiskai labiau iSsivys¢iusioje
Mazojoje Lietuvoje buvo uzdrausta XVIII a. pirmoje puséje.
Tailiudija Prusijos karaliaus Frydricho Vilhelmo 11728 m.
jsakas, kuriame grasinama kaléjimu ir tvirtovés darby
bausmémis ne tik $audytojams, bet ir jaunikiui, kuris leisty
Saudyti savo vestuvése (PVGPALV: 15).

Galima manyti, kad tuo metu Didziosios Lictuvos
gyventojy pomégiai taip pat buvo panasus. Antai Moticjus
Valanéius ,Zemaiciy vyskupystéje rajo apie netinkama
piligrimy elgesj keliaujant j Zemaitiy Kalvarijos ir kitus
atlaidus. Kelionés metu neretai budavo stojama nakvynei
karéemose ar miskuose, kartais pasigeriama, triuk$maujama,
$audoma net ir bazny¢ioje. Todél 1763 m. vyskupas Jonas
Lopacinskis uzdraudé masines eitynes (Valanéius 2013:
353, 355). XVIII a. pabaigos-XIX a. pradZios $iaurés
vakary zemai¢iy (ypa¢ Kretingos apylinkiy) vestuvinius
paprodius puikiai pazings Jurgis Ambraziejus Pabréza vie-
name i§ pamoksly piktinosi, kad vestuvininkams nespéjus
po sliabo iseiti i§ baznycios jau girdéti $audymas ir rékimas
(Gidziunas 1993: 147)." XIX a. pradzioje-viduryje buvo
$audoma kone visoje Lietuvoje. Sj paprotj mini Mikalojus
Katkus, apradydas Azyténuose (Kédainiy aps.) vykusias
vestuves (Katkus 1989: 94). Valantius ,,Palangos Juzéje*
palygina aukstai¢iy ir Zemaiciy vestuves. Kalbédamas apie
Birzy krasto paprodius, jis raso, kad ,,senovej Saudé i§ pis-
taliety, bet $iandien to nebdaro® (Valanéius 2001: 421),
ta¢iau to laikotarpio Zemaitiskose vestuvése $audymas buvo
dar labai jprastas reiskinys, ypa¢ jaunojo pulko sutiktuviy
metu (,, Jau brékstant jaunasis, su deSiméia draugais atvykes,
pradéjo paukst paukst Saudyti. Vietos jaunuomeng, i§ tro-
bos isokusi, lygia dalia pliauks pliauks Saudydama atliepe*
(ten pat, p. 475)) ir vykstant j jungtuves (,,Jaunoji drauge
su seseria ir pirSliene sédo j ratus ir visy pirma vaZiavo.
Jaunasis sedo | grazy zirgg ir jojo greta vezimo jaunosios.
Paskui t3 vaziavo visa veselé $audydama ir dainuodama®
(ten pat, p. 479)). Saudyta ir piety Lietuvoje. Vincas Kré-
ve-Mickevidius, aprasydamas dzuky vestuves, pamini, kad
buvo $audoma tuséiais $oviniais pasitinkant jaunojo pulka
(Kreve-Mickevi¢ius 1930: 49-50)."5 Kad $audymo papro-
tys gana ilgai gyvavo kaimo kultaroje, liudija ir vestuviniy
dainy tekstai. Antai piety ir pietry¢iy Lietuvoje populiarioje
jaunojo sutiktuviy (V 910) dainoje ,,Azuoléli Zalialapi*
minimas raity pulkas atjoja $audydamas (Ir atjoja raity

pulkai / Saudydami strielindami). Kai kuriuose variantuose

minimas dar ir bagny musimas (Atajoja strielciy pulkas /
Strielinodami bignyda(mi), / Grajydami bignyda(mi), ...)
(LLD V, nr. 376, 378).

Paminéjimy gausa rodyty, kad kaip tik Zemaitijoje
XIX a. pabaigoje—XX a. pradZioje $audymo per vestuves
paprotys buvo dar gana placiai paplites. Yra duomeny, kad
Siame regione jis gyvavo net ir tarpukariu. Petro Kalniaus
teigimu, XX a. tre¢iame ir ketvirtame de$imemediais kai
kuriose Zemaitijos vietose i§vaziuojant j bazny¢ia dar
Saudyta. Etnologo nuomone, $is paprotys Lietuvoje gal¢jo
bati uzdraustas prie§ Antrajj pasaulinj karg arba vokieciy
okupacijos metais.'®

Butina pastebéti, kad masy aptariamy senyjy tradiciniy
vestuviy laikotarpiu $audymas buvo jgaves dar viena prasme.
Pasak Mickevidiaus, ,beveik visi jaunesnio amZiaus vestu-
vininkai turi vienokias ar kitokias $audykles. Tuos, kurie ju
neturi, senieji pajuokia, nelaiko jy jokiais vyrais arba vadina
mergvyriais“ (Mickevi¢ius 2009: 75). Taigi akivaizdu, kad
$aunamieji ginklai ir $audymas ne tik atliko triuk$mo keli-
mo — apsaugine ir signaling bei tam tikro momento sustipri-
nimo funkcijas, bet ir simbolizavo vyriskosios vestuvininky
pusés Saunuma, vyriskuma."”

Bernelio $aunumas, $eimos garbingumas

Tadiau ar Saudymas, muzikos instrumenty skleidziami
garsai, garsus dainavimas XIX a. antros pusés—XX a. pra-
dzios Lietuvoje vis dar buvo suvokiami kaip apsauga nuo
piktujy dvasiy, ar jau buvo jgave kita, naujiesiems laikams
budingg prasme? Pasak Vysniauskaités, ,kickvieno istori-
nio laikotarpio tos patios tautos apeigos, reiskiamos kad ir
tais padiais simboliniais Zenklais, jy prasme interpretuoja
savaip. Tai lemia laike kintanti zmoniy samoné ir vertybiy
samprata“ (Vysniauskaité 1990: 71).

Nepamirskime, kad $iuo laikotarpiu spardiai augo
lietuviy tautiné savimone, stipréjo valstietijos samoningu-
mas. Prasidéjo ir labai sustipréjo emigracija j Vakarus, ypa¢
Amerika, tiek i§ vakary, tiek i§ ryty sklido socializmo ir
anarchizmo idéjos, intensyvéjo industrializacijos procesai,
stipréjo kaimo ir miesto rySys. Pazangesnieji valstieciai su-
prato, kad batina mokéti skaityti ir ra$yti, sické iSmokslinti
bent viena gausios Seimos vaika, o turtingesni — ir keletg.
Imta suvokti moters-motinos rastingumo svarba, kad ji ga-
léty tinkamai aukléti savo vaikus ir jiems perduoti pradines
rastijos zinias. Tuo metu didele jtakq kaimo zmogui turé¢jo
krik3¢ioniskas tikéjimas ir lietuviska katalikiska spauda,
kunigai ir kiti i$silavinusieji stengesi $viesti valstietija, smerké
girtuoklyste, prievarta prie$ vaikus ir moteris, skatino Zmo-
nes atmesti senuosius prietarus. Didikai, persiéme Europoje
vis stipréjandia romantinio nacionalizmo dvasia, liberalizmo
ir demokratijos idéjomis, dar iki oficialaus caro valdzios
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dekreto patys naikino baudziava, stengési edukuoti valstie-
¢ius Zemés ukio, higienos ir kitais klausimais. Jie fundavo
seneliy ir naslaic¢iy prieglaudas, steigé mokyklas, muzikos
kolektyvus (kapelas, orkestrus). Pavyzdziui, kunigaikstis
Mpykolas Oginskis per Mykolines ir kitomis progomis reng-
davo jvairiausias iSkilmes, medziokles, jose dalyvaudavo ir
orkestras. Pasak amzininko eigulio Budzinsko:

[K]ai tie sugros Plungéje j medziokle i$vykstant, ar per pictus
miske, ar vakare parvykstant, tai girios ir laukai skambedavo.
Kalby véliau Plunggje uztekdavo visiems metams. O kur ta
puikybeé, grozybé, didybé!.. (Tenisonas 1975: 116)

Nuo kunigaiks¢io Mykolo neatsilikdavo ir jo brolis
Bogdanas. Itin jspudingos budavo jo organizuojamos
medzioklés, | kurias jis daZniausiai pasiimdavo senesnius
muzikantus. Jie turédavo groti mar$us net vaziuodami
(Kondrotas 2000: 49).

Aukstoji dvary kultira valstie¢iams atrodé labai pa-
traukli, ypa¢ kaimo jaunimas bandé j ja lygiuotis. Jaunuo-
liai trosko buti tokie pat Saunts kaip jy patronai ar savo
kilme besididziuojantys bajorai.’® Taigi galima manyti,
kad $iuo laikotarpiu ir veliau — per visa XX a. — pudiamuyjy
instrumenty skleidziami garsai (aptartu laikotarpiu - ir
Saudymas) buvo reikalingi jau nebe (ne tik?!) apsaugai.”
Jais buvo iSreiskiamas vestuvininky $aunumas, grazumas,
turtingumas. Pasak Mickevi¢iaus, ,jaunasis, jei nori su-
rengti Sumny védlavima, pasiima kartu ir kelis muzikan-
tus — tribininkus, kurie griezia kelyje ir atvaziave j jaunojo
puse” (Mickevi¢ius 2009: 75). Prisiminkime ir straipsnio
pradzioje cituoty iStrauka i§ Lukausko prisiminimy, kad
troboje dadas paputus lempos uzgesdavo, o vestuvinin-
kai girdavo ir vaiSindavo tokius muzikantus (Lukauskas
1975:165). ,Sumnam® ($auniam, prabangiam) védlavimui
(vestuvininky vaziavimui j jaunojo pus¢) labai tiko ir
musamieji, ir pu¢iamieji muzikos instrumentai. Jais buvo
prane$ama laukian¢iajai pusei apie jaunyjy ir jy palydos
atvykima®’, demonstruojama vykstan¢io momento svar-
ba. Natiralu, kad aptariamo laikotarpio kaimo Zmogui
i$skirtinumg, iskilminguma, prabanga isreiske kasdienéje
buityje nenaudojami, nauji, labiau dvaro aplinkai budingi
puciamieji muzikos instrumentai ir jy atlickama muzika
bei salves.

Valstietiskoje kultaroje bernelio / jauno vyro $aunumga
pabrézé iSpuoselétas zirgas, grazi apranga (auksta kepure,
serméga, munduras, auk$taauliai batai), daiktai (auksinis
laikrodis, kutuota tabokiné, lenciaguota pypke, Silkinis
balnas, botagas), ginklai (kardas, pistoletas, Sautuvas),
turtingumas ir darb$tumas, dorovingumas. Mergelés — grazi
i$vaizda (mélynos akys, geltonos kasos, raudoni skruostai),
pirktiniai drabuziai ir aksesuarai (margas sijonas, atlasiné
liemené, Silkiniai kaspinai ir skarel¢, auksinis Ziedelis), tur-
tingumas (pasoga) ir, Zinoma, darb§tumas, dorovingumas.
Dauguma $iy bruozy ir juos nusakandiy epitety randame
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lietuviy liaudies vestuvinése ir jaunimo-meilés, ginklus —
taip pat ir karinése-istorinése dainose. Ypa¢ vestuvinese
dainose, bendra tyréjy nuomone, akivaizdZios mergelés ir
bernelio apeiginio aukstinimo tendencijos. Nors mergelé
minéty zanry dainose (taip pat ir padiose vestuviy apei-
gose?') yra centriné figura, ir bernelio jvaizdziui — musy
tyrimui akcualesnei vyriSkajai pusei — skiriama pakankamai
daug démesio. Sauka raso, kad yra jaunojo sutikcuviy dai-
ny (pavyzdziui, ,Tai graziai zydi $ile putinélis* (V 904)),
kuriose pirmiausia démesys kreipiamas j bernelj. Tokiose
dainose, pasak tautosakininko, ry$ku vyry $aunumo po-
etizavimas, pasireiSkiantis viena budingiausiy vestuvinei
poezijai estetiniy tendencijy — aukstinimu (Sauka 1989:
17). Bernelio jvaizdzio kirimui, kaip minéta, gali buti
pasitelkiamas ne tik Zirgas, bet ir ginklai: Visy mudri syvi
Zirgai, / O jo nuo mudriausis, / Visy aukstos muskietéles, /
O jo nuo aukstiausia (LLD 1V, 277) bei muzikos instru-
mentai. Trimituojantys trimitininkai minimi MaZojoje
Lietuvoje uzrasytoje vestuvinéje i§vaziavimo pas jaunajj
dainoje ,Uz juréms maréms, uz vandinéliy®, kurioje pasa-
kojama, kad jaunojo puséje mergelé negirdés nei geguzis
kukojant, / nei balandins ul’bojant, tik girdés trupétérius
blozojant ir spylmonus Spéliojant (KKDM 28). Svitvario
ir aukso tribelémis tritbijantys broliai minimi Viliaus
Kalvai¢io taip pat Siame regione uzra$ytose baladése (/Ne-
deélios rytg, tai anksti, / Svitvario triibom’s tribyjo, / Broliai
sesyte Zvejojo; Nedelés rytq teip anksti / Broliai sesytg jieskojo,
/ Aukstais kalneliais vaikstiojo / Aukso trinbeléms trinbyjo
(KIvD 49, 50)). Taigi naujas, prabangus ginklas ar muzikos
instrumentas, kaip ir i$puoselétas Zirgas, iSreiské bernelio
$aunuma, pra$matnuma.

Kaip jau ne kartg minéta, to laikotarpio kaimo zmogui,
kuris turéjo gyventi i§ savo dirbamos Zemés ir iSmaitinti
gausia Seima, itin svarbu buvo pakankamo dydzio (valako,
pusés valako) akis, auginamy gyvuliy skai¢ius ir t. t. Tau-
tosakininkai teigia:

Nemaza vestuviniy dainy, kuriose uzsimenama apie pasoga,
turta, atsirado palyginti vélai, jos naujoviskos. <...> jos itin
glaudziai susijusios su tikrove, atspindéjo gyvenimiskus konf-
liktus. (Kazlauskiené, Sauka 1983: 23)

Dzuké dainininke Rozé Sabaliauskiené prisimena: ,O
seniau kas turtingas buvo, tai ir garbingas. Kur jauté, kad
galima nagus uzpasyti, ten lipo kaip musés pric medaus.
Zmonés sakydavo: ,,Nors kuprota, bile bagota“ (Sabaliaus-
kiené 1986:297). Tiek vienai, tiek kitai pusei ripéjo maréios
ar zento $eimos turtiné padétis ir bisimos jaunyjy gyvenimo
salygos. Antai zemaiciai per kiaurg naktj Snekedavosi ir de-
rédavosi dél pasogos, kol sutardavo (Valan¢ius 2001: 473).
To laikotarpio pasiturin¢iam valstie¢iui buvo svarbu ne tik
iSkelti vestuves kaip reikiant, bet ir kitiems parodyti, kad
iSgali tai padaryti, kad yra turtingi ir garbingi Gkininkai,
nes, pasak Mickevi¢iaus:



Puciamyjy instrumenty ansambliai tradicinése Eemaitiskose vestuvése kaip Saunumo, garbingumo, turtingumo simbolis

Zemaitiai yra prate didZiais nestis, mégsta kelti $ankia, tran-
kia parétka, vestuves, sukviesti daug svediy, parengti visokiy
valgiy. Vestuves kelia vieni su kitais lenktyniaudami: vieni

didas, kiti bedidesni. (Mickevi¢ius 1933: 68)

Siam tikslui puikiai tiko skardziabalsiai variniai pué¢ia-
mieji instrumentai, nes, vykdami j bazny¢ig ir i§ jos grjz-
dami, vestuvininkai keleta karty sustodavo ir muzikantai
diaduodavo, kad isgirsty aplinkiniai kaimai (Mickevicius
2009: 50, 53). Akivaizdu, kad triabininkai eidavo ne j bet
kokias vestuves, o tik j turtingy Zmoniy, kurie trosko, kad
ju keliamos vestuvés buty ,,naujausios mados®, iSsiskirty
savo praSmatnumu. (Maziau pasiturinéiyjy ir samdiniy
vestuvese, kaip minéta, buvo muzikuojama kaime jprastais —
styginiais, dumpliniais muzikos instrumentais.’?) Taigi
nedideli keturiy penkiy muzikanty pu¢iamyjy instrumenty
orkestreliai aptariamo laikotarpio vestuvése buvo tape tur-
tingy, dideliy, i$kilmingy vestuviy simboliu.

Priklausomai nuo rengianéiujy turtinés padéties, skyrési
ir bazny¢ioje atlickamos apeigos. I8kilmingosios jungtuvés
buvo atlickamos per misias, | kurias buvo jleidziami ir
muzikantai. Jie grodavo misiy metu uZsilipe ant visky.
Paprastosios jungtuvés budavo trumpesnés, be misiy, muzi-
kantai bazny¢ioje negrodavo. Jie laukdavo lauke, bazny¢ios
$ventoriuje arba pasilikdavo namuose (ten pat, p. 52). I§ to,
kad autorius prieina iSkilmingas ir paprastas jungtuves, taip
pati§ bendro vestuviy apra$o galima manyti, kad bazny¢ioje
grodavo kaip tik pu¢iamyjy orkestréliai.

Vestuvés tarpukario Zemaitijoje

XIX a. antroje pusé¢je—XX a. pradzioje pudiamyjy an-
sambliai griezdavo tik turtingyjy valstie¢iy didziosiose, t. y.
itin i$kilmingose, vestuvése, o Nepriklausomybés laikotarpiu
kick labiau pasiturin¢iy Zmoniy vestuvés jau buvo beveik
nejsivaizduojamos be pu¢iamyjy ansambliy ar net orkestro
skambesio. Kone visoje Lictuvoje garbés reikalas buvo j
vestuves kviesti ne misrig, o vien pu¢iamyjy kapelg. Ypa¢
tre¢io desimtmedio antroje puséje—ketvirtame deSimemetyje
tick Zemaitijoje, tiek ir kituose Lietuvos regionuose Sauliy
sajungos, pavasarininky, ,Jaunosios Lietuvos® vietiniy
rinktiniy, gaisrininky, jmoniy, kaimy ir miesteliy orkestrai
beveik visus metus griezdavo save gerbianciy valstie¢iy ir
miestiediy santuokos $ventése.

Nepriklausomybés pradZioje, kaip ir $imtmediy sanda-
roje, orkestry repertuarg sudarydavo rusy ir vokie¢iy marsai,
Sokiy (valsy, polky, fokstroty) melodijos. Véliau repertuara
papilde garsiy kapelmeisteriy ir kompozitoriy Juozo Guzo,
Broniaus Jonuso, Emeriko Gailevidiaus, Stasio Navicko, Juo-
zo Gudavi¢iaus mar$ai, liaudies melodijy popuri, didesni ir
geriau pasiruo$e orkestrai taip pat grodavo opereéiy bei ope-
ry iStraukas, kitus klasikos karinius. Pagrindinis pu¢iamyjy

orkestro kurinys — marsas, taigi nepriklausomoje Lictuvoje
sickta, kad kompozitoriai sukurty kuo daugiau $io Zanro
kariniy, kurie papildyty ir atnaujinty orkestry repertuarg.
Nuo 1935 m. rpintis pu¢iamujy orkestry repertuaru buvo
pavesta Kariuomenés $tabo spaudos ir $vietimo skyriui,
kuris 1937-1940 m. organizavo mar$y konkursus. Kasmet
jvykdavo keli tokie konkursai, juose galéjo dalyvauti visi
Lietuvos pilie¢iai ir uzsienyje gyvenantys lietuviai. Komisija,
kurioje dalyvavo ir to meto Zymus kompozitoriai — Jurgis
Karnavic¢ius, Juozas Tallat-Kelpsa, Vladas Jakubénas,
premijuodavo geriausius sutikimo, parado ir Zygio marsy
karéjus® (Stankeviciené 2009: 205). Taigi lietuviskas or-
kestry reperturas ketvirto deSimtmecio pabaigoje pildési
naujais kariniais. Taciau labai triko profesionaliai parengty
naty leidiniy. Daznai orkestrai griezdavo i§ padiy mégejy
muzikanty ar vadovy orkestruoty, kazkur nuziaréty, per-
ra$yty naty. Juoktasi, kad susitike du orkestrai negalj kartu
sugroti Lietuvos himno, nes ,.kickvienas orkestras turedavo
nusiradytas kitokios instrumentacijos natas* (Dauménas
1939:230). Deja, tik 1939 m. pradéti sistemingai spausdinti
lietuviskos muzikos pu¢iamyjy orkestrams naty leidiniai. I3
ju minétinas Sauliy sajungos leidinys ,,Sauliy diidy orkestry
repertuaras®. Cia paskelbtal8 kiriniy — Tautitka giesmé,
populiariis marsai, giesmiy ir dainy oranzuotés ir kiti ka-
riniai, jie i$spausdinti 15-oje knygeliy (skirta didesniam ir
mazos sudéties orkestrui).

1940 m. pradzioje pasirodé ir Lietuviy muziky drau-
gijos leidinys ,,Lictuviska muzika pu¢iamyjy orkestrui.
Ji sudaré Broniaus Jonuso ir Emeriko Gailevi¢iaus marsai,
ju »instrumentacija pritaikyta kariniam ir mazam (8-9
zm.) orkestrui (NML, p. 54). Kadangi abu Sie leidiniai
tiko ne tik didelés, bet ir mazos sudéties kolektyvams, juos
galéjo griezti ir mazesnés sudéties organizacijy bei kaimy
orkestréliai.?*

Miesteliuose su didomis vestuves $vesdavo ne tik lietu-
viai, bet ir kity tautybiy gyventojai. Jie turédavo net savo
orkestrus. Tarpukariu ir pirmaisiais sovietmedio desimt-
meciais Zagaréje gyvaves garsus vietos vokietiy Gerlingiy
Seimos orkestras grodavo ne tik miestelio $ventése, bet taip
pat jvairiy tautybiy ir konfesijy gyventojy laidotuvése bei
vestuvése (Levinskas, Vaitkiené 1998: 280-283). Tuo lai-
kotarpiu Zemaitijos ir kity Lietuvos regiony miesteliuose
gausiai gyvenantys zydy tautybés Zmonés buvo neabejingi
to laikotarpio muzikos madoms. Antai Taurages apylinkese
garsus Bikavény kaimo Vaiciulio orkestras grojo daugybéje
vestuviy — ,net zydy, kuriy tarpukario Lietuvoje visuose
baznytkaimiuose biidavo apstu. Zvingiuose, Kvédarnoje,
Silaléje, Vainute, Naumiestyje, Teneniuose, Silutéje, Tau-
ragéje ir daug kur kitur® (Batavi¢ius 1995: 74).

Penkias, Sesias dienas ar net visg savaitg vykstanciose
vestuvése skambédavo diidos. Orkestras turé¢jo gerai groti
ir buti pakankamos sudéties (ne per mazas). Pavyzdziui,
Zygaitiy baznytkaimio orkestre griez¢ nedaug muzikanty,
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1 pav. Petrodiy orkestras vestuvese. Fotografuota XX a. ketvirtame dedimtmetyje. Pirmoje eil¢je i§ kairés

j desing su muzikos instrumentais — Biruté UrSulé, Juzefa, Kazimiera Petrosiutés, desinéje — Juozapas

Petrosius. I Ipolito Petrosiaus asmeninio albumo.

vos penki $esi, tad, jei budavo turtingy tkininky vestuvés,
tuomet j pagalba kviesdavo dudy orkestra i§ Pagramancio,
nes ,Pagramancio orkestras buves didesnis ir geriau groda-
ves“ (Batavitius 1995: 183).

Tarpukario vestuvés apibiidinamos Ipolito Petrosiaus
ir jo sesers Kazimieros Maziliauskienés (Petrosiiités) atsi-
minimuose apie Gorainiy kaimo (Vainuto vls¢.) Petrosiy
Seimyninj orkestra. Sis tekstas paskelbtas Albino Batavitiaus
knygoje ,Tauragés apskrities dady orkestrai®. Vestuvéms
skirtame skyriuje (Batavi¢ius 1995: 98-107) pabréziama,
kad jy tevas Juozapas Petrosius su savo bandonija ir $eimos
orkestru (kartu su tévu paprastai grojo keturi vyresnieji
vaikai: vienas sinus ir trys dukterys) atgriezé daugiau kaip
500 vestuviy visose Tauragés apskrities parapijose ir uz jos
riby. Autoriai pazymi, kad pagrindiniai vestuviy paprodiai
skirtingose victovése budavo labai panasus, skirdavosi tik
smulkmenos. Apeigy pra$matnuma ir trukme nulemdavo
»besituokianciyjy iSgalés” (ten pat, p. 99) ir ankstesniais, ir
vélesniais laikais.”® Besituokianéiyjy i$galiy skirtumai ypac¢
iSryskédavo Santuokos sakramento apeigose ir jas apipi-
nanciuose paprociuose, taip pat ir muzikavimo. Autoriai
pabrézia, kad, jei bazny¢ioje vykdavo iskilmingos apeigos,
t. y. su miSiomis, buvo vaziuojama ramiau, susikaupus, be
didelio triuk$mo, kelyje ir gaspadoje negrojama. Tadiau per
misias baznycioje, yant visky“ muzikantai grodavo ,Veni
Creator“%, giesmes ir mar$g. Esant paprastoms jungtuvéms
(kai Santuokos sakramentas suteikiamas be misiy aukos)
keliaujama triuk$mingiau. Tuomet muzikantai turi daugiau
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darbo: kelyje sustoje jie groja, artédami prie bazny¢ios,
miestelyje aplenkia vestuvininkus ir juos sutinka su muzika.
Tadiau per jungtuves j bazny¢ia muzikantai neina, pasilike
gaspadoje laukia jy pabaigos ir su mar$u sutinka i§ bazny¢ios
i$einancius jaunuosius (ten pat, p. 100).

Skirtingai nuo senyjy vestuviy, kvie¢iantieji duodavo
rankpinigiy muzikantams, o ne atvirk$¢iai. Rankpinigiai
ipareigodavo muzikantus nepavesti Seimininky, ta¢iau kai
kurie nepatiklus uzsakovai ,dar kartg pasitikslindavo, kad
nepameluotume® (ten pat, p. 99). Tarpukariu jaunasis su
palyda nebutinai atvykdaves i§ vakaro (j mergvakarj arba
pany vakarg, kaip vadina tauragiskiai), daznai $is paprotys
badavo perkeliamas j vestuviy ryta. Taciau jei jaunasis vis
délro atvykdavo i§ vakaro, ir muzikantai j jaunosios namus
buvo kvie¢iami i§ vakaro. Jie tradiciskai, su mar$u sutik-
davo jaunojo pulka ir besirenkancius sve¢ius. Taigi mar$g
tekdavo groti daug karty i eilés. Cia autoriai, kuriuos taip
pat galima pavadinti ir pateikéjais, pabrézia, kad atvykus
sveciams buvo grojamas vis kitas marsas, muzikantai pa-
kartodavo karinj tik repertuarui i$sekus. Batina pastebéti,
kad $iame vestuviy aprase, skirtingai nuo Mickevic¢iaus ir
kity anks¢iau minéty autoriy, visai neuzsimenama apie
Saudyma $ventés metu ar apskritai apie ginklus. Taigi
galima manyti, kad XX a. antrame ketvirtyje Tauragés
apskrityje $is paprotys jau buvo i$nykes, o jo funkcijas buvo
peréme muzikantai, kiti vestuviy dalyviai. Pavyzdziui,
prie$ i$vaziuojant j bazny¢ia, ,kai jaunieji atsisveikina su
tévais, broliais, seserimis ir artimaisiais, muzikantai trankiu
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marsu iSlydi jaunuosius, tévus ir visa ,parédka” j kiema. [...]
muzikantai pudia garsiausias triubas, bugnininkas negaili
buagno®. Garsiai daduota ir vaZiuojant i§ jaunosios pusés
pas jaunajj: muzikantai ,per miestelj dardédami pasdavo
dadas®. | jaunojo kiemg ypa¢ triuk$mingai jvaziuodavo
pirslys ,skambant Zarzolams, sklindant Sauksmams® (ten
pat, p. 100, 105).

Tarpukariu, kaip ir ankstesniais ar vélesniais laikais,
dauguma muzikanty buvo jvalde keleta instrumenty. Pa-
vyzdziui, Petrosiy vestuviné kapela grojo dviem sudétimis.
Misrig arba, pasak Petrosiy, styginiy instrumenty kapelijg
sudaré¢ du smuikai, bandonija ir bosas (puc¢iamasis arba
styginis), o pu¢iamuyjy — kornetas, altas, baritonas, bosas ir
bugnas. Jdomu, kad $iame tekste pabréziamos apeigos, per
kurias grojama kaip tik pu¢iamaisiais, o §ventés momentai,
kuriy metu griezé ,,styginiy“kapela, licka tarsi nepastebéti.
Tai rodo, kad pu¢iamaisiais atlickami kariniai vertinti
kaip reprezentaciné muzika, daranti tam tikra momenta
reik$mingesnj ir tarsi rodanti jo dalyviams iSskirtine pa-
garba. Tekste pabréziama, kad, griztant i§ baznyd¢ios, prie
kiekvieno bromo (pasak autoriy, daugiau uztvary — daugiau
pagarbos jaunavedziams) muzikantai grodavo diidomis.
Batinai su dadomis buvo grojama ir per jaunyjy keltuves.
Tradiciskai uZ mar$a sumokedavo jaunasis.”” I$skirtine
pagarba, t. y. dady muzika, buvo ,apdovanojami® ir tur-
tingesnicji, t. y. garbingesnieji, sve¢iai. Pavyzdziui, $okant
to meto vestuvése pamégta zaidima-Sokj ,Ubagy vesele®,
Sokéjy porai, dosniai atsilyginusiai muzikantams, melodija
buvo grieziama ilgai ,visomis graziausiomis dadomis“*.
Norédami jsiteikti svediams ir daugiau uZzsidirbti, muzi-
kantai mégstamiausius karinius ,graziausiomis” dadomis
griczdavo ir per iskilmingus pictus, kai pirlys su lekstele
rinkdavo jiems pinigus. Mar$ai, valsai, polkos visg laika
daduoti didomis ir jaunojo puséje vykusiy paskutiniy
iskilmingy vaisiy (,sniedonio) metu, o pailséta tik tuomet,
kai buvo sakomos kalbos, skaitomas pirslio testamentas
(ten pat, p. 106).

Petrosiy vestuvinis orkestras griezé daug skirtingy
kiiriniy: valsy (pateikéjai prisiminé 63), polky (22), foks-
troty (19), senoviniy liaudies ir tautiniy Sokiy bei zaidimy
(40), dainy ir giesmiy melodijy (10) ir net 32 marSus.
Mar$ai dazniausiai budavo grojami tik su pudiamaisiais
instrumentais. Sj fakta jauniausias sinus, profesionalus
muzikas Ipolitas Petro$ius pabrézé ir prisiminimy apie
Seima knygoje ,Gyvenimo smulkmenos® (Petroius 20006:
61). O valsai, polkos, fokstrotai ir kiti kitriniai dazniausiai
griczti styginiais ir bandonija (Batavi¢ius 1995: 107).
Tadiau, kaip minéta, sickiant parodyti momento iskil-
minguma arba kuo didesn¢ pagarbg vestuviy dalyviams,
ne tik marsai, bet ir valsai, polkos, senoviniai $okiai buvo
atlickami puciamaisiais.

I$vados

Atliktas tyrimas atskleid¢, kad XIX a. pabaigos—XX a.
pradzios ZemaitiSkas vestuves aprasanciuose $altiniuose
pudiamyjy muzikos instrumenty ir $aunamuyjy ginkly
skleidZiami garsai jau negali buti vertinami kaip apsauga
nuo pikty, Zmogui kenkiandiy, dvasiy. Atvirks¢iai, galima
teigti, kad $io laikotarpio vestuvese Saunamieji ginklai ir jy
salvés bei variniy pu¢iamyjy skardus trimitavimas buvo jgi-
jes kita prasme — simbolizavo patriarchalingje visuomenéje
dominuojancios vyriskosios pusés — jauno vyro — $aunuma,
puikuma. Kapelos dydis ir instrumentiné jos sudétis — sty-
giniai, dumpliniai ar pu¢iamieji, kuriais buvo grieziama per
vestuves, taip pat rodé ir jas kelian¢iyjy turtinguma. Ypac
didesnémis kapelomis ar orkestréliais — butent pu¢iamyjy
instrumenty — bandyta prilygti kaimo Zmonéms neiddil-
domg jspadj keélusiems didiky orkestrams. Sitaip noréta
atkreipti j save démesj kaip | pasiturindia ir garbinga Seima
bei gimine.

Tarpukario vestuviy eiga ir svarbiausi momentai — §ven-
tés trukmé, pagrindinés apeigos ir paprodiai bei jy realiza-
vimo skirtumai, nulemti $eimininky turtingumo, — tarsi ir
sutampa su XIX a. antros pusés—XX a. pradzios vestuvémis.
I§ pirmo Zvilgsnio pana$y vaidmenj jose atlicka ir muzi-
kantai. Ta¢iau galime matyti ir skirtumy. Siuo laikotarpiu
(bent jau Tauragés apylinkése) visai neminimas $audymas
ir $aunamyjy ginkly naudojimas. Svarbiausiais vestuviy mo-
mentais triuk$mas keliamas pudiant skardZiabalses dadas,
musant bigna, skambinant ZarZolais (zvangudiais), garsiai
$iikaujant ir pan. Siek tiek skiriasi ir muzikanty vaidmuo
bei jy statusas. Tarpukariu pageréjus Lietuvos ekonominei
padéciai, ypa¢ XX a. trecio deSimtmedio pabaigoje—ketvir-
tame deSimtmetyje, kickvienas save gerbiantis ukininkas
stengesi | vestuves pakviesti ir pu¢iamaisiais instrumentais
griezian¢ius muzikantus. Saltiniuose pateikti duomenys
leidZia manyti, kad, palyginti su ankstesniais laikais, jiems
buvo rodoma daugiau pagarbos (muzikantams duodami
rankpinigiai), iSrySkinami didavimo momentai. Kaip
ir senosiose vestuvése, dudy orkestréliu buvo grieziama
sickiant pabrézti ypatingg momento i$kilminguma arba
sickiant parodyti kuo didesn¢ pagarba vestuviy dalyviams.

Nuorodos

Kunigaiks$¢iy Oginskiy muzikiné veikla pladiai tyrinéta ir
Lietuvoje, ir uzsienyje. Apie tiesioging jos jtaka putiamyjy
ansambliy formavimuisi Zemaitijos kaime zr. pladiau: Lu-
kauskas 1975, p. 164-173.

Nors i§ konteksto ai$kéja, kad kapely muzikantai griezdave ir
puciamaisiais, ir styginiais, Lukauskas savo prisiminimuose
pabrézia muzikavima kaip tik puciamaisiais instrumentais
(zr. Lukauskas 1975).
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Mickevidiaus ir kiti paminéjimai rodo, kad XIX a. antroje pu-
s¢je—XX a. pradzioje orkestra kviesdavo turtingi kininkai,
taigi Pakalniskis gal¢jo prisiminti vaikystéje matytas maziau
pasiturindiy valsticéiq vestuves. Kita vertus, $altiniai liudija,
kad dadoriai j vestuves pasiimdavo ir kitus instrumentus,
dazniausiai - styginius, nes triabuoti be poilsio keleta
dieny i$ eilés buvo nelengva net ir gerai i$sitreniravusiems
putikams.

Trimitai, greta kity instrumenty, minimi ir velivoniskiy
vestuviy marcios sutiktuvése: ,Svodba geria klétyje, Soka,
dainuoja ir, su didomis (didmaisiais), oZragiais, vamzdziais,
lamzdelémis, smuikais, bugneliais ir trimitais griezdami, veda
jaunaja i$ kléties j sekly¢ia taku, iSklotu su $iaudais* (LSD II:
338). Pazymétina, kad Antanas Juska pateikia apibendrintg
muzikavimo vestuvése vaizda. Galima manyti, kad norédamas
pabreézti, jog konkrecioje apeigoje griezta tokiu instrumentu,
kas kokj turgje, i$vardija visus to kra$to vestuvése matytus
instrumentus.

Alsedziuose, atvykus jaunojo palydai, i§ pradziy namiskiai
slepiasi ir jy nejsileidzia, vyksta apeiginé klausimy ir atsaky-
my dvikova. Atvykéliams laiméjus, ,,tévas atrakindavo duris,
muzikantai atsistoj¢ sugrodavo iskilminga mar$a. J¢jusieji
pasveikindavo moting, pabudiuodami jai ranka, o kitiems
ranka paduodavo. Muzikantams uz mar$g atvykusieji duodavo
sick tick pinigy“ (Mickevi¢ius 2009: 42-43).

Marsas — instrumentinés (kartais vokalinés) muzikos Zanras,
skirtas Zygiuojancios grupés tempui sureguliuoti. [...] MarSai
dazniausiai kuriami pu¢iamyjy instrumenty orkestrui, esti
vidutinio, greito, labai greito arba léto tempo. Pagal paskirtj
marsai buna kariniai, i$kilmingieji, triumfo, paradiniai, fan-
fariniai, karinavimo, Zygio, vestuviniai ir gedulo (pla¢iau Zr.
Baika, Klimas 2003).

Dedelevas dar mini ir, pasak jo, savotisk jZengimo marsa
(cs0e06pasubuil 6x00nbutl Mapuss), grojama pas nuotaka atvykus
jaunikiui su palyda (Aeaeaes 1889: 323).

Gailos Kirdienés manymu, XIX-XX a. pirmoje puséje ves-
tuviniai mar$ai dazniausiai turéjo vokalines versijas (dainos-
marsai). Pasak jos, »neretai marsais ir XX a. I puséje vadintos
apeiginiy dainy instrumentinés versijos (Kirdiené 2000:
202). Tadiau ji taip pat mano, kad toms pacioms apeigoms
smuiku grieziami jvairiy zanry ir melodiniy tipy kariniai kito
veikiami jvairiy jtaky, tarp jy etnomuzikologé mini ir kariuo-
menés muziking kultiira (ten pat), t. y. pu¢iamyjy instrumenty
orkestry atlickamus kirinius, kuriais labai daznai buvo kaip
tik marsai. PavyzdZiui, Kirdienés pateiktais duomenimis,
tarpukariu Zelvos vls¢. (Ukmergés aps.) smuikininkai sve¢ius
sutikdavo su mar$u ,Pakaronnyj*. Si mar$a liaudies muzikantai
buvo i$moke i§ Lietuvos kariuomenés orkestry, o Zemaitijos
smuikininkai itin mége griezti marsa ,,Kestutis® (ten pat,
p- 144, 149).

Erzvilko apylinkése XX a. pirmoje puséje ,prie§ atiuotojy
i¢jima j didZiaja muzikantai uzgrodavo marsg“ (Cilvinaité
1990: 7).

Tyréjo nuomone, ritualai vertintini ketveriopu pozitiriu: 1)
kaip simbolin¢ sistema, 2) kaip sickiamo tikslo ir priemoniy
tam tikslui pasiekti sistema, 3) kaip jvairiy socialiniy statusy
tarpusavio rySys; 4) kaip svarbiausiy vertybiy perdavimo
biidas (Vysniauskaité 1990: 71). Savo darbuose jis toliau
vysté Arnoldo van Gennepo teorijg. Siy iskiliy mokslininky
id¢jomis savo darbuose rémési ir Lietuvos etnologai (Angelé
Vysniauskaité, Broné Stundziené, Dainius Razauskas, Gaila
Kirdien¢ ir kiti).
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Pasak nuo Tverediaus kilusio tautosakos ir papro¢iy rinkéjo
Antano Bielinio (1918-2016), XIX a. pabaigoje-XX a.
pradzioje kai kuriuose Ignalinos ir Svenéioniy apylinkiy
kaimuose ,jra¥ymas j bernus“ vykdavo per vakarélj (kuokyng),
o pati procediira (simbolinio pantio tarp kojy perpjovimas,
pakilnojimas ir jra§ymas j ,berny knyga” su liudininky para-
$ais) buvo uZztvirtinama muzikantams pagrojus marsg. Po to
jradytasis privaléjo duoti pinigy vaiséms (Saknys 1996: 130).
Akivaizdu, kad Sios apeigos labai primena santuokos (s/77260)
ceremonijg, kuri taip pat tarsi buvo sutvirtinama muzikanty
griezZiamu marsu.

Garsus, zibalines lempas gesinantis giedojimas bei skardus
variniy instrumenty trimitavimas laidotuvése — galbat taip
pat nuo viduramziy Zmogaus pasamongéje uzsilikes tikéji-
mo stipraus garso apsaugine funkcija atgarsis?! (pladiau Zr.
Zarskiené 2012).

Dudmaisio keliamas triuk$mas buvo jsipykes ir kaimyniniy
tauty auk$tuomenés bei baznycios atstovams. Nors XVI-
XVII a. Livonijoje ,,ne vokie¢iams* leista vestuvése groti tik
dadmaisiais ir bagnais, jau XVIII a. tai daryti buvo uzdrausta
(platiau zr. Muktupavels 2002: 25; Zarskiené¢ 2011: 200).
Saudyma Pabréza mini ir vykstant j baznyéia: ,Po vainiko
padavimo [vestuvininkai] dar pasoka ir tada iskilmingai
vyksta bazny¢ion; palydovai joja raiti, $audydami, su muzika“
(Skrodenis 1972: 68).

Saudymas buvo svarbi papro¢iy dalis ir kituose krastuose.
Pavyzdziui, Bulgarijoje po suzadétuviy grjztant namo pirsliai
saudydavo i§ pistolety ir $aukdavo ,Ichu-chu!®, prane§dami
kaimui apie biisimas vestuves (Yaenesa 2012: 182). Sioje $alyje
buvo grojama, dainuojama, $ikaujama, Saudoma taip pat ir
jaunajam su palyda vykstant pas jaunaja (Isanosa, Mapxosa
1988: 148).

I§ etnologo dr. Petro Kalniaus el. laisko straipsnio autorei
202005 21.

Su $audymu ir muzikavimu vestuviy paprociuose sicjasi
botago, pasak Daivos Raditinaités-Vy¢inienés, kaip apsaugos
ir vaisingumo skatinimo, dominavimo Seimoje simboliné
priemoné. Nors lietuvisky vestuviy apra§ymuose labai retai
minimas botagas, kity tauty kalendoriniuose ir vestuviy
paprociuose pliauk$¢jimas botagu neretai minimas greta
$audymo. Pavyzdziui, slovakai, Jurginiy dieng ganyklose
nuvarydami pikeasias jégas nuo kaimo gyvuliy, pliaukséjo
botagais ir Saudé (plac¢iau zr. Racitinaité-Vy¢iniené 2012).
Beje, pastarieji neretai turtine padétimi beveik nesiskyré nuo
pasiturin¢iy valstie¢iy, kartais buvo net visai nuskurde. Tur-
tingesnieji tkininkai XIX a. pabaigoje—XX a. pradzioje taip
sické supanadéti su ,Sauniaisiais“ bajorais, kad, i§ varzytiniy
nusipirke dvarelj, neretai patys jj pralo$davo kortomis ar
pragerdavo.

Savotiska prieSpriesa senosioms apeigoms liudyty Micke-
vi¢iaus apradytas martuotuviy paprotys. Pagyvenusioms
moterims dainuojant apeigines dainas, jaunoji graudziai
verkia. ,Muzikantai, norédami nutraukti boby graudenimus
ir nuraminti jaunamarte, norédami perSaukti jy riksma, prie
kléties priéje, uzgroja smarky marsa. Moterys, ka sugriebda-
mos, veja juos $alin. Pradéjus joms vél dainuoti, iSblaskytieji
muzikantai pakartoja ta patj. Vieni kitiems nepasiduoda tol,
kol visa tai tick vieniems, tiek ir kitiems nusibostal UZ tai
jaunamarté muzikantams atsilygina dovanomis (Mickevi¢ius
2009: 86-87).

Kai kurie Mickevi¢iaus apra$yty vestuviy momentai labai pri-
mena karinius Zaidimus. PavyzdZiui, jaunojo puséje laukiant
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atvykstandiy vestuvininky, uz kaimo buvo i$siun¢iami Zvalgai
(pusberniai, piemenys). Jie ,ilgirde skambant varpelius ar
dadininkus grojant, galvotriksciais béga pranesti namiskiams.
[...] tévai rengiasi pasitikti jaunuosius, muzikantai iSeina j
kiema, atsistoja Salia tako ir uzgriezia. Vyrai, pasigriebe $au-
dykles, sustoja seniau sutartose vietose [...], kad svecius galéty
pasitikti ,sukryZiuodami $avius®. Jvaziavusieji j kiema, nors ir
nebesuvaldydami arkliy, jiems atsiliepdami taip pat paleidzia
savius“ (ten pat, p.77-78).

Broné StundZiené, tyrinéjusi vestuviy ir iniciacijy apeigy
sasajas dainy poetikoje, mano, kad, skirtingai nuo mergelés
vainikelio, kuris apipintas daugybe skirtingy simboliniy ir
apeiginiy prasmiy, bernelio kepuré apeiginés vertés neturi:
»[NJet per vestuves su ja nebuvo atlickamos kokios nors
reik§mingos apeiginés manipuliacijos (i$skyrus puosima
kvietkeliais), kaip néra paliudyta ir jos simboliné prasmé iki
vestuviy. Netgi atvirk$¢iai: ,,[...] dainos daznai nedviprasmis-
kai teigia bernelio kepurés ir mergelés vainikélio apeiginés
simbolikos netapatuma, plg.: Tavo juoda kepurélé / Ant viso
amzelio, Mano risty vainikélis / Vienai valandélei (JSD 569)
(Stundziené 2004: 19).

»Jkandin parédkininky vaziuoja muzikantai (triibininkai,
armonikininkai arba smuikininkai, desti, kokia mada, kiek
jaunavedziai turtingi). Jie kely ir mieste kaskart sustodami
groja, [...]“ (Mickevi¢ius 2009: 50).

Net devynias premijas yra laiméjes mar$y karaliumi vadinamas
Jonusas. Jis sukaré per 20 marsy dideliam pu¢iamujy orkestrui,
18 marsy, valsy ir polky mazam puéiamuyjy ir Sokiy muzikos
orkestrams. Populiariausi jo sukurti marsai: ,Kur bakuzé
samanota®, ,Plaukia sau laivelis, ,Nedélios rytel;, ,Raty
darelis®, , Tai ne miskas §lama®, ,Gaud%ia trimitai®, ,Sériau
zirgelj“, ,Leiskit j tévyng®, ,Prabo¢iy takais“ (Stankevitiené
2009: 212).

Kad tarpukariu vestuvése buvo grieziamas tas pats repertuaras
kaip kariuomenés ar kity organizacijy orkestry rengiamuose
koncertuose ir geguzinése, rodo ir archyvuose saugomi
muzikanty naty sgsiuvinéliai. Cia matome ranka perrasytas
jvairiausiy to laikotarpio populiariy kiiriniy orkestrines (tam
tikro instrumento) partijas (zr. LTR 8001, LTR 8002).
Pasak Vieksniy ekspedicijos metu aplankyto buvusio klar-
netininko (g. 1923), vestuvés Smetonos laikais vykdavusios
visa savaite. Ir muzikantai — penki dadoriai — grodavo savai-
te. Aly i$ naujo darydavo ir vél parsiuka ar vers$j pjaudavo.
Arkliais suvaziuodavo, nes ma$iny nebuvo. Sestadienio
vakarg prasidédavo ir tik kita Sestadienj i$leisdavo svecius.
Jei vestuvés badavo turtingos, muzikantai ir po $imtg lity
parsine$davo. Vieksniskio tévas, gimgs XIX a. pabaigoje,
grojo kornetu ir smuiku. Lyg norédamas pasigirti ir parodyti
vestuviy ir jose griezusiy muzikanty ,auksta lyg, aplanky-
tasis muzikantas pabrézé, kad tévukas buvo atgrojes daugiau
kaip 100 vestuviy — visas ,,su tritbom, smuiko neimdavo®
(LTRF cd 1561/01/).

Turimas galvoje Sekminiy $ventéje ir Santuokos sakramento
metu atlickamas grigali$kojo choralo stiliaus iskilmingas
himnas Sventajai Dvasiai ,Veni Creator Spiritus®.

Uz mar$a muzikantams mokéta taip pat ir pasitinkant sve¢ius
bei kitais momentais, ta¢iau straipsnyje tai nebekartojama.
Adlickant §j Sokj muzikantai turéjo ,savy gudrybiy®. Jeigu
nedaug sumokédavo, tuomet tai porai grodavo trumpai, jeigu
duodavo kelis centus, , tai uzsakyta $okj pagroja vienas smui-
kininkas ir tik viena styga arba tik bignu. Kitose Zemaitijos
vietose $is $okis vadintas ,,Pirsliu“ (Batavi¢ius 1995: 103).
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Norbertas Vélius, Vilnius: Mokslo ir enciklopedijy leidybos
institutas, 2003.

KKDM - Klaipédos krasto dainos ir muzika. 1935-2000 mety jra-
sai. Sudaré Austé Nakiené, Lina Petrosiené ir Gaila Kirdiené,
Vilnius: Lietuviy literatiiros ir tautosakos institutas, 2017.

KIVD - Prissijos lietuviy dainos. Surinko Vilius Kalvaitis, parengé
Kostas Aleksynas, Vilnius: Lietuviy literattros ir tautosakos
institutas, 1998.

LLD 1V - Lietuviy liaudies dainynas, t. IV: Vestuvinés dainos,
kn. 2: Sutartuviy — jaunojo isleistuviy dainos, parenge Broné
Kazlauskien¢ ir Broné Stundzien¢, melodijas parengé Zofija
Puteikiené, Vilnius: Vaga, 1988.

LLD V - Lietuviy liaudies dainynas, t. V: Vestuvinés dainos, kn. 3:
Mergvakario ir jaunojo sutikiuviy dainos, parengé Broné
Kazlauskien¢, melodijas parengé Zofija Puteikieng, Zivilé
Ramoskaité, Vilnius: Vaga, 1989.

LSD 1II - Lietuviskos svodbinés dainos, uzra$ytos Antano Juskos
ir i8leistos Jono Juskos, t. II, Vilnius: Valstybiné grozinés
literataros leidykla, 1955.

LTRF cd - Lictuviy literataros ir tautosakos instituto Lietuviy
tautosakos archyvo fonoteka, kompaktiné plokstele.

PVGPALV - Prisijos valdzios gromatos, pagraudenimai ir apsa-
kymai lietuviams valstieciams. Sudare P. Pakarklis, redagavo
K. Jablonskis, Vilnius: Valstybiné politinés ir mokslinés
literatiiros leidykla, 1960.

Literatiura

Baika Albertas, Klimas Jonas. MarSas, in: Muzikos enciklopedija,
t. IT: I-N, Vilnius: Lietuvos muzikos akademija, Mokslo ir
enciklopedijy leidybos institutas, 2003, p. 381-382.

Batavi¢ius Albinas, Taurages apskrities didy orkestrai, Tauragg,
1995.

Cilvinaité Marijona, A¢iavimas Erzvilko apylinkése, Vilnius:
Lietuvos kratotyros draugija, 1990.

Dauménas, Sauliq dudy orkestry repertuaras, Muzikos barai,
1939 m. rugséjis, Nr. 9.

Gasitinas Kazys, Erzvilkas, Vienybé, 1908 m. geguzés 6 (19) d.,
Nt 19, p. 294.

Gidzitunas Viktoras, Jurgis Ambraziejus Pabréza (1771-1849),
Roma: Lietuviy kataliky mokslo akademija, 1993.

Katkus Mikalojus, Balanos gadyné, Vilnius: Vaga, 1989.

Kirdiené Gaila, Smuikas ir smuikavimas lietuviy etninéje kultiroje,
Vilnius: Kronta, 2000.

Kréve-Mickevitius Vincas, Dziky vestuvés, in: Miisy tantosaka,
t. I, Kaunas: Tautosakos komisijos leidinys, 1930, p. 17-93.

Kondrotas Paulius, Rietavo muzikos mokykla, meaiiiz; Zemeé,
2000, Nr. 4, p. 48-49.

Levinskas Leonas, Vaitkiené Romualda. Zagarés vokiediai, in:
Zagaré [Serija: Lietuvos valstiai], Vilnius: Versmé, 1998,
p. 273-285.

Lukauskas Vytautas, Bagdono Oginskio orkestre (parengé Vy-
tautas Jurkstas), in: Muzika ir teatras, kn. 11, Vilnius: Vaga,
1975, p. 164-173.

Marcinkeviciené Dalia, Vedusiyjy visuomené: santuoka ir skyrybos
Lietuvoje XIX amziuje-XX amziaus pradzioje, Vilnius: Vaga,
1999.

159



Lietuvos muzikologija, t. 23, 2022

Rita ZARSKIENE

Mickevi¢ius Juozas, Zemaiéiy vestuvés, in: Misy tautosaka, t. V11,
red. prof. Vincas Krévé-Mickevi¢ius, Kaunas: Hum. m. fak.
Tautosakos komisijos leidinys, 1933, p. 47-125.

Mickevitius Juozas, Zemailiy vestuvés, in: Tévy ir protéviy Zeme,
kn. II, Vilnius: Regiony kultariniy iniciatyvy centras, 2009,
p. 11-98.

Muketupavels Valdis, Musical Instruments in the Baltic Region:
Historiography and Traditions, The World of Music, 2002, vol.
44 (3): Traditional Music in Baltic Countries, Berlin.

Navickas Stasys, Kariniy orkestry pazangumas, Muzikos barai,
1939 kovas, Nr. 3, p. 65-67.

Pakalniskis Aleksandras, Zemaitiai: [Etnografija], Chicago,
Illinois, 1977.

Petrosius Ipolitas, Gyvenimo smulkmenos: Gyvenimo istorija.
Atsiminimai, Vilnius, 2006. [Savilaidos leidinys, saugomas
Lietuviy tautosakos archyve, LTR 7906).

Racianaité-Vy¢iniené Daiva, Botagas. Darbo jrankis, paprociy
atributas, simbolis... ir muzikos instrumentas?, Liaudies kul-
tira, 2012, Nr. 2, p. 33-58.

Ragaisis Antanas, Zemaiiiz; Kalmrijos aprasymas, ypatingai
dievobaimingiems keleiviams j tg stebuklingg vieta, Vilnius:
»Vilniaus Ziniy“ spaustuve, 1906.

Sabaliauskiené Roze¢, Arbéga elnias devyniaragis, sudaré ir parengé
Pran¢ Jokimaitiené, Norbertas Velius, Vilnius: Vaga, 1986.

Sauka Leonardas, Lietuviy vestuvinés dainos (XIX a.-XX a.
pradzia), Literatiira ir kalba, IX: Dainuojamosios tautosakos
klausimai, Vilnius: Vaga, 1968, p. 7-296.

Skrodenis Stasys, Zemaitiy buitis J. Pabrézos pamoksluose, Jurgis
Pabréza (1771-1849), Vilnius: Mintis, 1972, p. 66-75.
Stankevic¢iené Janina, Pu¢iamyjy ir liaudies instrumenty atlikéjai:
Puéiamuyjy orkestrai, in: Lietuvos muzikos istorija, kn. I1:
Nepriklausomybés metai, 1918—1940, Vilnius: Kultiros,
filosofijos ir meno institutas, Lietuvos muzikos akademija,

2009, p. 202-214.

Statkevitius Vladas, Silaliskiai: darbai ir paprociai, Vilnius;
Mokslas, 1992.

StundZiené Brong, Vestuviniy ir iniciaciniy apeigy sasajos dainose,
in: Tautosakos darbai, t. XXI(XXVIII), Vilnius: Lietuviy
literatiiros ir tautosakos institutas, 2004, p. 13-32.

Saknys Zilvitis, Jaunimo brandos apeigos Lietuvoje: XIX a. pabai-
goje-XX a. pirmoje puséje, Vilnius: Pradai, 1996.

Tenisonas Aleksandras, Zemaitijos giriy takais, Cikaga, 1975.
Valan¢ius Motiejus, Rastai, t. 1, parengé Vytautas Vanagas. Vil-
nius: Lietuviy literatiiros ir tautosakos institutas, 2001.
Valandius Motiejus, Rastai, t. 13, parengé Vytautas Vanagas.

Vilnius: Lietuviy literattros ir tautosakos institutas, 2013.

Van Gennep Arnold, Peréjimo ritualai, Vilnius: Aidai, 2010.

Vysniauskaité Angele, Zemaiéiq vestuvés, in: IS lietuviy kultiiros
istorijos, 13: Sinolaikinis Zemaitijos kaimas, Vilnius: Mokslas,
1985, p. 122-189.

Vy$niauskaité Angelé, Simbolika lietuviy vestuvése, in: Miisy pra-
eitis,Nr. 1, Vilnius: Lietuvos istorijos draugija, 1990, p.71-89.

Vys$niauskaité Angelé, Kalnius Petras, Vestuviy papro¢iy $altiniai
ir tyrin¢jimai, in: Angelé Vy$niauskaité, Petras Kalnius, Rasa
Paukstyte-Sakniené, Lietuviy Seima ir paprociai, Vilnius:
Mintis, 1995, p. 47-83.

Vy$niauskaité Angelé, Vedybos, in: Angelé VySniauskaité, Petras
Kalnius, Rasa Paukstyté-Saknieng, Lietuviy seima ir paprociai,
Vilnius: Mintis, 1995, p. 271-395.

Zarskiené Riita, Puéiamyjy instrumenty orkestrai tradicinéje Lie-
tuvos kultiroje: nuo didiky rimy iki sodZiaus, in: Zautosakos

160

darbai, t. XXXVIII, Vilnius: Lietuviy literattros ir tautosakos
institutas, 2009, p. 149-168.

Zarskiené Rita, UZmirstieji muzikos instrumentai: dadmaisis
ir Lietuva, in: Tautosakos darbai, t. XLII, Vilnius: Lietuviy
literataros ir tautosakos institutas, 2011, p. 194-222.

Zarskiené Riita, Instrumentiné muzika kaip kultirinés regioninés
atminties rai$ka, in: Homo narrans: folkloriné atmintis is arti,
moksl. red. Broné Stundziené¢, Vilnius: Lietuviy literataros ir
tautosakos institutas, 2012, p. 371-392.

Aeacaes A., CBaTOBCTBO, ACBUHUK U cBaabOa y sxmyanHoB [Tore-
astekoit Boaoctn [laeabckoro yespa [1889), in: [amsmuas
xnucka Kosencroii 2ybepuin na 1890 2005, Kono, c. 321-325.

Aeaceaes A., CarosctBo u cBasbba y antosues Cecukckoii Bo-
aoctu Buakomupcxoro yespa [1891], in: [Tamsmuas xnusncka
Kosencror 2ybepriu na 1892 200v, KoHa, c. 182-186.

HMeanosa P, Mapkosa A. B., Boarapsi, in: Bpax y #apodos Llen-
mpanvroi u F0z0-Bocmounoi Egponst. Mocksa: Hayxa, 1988,
c. 135-159.

VYaenesa O. C., Crpeaa, crpeastts, in: Crasanckue apeguocmu, T.5.
Mocksa: MexxayHapoaHsie oTHomeHust, 2012.

Summary

The article examines changes in music-making at tradi-
tional Samogitian weddings in the second half of the nine-
teenth and first half of the twentieth centuries. It focuses on
the incorporation of academic music-based brass ensembles
into traditional music-making practices and their influence
on wedding customs and rituals.

In the second half of the nineteenth century, a wealthy
class of farmers began to take shape, and some customs and
rituals changed accordingly. The richer peasants, mostly
literate, were proud of their position and accumulated
wealth. While they preserved peasant traditions, at the same
time they admired the culture of the upper class and tried
to emulate it. According to famous Lithuanian ethnologist
Angelé Vysniauskaite (1990), it is precisely the weddings
of wealthy villagers from the second half of the nineteenth
century to the beginning of the twentieth century that are
considered a traditional model of wedding rituals as they
reflect the spiritual culture of the pre-industrial Lithuanian
countryside. Around 1870, brass instruments appeared at
Samogitian peasant weddings. In the villages of that time,
this was a very innovative phenomenon that came from the
estates, which only the very rich could afford. The marches,
polkas, waltzes, and other dances performed by four or five
musicians were played at the most important moments of
the week-long celebration, such as when greeting the guests,
the bride’s arrival, or the procession to the church. The inclu-
sion of the march in wedding customs can be traced back
to the appearance of brass instruments since the origin of
the march as a musical genre is undoubtedly linked to the
repertoire of brass bands (military, manor estates).



Puciamyjy instrumenty ansambliai tradicinése Eemaitiskose vestuvése kaip Saunumo, garbingumo, turtingumo simbolis

Sources describing Samogitian weddings often men-
tion brass instruments alongside salvos and drumming. At
certain times, ethnologists have interpreted these sounds
as a noise made to ward off evil spirits that were harmful
to humans. However, the research carried out suggests that
firearms and their volleys, as well as the resounding trumpet-
ing of the brass took on a different meaning in the period
under study: it symbolized the prowess and excellence of
the male sex, while brass trumpets indexed the wealth and
honor of the family.

During the interwar period, the sequence of the wed-
ding customs along with the key moments and role of the
musicians seems to coincide with the wedding customs of
the previous period. However, there are also some marked
differences. There is no mention of salvos or the use of

firearms. At the most important moments of the wedding,
loud noises are made with shrill trumpets, beating a drum,
ringing jingle bells, or loud shouting. The role and status of
the musicians also vary somewhat. As Lithuania’s economic
situation improved in the interwar period, especially in the
late 1920s and 1930s, every self-respecting farmer tried to
invite brass musicians to weddings with the aim of showing
the wedding guests respect. As in the older weddings, the
brass band emphasized the special solemnity of the mo-
ment or demonstrated the greatest possible respect for the
wedding participants.

Delivered / Straipsnis jteiktas 2022 08 23
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Anotacija

Straipsnyje pirma karta sickiama rekonstruoti ir apibendrinti muzikos leidé¢jo ir prekybininko, vargonininko ir instrumenty meistro Augusto
Antpusaidio (1886-1972) gyvenima ir veikla. 1906 m. i$vykes j Jungtines Amerikos Valstijas ir apsistojes Brukline Antpusaitis tapo vienu
pirmuyjy lietuviy muzikos prekybininky ir leidéjy. Jo isleisti lietuviski ritinéliai pianolai yra tarp pirmuyjy tokio tipo lietuvisky jrasy. I§ viso
zinomi dvide$imt penki 1920-1926 m. i8leisti Antpusaicio ritin¢liai pianolai. Jie atspindi ne tik lictuviskos profesionaliosios muzikos forma-
vimasi, bet ir svarbiausius besikuriancios Lietuvos valstybés jvykius (nacionalinés valiutos jvedima, diplomatiniy santykiy su JAV uzmezgima,
Vilniaus krato okupacija). Greta leidybinés veiklos, Antpusaitis pasizyméjo ir kaip instrumenty meistras. Profesionaliai jvaldes fortepijony
derinima, jis taip pat gamino vargonus, fortepijonus ir ksilofonus. MaZiausiai Zinoma jo kaip bazny¢ios vargonininko veikla. Nors kelis desimt-
medius vargonavo Bruklino Sv. Jono lietuviy evangeliky liuterony baznycioje, apie $ig veikla archyviniy dokumenty ar amZininky liudijimy
nepavyko rasti. Daroma i$vada, kad Antpusaicio veikla yra reik§mingas lietuviy muzikos istorijos reiskinys, charaketringai atspindintis to meto
muzikos leidéjo ir prekybininko situacija. Antpusai¢io muzikos reikmeny parduotuve Brukline, veikusi 1919-1930 m., turéjo didele jtaka
lietuviskos muzikos sklaidai ir tautinio identiteto i§saugojimui Jungtinése Amerikos Valstijose. Straipsnyje taikomi Saltiniotyros, istoriografinis
ir menotyrinis tyrimy metodai.

Reik$miniai zodzZiai: ritinéliai pianolai, lietuvis$ka muzika, muzikos leidyba, emigracija, Amerikos lictuviai.

Abstract

The life and work of Augustas Antpusaitis (1886-1972) is reconstructed and presented here for the first time. He was a music publisher,
businessman, church organist, and manufacturer of musical instruments. In 1906, Antpusaitis arrived in the United States and settled in
Brooklyn, New York. He opened a music shop and was one of the first Lithuanian-American businessmen and publishers. Between 1920
and 1926, Antpusaitis published twenty-five Lithuanian piano rolls. These pianola rolls became the first Lithuanian music recordings of this
type. They represent not only the creation of professional Lithuanian music, but they also reflect important events of the Lithuania state:
diplomatic relations with the US, establishment of a national currency, and the occupation of the capital, Vilnius. Antpusaitis was also a pro-
fessional piano tuner and maker of musical instruments. He crafted grand pianos, organs, and xylophones. Though Antpusaitis served as an
organist at St. John Lithuanian Evangelic Lutheran Church for several decades, unfortunately neither archival documents nor reminiscences
of contemporaries could be found. In conclusion it is stated that Antpusaitis’ activity in Brooklyn was important for Lithuanian music his-
tory as a typical representation of music publisher and businessman of the time. Antpusaitis’ music shop he held in Brooklyn in 1919-1932
played a remarkable role in the spread of Lithuanian music in the US and for a preservation of national identity of Lithuanians in America.
Research methods of source analysis, historiography and art criticism are used.

Key words: piano rolls, Lithuanian music, music publishing, emigration, American Lithuanians.

Tyrinéjant lietuviy iSeivijos muzikinj-kultarinj gyve-
nimg iki $iol maziau démesio skirta vadinamosioms ,,pa-
galbinéms® veiklos sritims: muzikos leidybai (naty ir garso
jrady), instrumenty gamybai, muzikos reikmeny platinimui
/ prekybai. Sios veiklos néra prilyginamos meninei kirybinei
raiskai, tadiau jos tiesiogiai veikia bendrajj kultarinj gyveni-
ma ir jo raida, taip patleidzia atskleisti giluminius, i§ pirmo
zvilgsnio nematomus muziky santykius, ju bendravimo

aplinkybes, kulttriniy jvykiy ar rei$kiniy priezastis. Todél
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ir leidyba, ir prekyba ar instrumenty gamyba traktuotinos
kaip butina salyga bendruomenés muzikinei-kulturinei
rai$kai ir iy aplinkybiy bei salygy tyrimas yra reik§mingas
bendram muzikinés raidos suvokimui.

Straipsnyje pirma karta rekonstruojamas ir pristatomas
Augusto Antpusaitio gyvenimas ir veikla. Prekybininkas,
leidéjas, vargonininkas ir instrumenty meistras Augustas
Antpusaitis (1886-1972) Lietuvos muzikinés kultiros
istorijoje iki $iol yra netyrinéta ir nejvertinta asmenybé.' Jo
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1 pav. Augustas Antpusaitis apie 1910 m. Annos Strimas archyvas,
Naujasis Orleanas, Luizianos valstija.

gyvenimas atspindi ir reprezentuoja tick bendrag XIX-XX a.
sanduros lietuviy tautos istorija, tiek emigracijoje susitel-
kusios bendruomenés (taip pat ir muziky bendruomenés)
gyvenimo ir veiklos ypatybes, tick konkretiai lietuvio mu-
zikos prekybininko situacija Jungtinése Amerikos Valstijose
XX a. pirmoje puséje.

Atvykes | Amerikg pirmaisiais naujo $imtmecio me-
tais (1906 m.), Antpusaitis pirmiausia émési muzikos
reikmeny prekybos ir smarkiai prisidéjo prie lictuvybeés
sklaidos, i8leisdamas lietuvisky ritinéliy pianolai. Jo isleisti
lietuviski ritinéliai pianolai buvo tarp pirmuyjy lictuviskos
muzikos jra$y $iam instrumentui, kurj laikg net dominavo
rinkoje. Nors lietuvisky ritineliy Antpusaitis iSleido ne-
daug (Zinomi 25 ritinéliai), jy istoriné ir kultiriné reik§me
neabejotina.

Atlickant tyrima daugiausia remtasi laikra$¢iy ,Vieny-
be*, ,Keleivis®, ,Tevyné* skelbimais (priciga prie skaitme-
nizuoty vaizdy per www.spauda.org ir www.cpaveldas.lt),
taip pat archyviniais dokumentais ir $altiniais Lietuvoje ir
JAV - ir valstybiniuose, ir priva¢iuose archyvuose. Dauguma
JAV archyviniy dokumenty skaitmenizuoti ir pricinami
internetu per genealogijos paieskos svetaines (www.ancestry.

com, www.myheritage.com, www.geni.com, www.familyse-
arch.com). Cia atrasta daug Antpusaicio ir jo Seimos nariy
asmeniniy dokumenty: JAV gyventojy sura§ymy duomenys,
pilietybés suteikimo prasymai, karo prievolininky registra-
cijos kortelés, santuokos jrasai, transatlantiniy laivy keleivig
saradai. Taip pat naudotasi skaitmeniniais JAV kapiniy
vaizdais, rastais interneto svetainése www.findagrave.com
ir www.billiongraves.com. Tai leido patikrinti ir patikslinti
Antpusaicio ir jo Seimos nariy gyvenimo datas. Sickiant
rasti dar gyvus istorijos liudininkus, naudotasi virtualia JAV
gyventojy adresy baze (www.whitepages.com) ir socialiniais
tinklais (www.facebook.com). Lietuvoje esantys ir tyrimui
reikalingi dokumentai — bazny¢iy metriky knygos ir nekil-
nojamojo turto dokumentai (Katau¢iznos dvaro parcelia-
cijos planas) — saugomi Lietuvos valstybés istorijos archyve
(toliau — LVIA) ir Lietuvos centriniame valstybés archyve.

Straipsnio autorius nuo$irdziai dékoja Antpusaicio
anttkui Robertui Strimui (Bob Strimas), proaniikei Onai
Strimaitei (Anna Strimas) ir Augusto brolio Adolfo antkui
Cliffordui Bonackeriui uz prisiminimus, nuotraukas, jy
saugoma archyvine medziaga ir leidima visa tai paskelbti
$iame straipsnyje.
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2 pav. Sakiy evangeliky liuterony bazny¢ios 1843-1917 m. gimusiy abécéliné rodykleé (kriksey
registracijos knygos neisliko). Cia, be Augusto, jradyti ir jo brolis Adolfas bei pusbrolis Jonas (Johanas).
LVIA, f. 1218,ap. 1,b. 313,1. 7.

Antpusaidio kilmé nutoles nuo didesniy miesteliy — Marijampolés, Kudirkos
Naumiescio, Sakiy. Artimiausias baznytkaimis Pilviskiai

Augustas Antpusaitis gimé 1886 m. vasario 23 d. Su-  buvo kick daugiau nei 10 km j pietus. XIX a. pabaigoje
valkijoje, Zavecky kaime (dab. Kazly Rados savivaldybé).  Zavecky kaimas isgyveno savotiska pakilima, jame gyveno
Zaveckai buvo nedidelis ir gan atokus kaimas, per 30 km  daugiausia zmoniy — 110.% Pra¢jus Simtmeciui jy liko tik
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13 (2011 m. duomenys). Sis zmoniy pagauséjimas susijes
pirmiausia su naujakuriais vokie¢iais, atsikélusiais i§ Prasijos.
Cia buvo pigesné zemé, ¢ia jie galéjo toliau laisvai i$pazinti
liuterony tikéjima. Dél to absoliuti dauguma liuterony
Zavecky kaime, taip pat ir visoje Suvalkijoje, tuo metu
buvo vokiediai.?

Antpusai¢io pavardé lietuviska, nors ir reta. Ji reiskia
»persikéles j kitg puse®. Siandien Zmoniy, turindiy $ig pavar-
de, Lietuvoje beveik neliko, nors XX a. pradZioje jy gyventa
apie Jurbarka, Sakius ir Vilkaviskj.

Augustino tévai Jurgis ir Augusta Perlebachaite
(Perlbach) buvo tkininkai. Kaip ir dauguma aplinkiniy
gyventojy, jie i§paZino liuterony tikéjima. Seima buvo
gausi — Jurgis ir Augusta susilauke septyniy vaiky: Jono
(Johano), Onos, Augusto, Adolfo, Liudviko, Augustos ir
Henriko. Mirus zmonai, Jurgis vedé antra karta. Su antraja
zmona Emilija Foktaite (Focht) jis susilaukeé dar keturiy
vaiky: Emos Lidijos, Karolio, Jurgio ir Martos Idos. Taigi
abi Jurgio Zmonos buvo vokietés, bet namuose kalbéta
lietuviskai. Anukas Robertas Strimas prisimena, kad
jo seneliai, net ir atvyke j Amerika, tarpusavyje kalbéjo
lictuviskai. Lietuviskai kalbéjo ir savo $eimas sukarusios
Antpusai¢io dukros.

Nei bazny¢ios, nei pradinés mokyklos Zaveckuose nebu-
vo. Tad j pamaldas tévai vykdavo j Pilviskius. Cia 1840 m.
susiktré liuterony parapija, 1856 m. jsteigta valdiska
pradzios mokykla (rusy kalba), o 1862 m. pro Pilviskius
nutiestas gelezinkelis | Karaliau¢iy. Tai suaktyvino mies-
telio gyvenima, padiy gyventojy padaugéjo daugiau nei du
kartus — iki pustrecio tukstandio.

Pilviskiuose Augustas mokési 6 metus’ ir tikriausiai
buvo sutarta, kad tuo metu gyvens pas déd¢ — tévo brolj
Juoza Antpusaitj. Dédé Juozas gyveno visai Salia Pilviskiy —
Baltusiy kaime.® Cia Augustinas bendravo su vienmectiu
pusbroliu Jonu ir nesijauté vienisas. Draugysté su pus-
broliu tesesi ir uzaugus bei abiem i$vykus j Amerikq — ten
jiedu taip pat gyveno ne per toliausiai vienas nuo kito ir
susitikdavo per didZigsias mety §ventes. Matyt, i$ Pilviskiy
bazny¢ios vargonininko Augustinas pramoko vargonuoti ir
Sick tiek tvarkyti bei reguliuoti instrumentus. Tai véliau jam
praverté, nes instrumenty derinimasir taisymas tapo vienu
pagrindiniy jo pragyvenimo $altiniy. Ta¢iau gyvenimo
perspektyvy nei gimtajame Zavecky kaime, nei Pilviskiuose
Augustinas nematg, tad, kaip ir dauguma to meto provinci-
jos jaunuoliy, émé svajoti apie nauja gyvenima Amerikoje.
Ar teko véliau mokytis muzikos, néra Zinoma, bet 1928 m.
grizdamas | Amerika i§ kelionés po Europa Antpusaitis
nurodé esantis pianistas. Kaip prisimena antkas Bobas
Strimas, Antpusaitis visg laikag mégo skambinti pianinu,
bet ar to i$moko savarankiskai, ar buvo baiges specialias
studijas, negaléjo pasakyti.’

3 pav. Augustas Antpusaitis vargonuoja Sv. Jono lietuviy
evangeliky liuterony bazny¢ioje. Bruklinas, apie 1940 m. Bobo

Strimo archyvas.

Isikarimas Amerikoje ir muzikos reikmeny
parduotuve

1906 m. rugs¢jo 11 d. Augustas kartu su vyresniuoju
broliu Jonu laivu ,,Grosser Kurfurst” atplaukeé | Niujorks.
Po keleriy mety j Amerika taip pat atplauké jaunesnicji
broliai Adolfas (1908 m.) ir Liudvikas (1913 m.), jie jsikaré
$iauriau nuo Niujorko, BridZporte, Konektikuto valstijoje.?
Kiti Augusto broliai ir seserys liko Lietuvoje.

Adolfas ir Liudvikas jau Amerikoje sutiko ir vedé seseris
Ong ir Marija Pauliukaites. Adolfas dél nenustatytos prie-
zasties mir¢ budamas tik 28-eriy. Kaip prisimena antkas
Cliffordas Bonackeris, nezinia dél ko Adolfas émé jaustis
silpnai ir miré.” Liko pirmagimio besilaukianti Zmona
(sinus Gustavas gimé tais paciais 1917 m.). Gyventi buvo
nelengva, tad Ona Antpusaitiené iStekéjo antra kartg uz
Edvardo Kalvai¢io (Edward Kalweit). Brolis Liudvikas,
atvykes j Amerika, greitai susirado darba, vedé (1915 m.),
susilauké stinaus Alberto (1917 m.) ir, uzsidirbes Siek tiek
pinigu, grjzo j Lietuva. Cia nusipirko Zemés Skirsnemunéje
(zmonos gimtingje) ir ja dirbo. Susilauke dar dviejy vaiky:
dukters Ritos (1930 m.) ir sinaus Augusto (1935 m.).
Prasidéjus karui, iskilo gresme buti deportuotam j Sibira.
Siaip taip issilaike. Bet artéjant antrajai soviety okupacijai
(1944 m. liepa) viska palikes su Seima pasitrauké j Vokietija.
Patcko j DP stovykla Ekernferdéje (prie Danijos sienos), rasé
prasymus iSvykei j JAV pas ten likusius brolius. Ar i$vyko, ne-
aiSku, nes daugiau Ziniy apie Liudvikg ir jo $eima nerasta.”

Atvyke j Amerika, Augustas ir Jonas jsikare Brukline.
Bruklinas Amerikos lietuviy istorijoje uzima ypatinga vieta.
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4 pav. Augusto natiralizacijos deklaracija, 1920 m. Prieiga per interneta:

www.ancestry.com [zitréta 2021 10 15].

Cia dar nuo XIX a. pabaigos émé telktis lietuviy bendruo-
mené, tarpukariu pasizyméjusi ne tik dydziu, bet ir aktyviu
socialiniu, politiniu gyvenimu bei kultarine veikla. Brukli-
nas yra didZiausia Niujorko dalis, XX a. pirmaisiais metais
(1900 m.) jame gyveno daugiau nei milijonas gyventojy (iki
Antrojo pasaulinio karo jy padaugéjo dvigubai).! Lietuviai
susitelke Bruklino rajone Viljamsberge ties Grand street
ir Union aveniu gatvémis. Cia veikeé dvi lietuviy kataliky,
viena liuterony baznycios, laikras¢iy redakcijos, parapinés
ir $estadieninés lietuviy mokyklos, klubai, lietuviy preky-
bos jmonés.”> 1940 m. Brukline jau gyveno apie 40 000
lietuviy (daugiau nei tuo metu Siauliuose). Jy veikla
buvo jvairi, jy gyvenimui prireiké jvairiy dalyky — daikty,

paslaugy, informacijos. Pagrindine naujieny ir susiZinojimo
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priemone tapo laikrastis ,Vienybeé lictuvninky®, jsteigtas
1886 m., nuo 1907 m. spausdintas Brukline, nuo 1920 m.
pervadintas j ,Vienybe¢“ ir leistas Susivienijimo lietuviy
Amerikoje. Sis laikrastis nuolat spausdino visus lietuviy
ir lietuviy bendruomenei svarbius skelbimus. Pirmiausia
¢ia aptinkame graboriy, gydytojy ir advokaty skelbimus.
Bet jau nuo 1920 m. vis dazniau ima rodytis ir kultarinio
gyvenimo skelbimy, pranesanciy ar kvie¢ian¢iy  lietuviy
renginius, informuojan¢iy apie galimybe jsigyti lietuvisky
knygy ar naty leidiniy.

Gyvendamas Brukline Augustas pradéjo vargonuoti
Sv. Jono lietuviy evangeliky liuterony bazny¢ioje. Lygiagretiai
emési derinti ir taisyti pianinus, o netrukus atidaré ir savo mu-
zikos reikmeny parduotuve adresu 136 Stage str., Bruklinas.
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Vargonuojant Augusto démesj patrauke baznycios cho-
re dainavusi Ona Pimaité (Anna Pimat). Ji buvo keleriais
metais jaunesné uz Augustg, gimusi 1889 m. Sauks¢iy k.
Sauksiai — jau i$nykes kaimas, buves apie kilometrg j pie-
tus nuo Storitiky (Sintauty senidinija, Sakiy r.). ] JAV Ona
atvyko beveik tuo pat metu kaip ir Augustas (1905 m.).
Dar po keleriy mety, 1910 m. spalio 19 d., jiedu susituoke.
Santuoka buvo registruota Bruklino metrikacijos skyriuje.
Neabejotinai tai turéjo bati jregistruota ir bazny¢ioje, taciau
$iy jraSy nepavyko rasti.”

Pats Augustas buvo neaukstas, vidutinio kiino sudéjimo,
rudy akiy ir rudy plauky.' Tikslesnius duomenis randame
1920 m. pateiktame pra$yme del JAV pilietybés: 5 pedy ir
4 coliy (1 m 62 cm) ir 150 svary (68 kg).

Augustas ir Ona susilauké keturiy duktery: Ratos Adelés
(Ruth Adela, g. 1916 m. kovo 8 d.), Ellos E. (g. 1917 m.),
Esteros Evelinos (Esther Evelyn, g. 1920 m. lapkri¢io 5 d.) ir
Mildos (Mildred, g. 1927). Visas dukras Antpusaiciai leido
j vieting (angliska) mokyklg ir stengési pralavinti muzikos
srityje. Ar jos lanké $estadiening lietuviska mokykls, néra
zinoma, bet, kaip minéta, net ir sukiirusios savo Seimas,
gimtosios kalbos nepamirso.

1919 m. Antpusaic¢iai gyveno jau kitu adresu — 646
Grand street, Bruklinas. Ten pat turéjo ir savo parduotuve,
kur prekiavo pianinais, pianolomis (angl. player piano),
fonografais ir muzikos jrasais — lictuviSkais ritinéliais pia-
nolai ir gramofono / $elako plokstelémis. Apie tai liudija
laikras¢io ,,Keleivis“ skelbimas:

GERAI IR PIGIAIL!
Parduodu pianus ir playerus ir se-
nus sutaisau ir tunmu Uzlaukau
e¢raziu lietuvisku “Music rolu” del
player pianu. Music Roller prisiun-
¢iu ir per paéta. Viska uitikrinu jy
gerume ir parduodu pigiau negu
kur kitur. (25)
A. ANTPUSAITIS J
646 Grand St.. Bruoklym, &. Y.

S pav. Augusto Antpusailio skelbimas savaitrastyje ,,Keleivis®,
1919 m. birzelio 4 d.

Pasiulome A:Irg.itos Raiies
PIANUS, PLAYERIUS it GRAMAFONUS

Uz labai sumaZinta kaing ant
lengvy idmokéjimy
SRR
Taippat turime labai didelj. pasirinki-
mg naujos mados ifleisty lietuvidky
playeriama roly ir Gramafonams re-

kordy.
Rolus ir rekordus ]mslu'm‘:inme pastu
Reikalaukite misu katalogo.

A. ANTPUSAITIS and CO.
9§81 BROADWAY, BRDGKLYN N. Y.
Pirmiau Ia.lltgs kmutuve ant Grand Streeta Brooklyne

Naudingas
Pasiulymas

MES LzLAmOME AUGSTOS
KLESOS PIANUS, PLAYER
PIANUS IR FONOGRAFUS,
 KURIUOS DUODAM _ ANT
| ENGVO ISMOKEJIMO Uz PI-
GIAUSIAS KAINAS, GERIAU-
SIOMIS ISLYGOMIS. PAGAL
} SUTARIMA MES ANT VIENO
* METO UZ DYKA PIANUS TU-
j NINAM IR REGULIUOJAM.
| GVARANTUOJAM  ANT 10
| METU. TAIPGI MES TURIME

| DAUGYBE LIETUVISKU MU-
} SIC ROLIU DEL PLAYER PIA-
{ NO TINKAMU DEL SOKIU IR
| DAINAVIMO. LABAI PUIKUS
| SEKANTIS SU ZODZIAIS:

' Vaziavau diena ............ £1.00|
!\ Nesigriaudink, merguzele ir B
i+ Lictuva tévyné musy ........ : 3
I

\ouu 'me;:o saldaus micgo ..
‘-

Vai kalba zada tivas dulirelel 1
Ak as mylia tave 160
Era mano brangi ............ 1.0

Jojau diena, jojau naktj ...... 1.00
Pamyléjau vakar, pam, siand. 1.00
Lietuviy himnas ............ 1.00
Nesigriaudink, merguzéle ir

einu per dvarelj ......co00nnn 1.00

| Puikiai Skambantjs Roliai be
Zodziy sekantis:

Sériau Zirgelj il
Kriputis, Polka .............. 33
Klumpakojis. Polka .......... 85
Suktinis. Polka .............. - K5
Liepelé. Polka ......covvvvvns B35
Lietuvaité, Mazurka .......... .80
Diedukas. Polka .............. .10
Cigonélé.. Polka .............n 60
Noriu miego ..... ™
Barbora. Polka ... L0
Kokietka. Polka ... SR
Varpelis. Valeas .........c.... .70
Krakaviakas .........000 o000 60

Reikalaujanti music roliy, ma-
lonekite pinigus prisiusti drauge
su uzsakvmu arba C. O. D. ant
&jo adreso: (31)
A. ANTPUSAITIS &
COMPANY
646 Grand Street,
BROOKLYN, N. Y,

Atdara nuo 9 ryto iki 9
vakare. ;

6 pav. Augusto
Antpusaicio
reklaminiai skelbimai:
LKeleivis®, 1921 m.
gruodzio 14 d.
(kaireje) ir ,,Vienybé*,
1924 m. lapkricio
11d.

167



Lietuvos muzikologija, t. 23, 2022

Darius KUCINSKAS

Prad¢jes prekyba pianolomis, Antpusaitis stengesi
pirkéjams pasialyti ir ritinéliy pianolai. Tadiau kokiais
ritinéliais prekiauta atidarius parduotuve, néra Zinoma -
prekiy katalogas neisliko. Kad tokie katalogai buvo, liu-
dija ne tik Antpusaicio reklaminiai skelbimai. Kickvienas
prekybininkas kvieté basimus pirkéjus i$ pradziy atsisiysti
katalogg. O uzsakytas prekes buty galima atsiimti parduo-
tuvéje ar gauti pastu net neatvykus j parduotuve. Gali bati,
kad kai kurios pianolas gaminusios firmos bendradarbiavo
su ritineliy leidybos jmonémis ir instrumentus reko-
menduodavo kartu su amerikieti$ka muzika. Reklaminis
1921 m. gruodzio 14 d. Antpusaicio skelbimas laikrastyje
»Keleivis“ liudija, kad jis pirmiausia stengési pirkéjams —
dauguma jy buvo aplink gyvenantys lietuviai — pasialyti
lietuviskos muzikos. Tuo tikslu jis bendradarbiavo su visais,
kurie tik buvo i8leide $iy jrady. Tai ir atsispindi minétame
skelbime. Cia i$vardyti 32 ritinéliai: 20 su Zodziais ir 12
be zodziy. Tai buvo garsiy firmy ,,Connorized*, ,US Word
Roll“ ritinéliai, taip pat trumpiau egzistavusios ,Harmel
firmos bei leid¢jo ir prekybininko Jono Ambrozaitio is-
leisti ritinéliai. Greta jy, skelbime paminéti aStuoni paties
Antpusaicio i8leisti ,roliai“: Nr. 6 (,Karveléli mélynasai®),
Nr. 8 (, Klumpakojis“), Nr. 11 (,, Atjok, berneli, vakare*),
Nr. 14 (,,Rateliy darzelis“), Nr. 15 (,,Kur upelis teka“), Nr.
16 (,,Per laukelj dirvonélj“), Nr. 18 (,Vaziavau dieng®) ir
Nr. 25 (,,Lietuva, tévyne mitsy”).

Verslo plétra ir kelionés j Lietuva

Per kelerius metus Antpusaiciai ckonomiskai sutvirtéjo.
Tai leido jiems apsilankyti Lietuvoje. Pirmoji gimtine ap-
lanké Zmona Ona Antpusaitiene. 1924 m. vasara j tévyne
jikeliavo su trimis dukromis ir pirmiausia noréjo pamatyti
savo moting, taip pat Ong, likusia Sauks¢iy k."” Kaip tik
tais padiais metais buvo parceliuojamas ne per toliausiai
esantis Kataudiznos dvaras (dabar Kudirkos Naumies¢io
priemiestis). Ten gyveno Onos Antpusaitienés brolis Jur-
gis."® Antpusaiciai jau kuris laikas galvojo uzdirbtas Iésas
investuoti ir visam laikui grjzti j Lietuva, tad Zinia apie
galimybe jsigyti netoliese esancio dvaro Zemés ir plyty
fabrika sudomino Antpusaicius."” Tiesa, apie Kataudiznos
dvara jau anks¢iau Antpusaiciai galéjo nugirsti i§ Amerikoje
gyvenusio Pijaus (Pijusio) Lietuvninko. Jis 1922 m. tiesiai
i§ dvarininkés Leonijos Paplauskienés (Paplawska) buvo
isigijes 70 margy Zemés (apie 35 ha) ir kai kuriuos pastatus
dar pries paskelbiant dvaro parceliavima (Masalaitis 2015:
132-133; Socialdemokratas, 1923 04 12). Tikriausiai
Antpusaidiy sandéris pavyko, nes 1931 m. Antpusaitiené
grizdama i§ Lietuvos nurodé, kad §j karta jau vyksta is
Katautiznos.”

Kol Zmona tvarkeé nekilnojamojo turto klausimus Lietu-
voje (grjzo tik vély rudenj — i§ Brémeno iSplauké lapkricio
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1d.), Augustas iSplété savo versla Brukline: perkélé parduo-
tuve j erdvesnes patalpas adresu 981 Broadway, greta (929
Broadway) i$sinuomojo dar vieng sandéliavimo patalpg ir
émé dirbti kartu su vyresniuoju broliu Jonu bei jo vaikais
Edvardu ir Luiza.”!

Antpusaitis nuolatos skelbési ,Vienybéje®. Kituose
laikras¢ivose pasirodé tik keli skelbimai ir jie buvo tokie
pat kaip ir ,Vienyb¢je® — surinktas ir sumaketuotas tekstas
budavo tik pakartojamas. Perkelgs parduotuve | naujg vietg,
Antpusaitis visuose 1924 m. skelbimuose vis primindavo,
kad tai tas pats Antpusaitis, kuris ,,pirmiau laikes krautuve
ant Grand Streeto Brooklyne*.

Antpugastl ABuz (Anna; Aug Antpusat Co) h
" August Co (TN. Amzu~t At}énnsatl music

dlrs 9 Wd and 9
" Fdw clk r9 i-!wa'
" John (Aug Antpusat Co) r Bridgeport.

Con
n Louisn. maid r858 L 9th

7 pav. Bruklino gyventojq sarasas su jraéytais Antpusaiéio

(tarnaité). US City Directories, 1933.

1925 m. Antpusaicio skelbimai pasirodo tik nuo lap-
kri¢io. Juose pridétas paaiskinimas, kaip geriau rasti par-
duotuve, taip pat pazyméta, kad parduotuve dirba ilgai, iki
9 val. vakaro, kad yra naujy ,Columbia® firmos lietuvisky
gramofono jrasy (monology, dialogy, dainy ir muzikos) ir
taip pat naujy lictuvisky ritinéliy pianolai. Pats Antpusaitis
taip pat jgijo daugiau pasitikéjimo ir skelbési jau esantis
~ckspertinis tonuotojas ir pataisytojas“*.

Prieskalédinj 1925 m. gruodzio 24 d. laikras¢io skel-
bima Antpusaitis papild¢ informacija apie naujai iSleistus
ir $ventéms skirtus lietuviskus ritinélius: ,,Angelai gieda
danguje“ (QRS WF7753) ir ,Gul $iandieng jau ant $ieno®
(QRS WE7754). Tai Juozo Naujalio harmonizuotos religi-
nés giesmés. Sie ritinéliai Antpusaitio asortimente atsirado
neatsitiktinai. Naujalis 1922 m. gastroliavo Amerikoje ir
koncertavo daugelyje lietuviy kolonijy. Prie§ koncerta ir po
jo Brukline (vasario 22 d.) Naujalis susitiko ir bendravo su
gausiai ¢ia susitelkusia lietuviy bendruomene. Jo atvykimo
proga buvo surengtas net specialus pobuvis. Tarp svediy
neabejotinai turéjo buti ir Brukline savo muzikos reikmeny
parduotuves turintys Antpusaitis ir Ambrozaitis. Tadiau
ritinéliai su Naujalio muzika buvo iSleisti ne iy prekybinin-
ky, o firmos QRS. Ir tam jtakos turéjo Ksaveras Strumskis.
Jis organizavo Naujalio gastroles JAV ir toliau ripinosi jo
kariniy sklaida Amerikoje — pats publikavo natas ir inicijavo
muzikos jrasy leidyba.”

1926 m. pavasarj Antpusaitis jstojo j naujai susifor-
mavusig lietuviy prekybininky organizacija — Bruklino

lietuviy prekybos rimus (Brooklyn Lithuanian Chamber of
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Tala fllmn;, Jonui! O kar
to einit {
— A& moriidine. gery pmnq
ne Playerj nusipirkti, ale i
o, Kad  neapsipirkdinn,
— Ar taip!? tai 28 thy pa-

DIDELIS NUMAZINIMAS ' KAINU ANT
NEW PLAYER PIANUY

- Cia yra Player-piano, kur] dabar galite
isigyti specialiai numazinta kaina ir ku-
rj turédamas didZiuosies delto, kad
duos ilga satisfakcija. Jo geras darbas
ir materiolas uZtikrins jums ilgu me-
tu patarnavima. Jo puikus padirbimas

bus pagraZinimas jisy namams.
PARSIDUODA LENGVOMIS |
ISLYGOMIS ‘

tursiug tu eik pas A, ANT-
PUSAIT] po No, 981 Broad-
way, Brooklyn, N, ¥. Ad nuio
Jo pirknn puiky piang ir e
hnio pigini wapirkan. Mano
doug  draugy pirke pes i
Player Piang i visl ¥ra so-
fling Adnung pinige. Jo pa-
f.=|rnm-:uma. knip i maéian,

i I A ANTPUSAT 8 CO.

E ]J:rl?l'mm'm gmninhljlls Lio-

tuvisky  Music Ttolliy, tori 981 BROADWAY. BRODKLYN NY.

nunjui ifleides sekandine: —

LITAI yra Lietuves Pinigai — — — — — $1.00
BE VILNIAUS Mes Nenurimsim — — — $1.00
LIETUV A, Motinéle Musy — — — — — $1.00

Taj yra puikiausios Music Rollés su ZodZiais,

A. Antpusaiéio krautuvéj galima gauti netik geriausiy
ir lengvomis salygomis piany ir gramafony, bet ir naujau-
siu lietuvidky Koluambijos reliordu — monology, dialogu,
dainy ir muzikes, Taipgi galima gaubi nauju jvairiy piano
roliy.

Specialial Kalidom: Angelal Gleda Danguje ir Gul Slandieng Jau Ant
#lene — Kaina $1.00. — Bu orderials Rulvﬂmlﬁtl_ :
Parduodama ir iSsiunc¢iama j kitus miestus taipgi.

18 visur kreipkités éia paiymetu adresu:

Pasiskubink, kad ir taun likty ty puikiu Relliuku del
Player Piano, nes jis daug idsiuncéia i kitus miestus.
Eik ant ite Adreso: — 7

A. ANTPUSAITIS & CO.

A. ANTPUSAT & CO: : . Ekspertinis Tunuotojas ir Palaisytojas ¥
EKSPERTINIS TONUOTOJAS IR PATAISYTOJAS )
881 Broadway Brooklyn, N. ¥. 981 Bl‘lla(lwayrhm e mBrooklyn, N. Y.
(Pusé bloko nuo Myrtle ir Broadway “L” stoties) .
Telephone Jefferson 6993, Atdara vakarais iki 9 val. Narys Brooklyn Lithuanian Chamber of Commeres
8 pav. Augusto Antpusaidio skelbimas su Kalédoms skirtais 9 pav. Atnaujintas Augusto Antpusaicio skelbimas. ,Vienybé*,
lietuviskais ritinéliais. ,,Vienybé®, 1925 m. gruodzio 15 d. 1926 m. balandzio 17 d.

A ANTPUSATE. CO
L PIANOS P
F{E PH°Non EasyTirn

| RECORDS MUSIC ROLLS SHEET MUSIC
R SEE OUR BARGAINS _
i - - - S BEFORE BUYING
: = TR 52422, 505 BROOKLTN

.}{ﬂnt usaz‘cﬁ 00.

mn ER PIANOS AND' PHONO&B&P&S
o PL:)\; EASY PAYMENTS - =
( GiFreason oo '

10 pav. Reklaminiai Augusto Antpusaiio lipdukai, uzklijuoti ant jo iSleisty ritinéliy dézudiy.
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Commerce). Tai suteiké daugiau verslo galimybiy (kreditavi-
mo, prekybos lengvaty), platesnio Zinomumo, o klientams —
pasitik¢jimo garanta. Nuo pavasario Antpusaitis pakeité
skelbimy stiliy ir, reaguodamas j laikmec¢io tendencijas,
skelbima pateike lyg dialoga, i$ kurio visiems turi badi aisku,
kad jo paslaugos ir parduotuvé yra geriausi.

Svarbu tai, kad $iame skelbime Antpusaitis reklamuoja ir
savo naujai i§leistus ritinélius. Tai ,Litai“ (Nr. 22), ,Vilnius*
(Nr. 23) ir ,Lietuva“ (Nr. 25). Jau i§ pavadinimy matyti
akivaizdus tematikos pokytis. I§ pradziy Antpusaitis leido
liaudies dainas apie mergele, bernelj, Zirgelj ir raty darzelj, o
paskutiniai ritinéliai yra patriotinés dvasios, skirti Lietuvos
valstybei ir jos gyvenimui apdainuoti. Tai greidiausiai susije
suJAV diplomatiniu Lietuvos pripazinimu (1922 m. liepos
28 d.) ir dél to iSaugusiu Amerikos lietuviy tautiniu pasidi-
dziavimu. Antano Vanagaicio daina ,,Litai“ skirta neseniai
pasirodZiusiai nepriklausomos Lietuvos valiutai apdainuoti
(banknotai jvesti nuo 1922 m. spalio, monetos pasirodé nuo
1925 m.). Kitoje Vanagaitio dainoje ,,Vilnius“ prisimenama
1920 m. spalio 9 d. Lenkijos okupuota Lietuvos sostiné.
Nors Antpusaicio ritinélyje nurodyti autoriai Vanagaitis
(zodziai) ir Strumskis (muzika), i tiesy $ig daing sukuré pats
Vanagaitis pagal poeto Petro Vaiditino eilérastj ,Ei, pasauli,
mes be Vilniaus nenurimsim®. Tai viena populiariausiy tar-
pukario dainy, ji tapo Vilniaus vadavimo sgjungos himnu.
Treéiasis tuo metu Antpusaicio iSleistas ritinélis — Lietu-
vos himnas (,,Lietuva, Tévyne misy) ir daina ,Lietuva,
motinéle masy”. Ritinélio etiketéje nurodyta, kad zodZiy
ir muzikos autorius yra Antpusaitis, bet tai tik reklaminis
triukas — pats Antpusaitis nedrjso kurti muzikos, o Lictuvos
himno autorius yra Vincas Kudirka.

1927 ir 1928 m. Augustas dar kartg lankési Lietuvoje.
Tikriausiai rapéjo jsigyto nekilnojamojo turto reikalai. Tuo
pat metu (1927 m.) Antpusaiciai susilaukeé dar vienos duk-
ters — Mildos. Tad j keliong Augustas vyko tik su vyriausia
dukra Rata, o po mety keliavo visai vienas. J[domu, kad i$
antros kelionés Augustas grizo per Serbiro (Prancizija)
uost. Tuo metu tai buvo didZiausias Europos keleiviy ir
prekybos uostas, i$ jo vyko pats intensyviausias keleiviy ir
prekiy srautas j JAV. Gali bati, kad Antpusaitis specialiai
nutare uzsukti j § uosta ir dél verslo reikaly — po mety jis
jau skelbeési, kad pianolas gali parduoti daug pigiau, nes
tiesiai i§ gamintojy jy rezervavo per 1000 vienety.** Cia taip
pat svarbu, kad keleiviy registracijos sara§uose Antpusaitis
nurodé es3s pianistas, gimes Sakiuose, mokantis skaityti ir
rasyti vokiskai.

To laikotarpio skelbimuose Antpusaitis pridéjo pasta-
ba, kad turi didel¢ pianiny derinimo ir priezitros patirtj,
dél to gali pasialyti klientams patj geriausig instrumenta.
Profesinis uztikrintumas pasireiské ir tuo, kad Antpusaitis
netgi siulé negalintiems apsispresti pirkéjams atsivesti savo
cksperta. Taigi jis neabejojo, kad ir ekspertai sutiks su jo
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GEORGE NOBILETT
Pianistas it Muzikos M okytojas
Moko nuo 1921 mety '

Autorizuotas  duoti pianu skambinti
pamokas

New Yorko Universiteto

Pradés savo muzikoje veikimy ir moky-
ma nuo rugséjo 15 d. Pamokos duoda-
mos Studijose ir mokiniu namuose

JAM PAGELBSTI

Miss Ruth Anpu_sﬁt |

1763 Cropsey Ave., Brooklyn, N. Y,
Tel. Bensonhurst 6-6631

929 Broadway, Brooklyn, N. Y.
Tel. Pulaski 5-1538

4 4 |

981 Broadway, Brooklyn, N, Y.
Tel. Jefferson 3-6993.

11 pav. Fortepijono mokytojy George'o
Nobiletti’io ir Rutos Antpusaitytés
skelbimas. ,Vienyb¢®, 1932 m. rugséjo 22 d.

sazininga nuomone ir rekomendacijomis dél instrumento.
Nauja 1929 m. skelbimuose buvo tai, kad Antpusaitis
skelbési prekiaujantis ir radijo aparatais (,,Silver Radio®).
Vadinasi, greitai reaguota j rinkos poky¢ius ir sitlyta tai,
kas i$ties paklausu ir modernu.

Nuo 1929 m. rugséjo Antpusaitis savo parduotuvéje
atidaré¢ fortepijono studija. Jai vadovavo ne pats, o Niujor-
ko konservatorij baiges italy kilmés amerikieciy pianistas
George’as Nobiletti'is.?> Siam pianistui ir pedagogui Antpu-
saitis rod¢ i$skirtinj démes;j. Ir tai buvo ne atsitiktinumas -
Nobiletti’is buvo vyriausios dukters Ritos (Ruth) fortepi-
jono mokytojas. O po keleriy mety skelbiama, kad jau ir
pati Ritta padeda Nobiletti’iui mokyti skambinti pianinu.?®
Prie pedagogy (Nobiletti’io ir Antpusaitytés) nurodyti net
trys adresai, kur vyksta pamokos. Du i§ jy — Antpusaidio.
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12 pav. Kerhonksonas, apie 1950 m. Ona ir Augustas Antpusaiciai su vasarojandiy
niujorkie¢iy vaikais. Roberto Strimo archyvas.

Bandymas viska pradéti i$ naujo

1929 m. lapkritj ,Vienybéje® pasirodé paskutinis Ant-
pusaicio skelbimas. Matyt, aStréjant pasaulinei ekonomikos
krizei, Antpusaitis nutaré stabdyti savo versla ir i§ esmés
keisti gyvenimo buda. PradZioje jie jsigijo dalj Kataudiznos
dvaro su plytine, bet 1940 m. sovietinés okupacijos metu
ja prarade, likusius pinigus investavo j sklypa Amerikoje.

Antrojo pasaulinio karo pradZioje Antpusaidiai jsigijo 90
akry (apie 3,5 hektaro) sklypa atokiame, bet jspudingos
gamtos apsuptame Kerhonksono miestelyje, esan¢iame 100
myliy (apie 150 km) atstumu j $iaure nuo Niujorko. Cia
Antpusaiciai émé verstis akiskai — uzveisé soda, augino gy-
vulius (turéjo po kelias karves, kiaules, avis), laike pulka Zasy
ir viSty. Uzauginta ir pagaminta produkcija — kiausinius, pie-
ng, namines uogienes — parduodavo. Taip pat parduodavo

TEL. KERHONKSON 45091

‘Ghe Antpusat Farm

PARADISE VIEW HOUSE

ALL IMPROVEMENTS
KERHONKSON, N. Y.
ULSTER COUNTY

TAKE CORTLANDT OR W. 42nND ST, FERRY
TO N. Y. ONTARIO & W. R. R.

P, O. Box 232
DIRECTIONS:

13 pav. Bendras Augusto Antpusaicio ,farmos” Kerhonksone vaizdas ir nauja vizitiné kortelé. Bobo Strimo archyvas.
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] |

14 pav. Augustinas ir Ona Antpusaiciai su dukromis (i§ kairés): Elena
(Ella), Estera (Esther) ir Rata (Ruth). Bruklinas, 1933 m. liepa. Cliffo

Bonackerio archyvas.

ju Zeméje esantj tam tikros rasies molj, tinkama greitkeliams
tiesti. Kick veliau savo sklype pasistaté kelis vasarnamius ir
juos nuomojo daugiausia Niujorko gyventojams, norin-
tiems vasarg pabégti nuo miesto triuk$mo ir pailséti gamtos
apsupty. Dél atsiverianéiy vaizdy Antpusaidio vasarnamiai
net vadinosi Rojaus vaizdy poilsine (Paradise View House;
Paradise View Farm).”

Buvusios parduotuvés adresu nuo 1930 m. sausio nuolat
skelbési tik pianino pamokas duodantis Nobiletti’is. Matyt,
Antpusaidiai jam pardavé turétas patalpas ir daugiau ten
negrijzo. Visa savo turta ir likusias prekes (pianinus, pia-
nolas, gramofonus, ploksteles, ritinélius pianolai, natas) jie
susivezé j Kerhonksona ir sukrové akiniame pastate. Antikas
Robertas Strimas prisimena, kad apie 1945-1950 m. ten
dar buvo pilna patalpa daikey.?®

Uzbaiges versla, 1930 m. pavasarj Antpusaitis su visa
Seima grjzo atostogy j gimting ir savo naujgjj »dvara“ Ka-
taudiznoje. Lietuvoje Antpusaidiai uzsibuvo beveik metus.
Augustinas su dukra Rata grjzo 1930 m. rugséjj, Zzmona su
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dukromis Ella ir Estera — tik 1931 m. kova (iSplauké per
Brémena kovo 6 d.).

1933 m. rugpjutj-rugséjj Augustas vél lankosi Europoje,
$i karta su dukra Ella. Ar buvo uzsukgs j Lietuvy ir j naujas
valdas Katau¢iznoje, néra zinoma. Bet jis vél keliavo per
Serbiiro uosty Pranciizijoje. Gali bati, kad §j karta kelioné
turéjo ir kit tiksla — supazindinti dukra su Europa ir istirti
galimybes ¢ia studijuoti.

1936 m. vasarg Antpusaitis vél Lietuvoje. Rapéjo ten
jsigytas nekilnojamasis turtas ir kaip jis priziarimas. Nors
Antpusaiciai patikéjo savo Zemés ir plytines veikla Zzmonos
broliui Jurgiui Pimai¢iui, ir pats Antpusaitis noréjo viska
Zinoti ir kontroliuoti.”’

1937 m. rugséjo 12 d. jvyko Antpusai¢iy dukeers Ellos
vestuves. Ji iStekéjo uz litografijos meistro Alfredo Steitzo.
Nors buvo ne vyriausia dukra Seimoje, Ella iStekéjo pirmoji.
Gal dél to apic jos suzadétuves ra$é net vietiné spauda.

Vyriausia dukra Rita (Ruth) 1941 m. iStekéjo uz Prano
(Frank) Strimo, tekstilés prekybininko. Strimas prieskariu
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ANTPUSAT—STEITZ

Mr and Mrs. August Antpusat of |
081 Broadway. announce the en-
| gagement of their daughter, Mu;sl
'Ella Antpusat, to Alfred Steitz, son
lof Mr. and Mrs, Richard Steitz ol'
Manhattan.

Miss Antpusat recently returned
from an extensive tour of Europe, a

'gift from her parents upon her
lgraduation from Bushwick High
| School. |

|  Mr. Steitz, a lithographic artist, is |
(a graduate of Alexander Hamilton
'High School, Mechanics Institute |
“and Lithographic Technical F'oun-’
dation, The engagement was cele-
brated at Miss Antpusat’s home,

studijavo tekstile ParyZziaus universitete, po studijy grjzo j
Kaung ir dirbo ,,Drobés® fabrike. Sj fabrika kartu su keliais
Amerikos lietuviais verslininkais 1920 m. jkare jo tevas,
taip pat Pranas Strimas. Pirmosios sovietinés okupacijos
metais (1940 m.) Strimai spéjo pabégti ir i$vengé tremties
i Sibira. Bandeé atvykti j JAV, bet dél sveikatos problemy j
Valstijas leido jvaZiuoti tik Strimo stnui Pranui. Ameri-
koje Pranas Strimas kurj laikg dirbo kartu su Antpusaiciu

Antpusat-Steitz

Miss Ella E. Antpusat, daughter
of Mrs. A. Antpusat of 981 Broad-
way, will be married this morning
to Alfred Steintz in St. Mark's
Church. A reception will follow at
Trommer's,

Mrs. Frank Strimers will be ma-
tron of honor for her sister, Mr,
and Mrs. Strimers recently arrived
from Leeds, England, for the wed-
ding.

15 pav. Prane$imas apie Ellos Antpusaitytés ir
Alfredo Steitzo suzadétuves ir vestuves. ,,The
Brooklyn Daily Eagle®, 1937 m. birzelio 6 d.;
1937 m. rugs¢jo 12 d.

(stiklino zmonéms langus), véliau, pasinaudodamas savo
ry$iais su Europa, uzsiémé didmenine tekstilés prekyba.
Vestuviy proga Antpusaitis pagamino ir padovanojo duk-
rai fortepijong. Siuo fortepijonu Rita mégo skambinti
visa gyvenimga. Jos skambinamus Scotto Joplino regtaimus
prisiminé antké Anna Strimas, kurios namuose dabar ir
saugomas $is instrumentas. Rata ketino studijuoti muzika,
bet gal nepavyko jstoti, nes véliau ji dirbo stenografiste ir

16 pav. Augusto dukros Ella ir Riita (Ruth) prie parduotuvés Broadway gatvéje.
Bobo Strimo archyvas.
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17 pav. Ellos Antpusaitytés vestuvés. Pirmoje eiléje i§ kairés antra stovi Esther Antpusaityté, greta jos —

jaunavedziai Ella Antpusaityté ir Alfredas Karlas Steitzas, greta Alfredo — jo brolis Richardas. Antroje
ciléje tredia i§ kairés stovi Rita Antpusaityté, greta jos — Augustas Antpusaitis ir Ona Antpusaitiené.
Bruklinas, 1937 m. rugséjo 12 d. Bobo Strimo archyvas.

GOING ABROAD
The Misses Ruth and Ella Ant-
pusat of 981 Broadway, daughters
of August Antpusat, will sail for

Europe on board the Ile de France
on Saturday. They plan to remain
in Paris for several weeks and then
tour the neighboring countries. The
remainder of the Summer will be
spent in touring Germany,

Miss Ruth Antpusat contemplates
entering a coriservatory of musuc in
the Fall. Her sister will enter an
art school. Their last European trip
was made in 1933, when they were!
away for six months,

18 pav. Zinuté laikrastyje, kur raSoma apie biisima Antpusaiéiy
keliong j Europa ir planuojamas Ruth bei Ellos studijas.
»Brooklyn Daily Eagle®, 1935 m. birzelio 23 d.
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Glen Kovo pradines mokyklos sckretore bei déste meng
suaugusiyjy centre.*® Rata ir Pranas Strimai susilaukeé dviejy
stiny — Jono (John Howard) ir Roberto. Jonas tapo gydy-
toju, Robertas — nekilnojamojo turto agentu. Rita para$é
romang ,,Susalusios aSaros“ (Frozen tears), kuriame menine
forma perteiké savo giminés likima — soviety okupacija,
tremtj | Sibira, emigracija | JAV. Knyga 2004 m., jau po
Riitos mirties, savo léSomis isleido siinus Jonas.

Jaunesnioji dukra Estera taip pat sukaré $eima ir gyveno
Niujorke. Jauniausia dukra Milda (Mildred) mir¢ anksti,
dar pries sesery vestuves.

Augustas mire 1972 m. vasarj sulaukes 86 m. Palaidotas
All Faiths kapinése (Kvinsas) kartu su zmona Ona (miré
1970 m.) ir dukra Ella. Kitos dukros taip pat palaidotos
kapinése netoliese: Rita — Maunt Plezanto (Mount Plea-
sant) kapinése (Center Moriches, Niujorko valstija), dukra
Esther Miller — Kalvertono valstybinése kapinése (Suffolk
County, NY).
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19 pav. Augusto Antpusaicio fortepijonas, pagamintas ir padovanotas dukrai Ratai
vestuviy proga 1940 m. Ant sienos kabo Augusto portretas. Annos Strimas nuosavybé,
Naujasis Orleanas.
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Roberto Strimas archyvas.

Kaip prisimena aniikas Robertas Strimas, Augustas Ant-
pusaitis buvo komunikabilus ir visuomet besiSypsantis. Nuo
vaikystés mokejo kelias kalbas, ir tai jam padéjo tick verslo
reikaluose, tick gyvenime. Be gimtosios lietuviy kalbos,
Augustas laisvai kalbéjo vokiskai, rusiSkai, véliau pramoko
ir angly kalba. Antpusaitis visa gyvenima mégo skambinti
pianinu ir pianola. Deja, senatvéje del pasireiSkusio artrito
ir ranky drebéjimo daug skambinti nebegaléjo. Augustas
taip pat buvo aistringas $askiy Zaidéjas. Dar gyvendamas
Brukline Antpusaitis visus nesunkiai aplosdavo ir kaip lygus
galéjo pasivarZyti su profesionaliais Zaidéjais, kurie Konio
salos krantingje savaitgaliais zaisdavo i$ pinigy.*!

Isvados. Antpusaicio veiklos rezultatai

Reik$mingiausia Lietuvos muzikos istorijai yra Augusto
Antpusaitio veikla leidziant lietuviskus ritinélius piano-
lai. I§ viso Antpusaitis iSleido 25 ritinélius. Jie buvo leisti
1920-1926 m. laikotarpiu, kai Antpusaitis jsiktré ir prekia-
vo naujose patalpose 981 Broadway. Pats ritinéliy gamyba
ir perforacija neuzsiémeé. Visus jo ritinélius gamino firma
»Connorized and Co?, jsikiirusi adresu 817-21 East 144th
St. Niujorke. Tailiudija Antpusaicio ritinéliy dezutes — visos
jos yra su firminiais ,Connorized uzrasais ir ornamentais.
Sig kompanija Antpusaitis pasirinko neatsitiktinai. Ji garséjo
ritinéliy kokybe (i$rado drégmei atspary popieriy, kuris
nestrigdavo) ir repertuaru etninéms JAV bendruomenéms —
leido italiskus, lenkiSkus, vengriskus, zydiskus, ¢ekiskus
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20 pav. Augustas ir Ona Antpusaiciai auksiniy vestuviy diena. Bruklinas, 1960 m. spalio 19 d.

(Bohemijos), slaviskus ritinélius ir jy katalogus (Rochl
1980: 163). Firma ,,Connorized“ 1900 m. jkuré Jamesas
O’Connorc’as, perpirkes kitg kompanija ,American Au-
tomusic Company®. Bet 1926 m. pacia ,Connorized® taip
pat perpirko monopolija tampanti QRS firma. Antpusaidio
leidybineés veiklos pabaiga kaip tik sutampa su ,,Connorized*
firmos uzdarymu — po 1926 m. daugiau ritin¢liy Antpu-
saitis neisleido. Tadiau kai kurie jo ritinéliai (su nurodyta
autoryste) buvo perleisti toje padioje ,Connorized®, véliau
»US Word Roll“ ir QRS firmose.

Kita veikla — fortepijony derinimas ir taisymas — buvo
Antpusaicio kasdiené duona. Greta to, jis émési ir instru-
menty gamybos. Yra zinoma, kad gamino vargonus, fortepi-
jonus ir tuo metu populiarius ksilofonus. Visi Antpusaicio
instrumentai (tick pagaminti, tick sutaisyti) buvo pazyméti
firminiu meistro lipduku, jiems budavo suteikiama atitin-
kama garantija. Gali buti, kad jo pagaminti vargonai taip
pat stovéjo Bruklino Sv. Jono lietuviy evangeliky liuterony
baznycioje, kurioje jis vargonavo kelis desimtmecius.

Vargonavimas — tre¢ioji reik§minga Antpusaicio vei-
klos sritis — maziausiai Zinoma. Antpusaitis vargonininku
Sv. Jono baznytioje dirbo visa laika, kol gyveno Niujorke
(1906-1940). Tai jam buvo dvasinés atgaivos ir vidinés ra-
mybés Saltinis. Deja, nieko néra Zinoma apie jo vargonavimo
manierg, repertuarg, vadovaujamg chora. Apskritai ne tik
apie vargonininko Antpusaicio, bet ir apie $ios baznycios
muzikinj-kultarinj gyvenima $iandien jau viskas pamirsta.

Dar kartg apibendrinant Augusto Antpusaidio gy-
venima, galima teigti, kad tai buvo i$skirtiné asmenybe,
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21 pav. Augusto ir Onos Antpusaiciy ir jy dukry Rutos ir Esteros kapai skirtingose Long
Ailando, Niujorko valstija, kapinése.

atkakliai ir nuosekliai sickianti plétoti lietuviskos muzi-
kos versla Amerikoje. Jo déka Brukline visa deSimtmetj
veiké muzikos reikmeny parduotuve, kur ¢ia gyvenantys
lictuviai tur¢jo galimybe jsigyti lictuvisky muzikos jrasy,
prekybininko rankomis pagaminty muzikos instrumenty ir
gauti profesionalias jy prieziiros paslaugas. Si veikla, nors
i pirmo Zzvilgsnio nickuo neisiskirianti, gerokai prisidéjo
prie Bruklino lietuviy bendruomenés kultarinio gyvenimo
puoseléjimo ir jvairovés.

Nuorodos

Ankséiau paskelbtuose straipsnio autoriaus darbuose Antpu-
saitis tik paminétas — apie jo gyvenima ir veikla duomeny dar
neturéta.

1888 m. duomenys. Saltinis: Crucku nacesennvixs mmcms
Cysaaxckodi 2ybepuin: Kax mamepiass 045 ucmopuxo-am-
Hozpaduueckoii zeozpagiu xpas. Cobpans . A. Boasteps,
Canxrnierep6yprs, 1901. Saltinis ir duomenys pateikti inter-
neto svetaingje ltvikipedija.org.

Liuterony kun. Dariaus Petkiino el. laiSkas straipsnio autoriui.

Klaipéda, 2022 m. kovo 20 d.
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Bobo Strimo el. laiskas straipsnio autoriui. Pawleys Island,
SC, 2022 m. kovo 21 d.

Savo i$silavinima Antpusaitis nurodé JAV gyventojy 1940 m.
sura$ymo lapuose. Priciga per interneta: www.myheritage.com.
Sakiy evangeliky liuterony bazny¢ios 18431917 m. gimusiy
abécéliné rodykle, LVIA, f. 1218, ap. 1,b. 313,1. 7.

Bobo Strimo el. laiSkas straipsnio autoriui. Pawleys Island,
SC, 2022 m. sausio 14 d.

1920 m. JAV gyventojy suraSymo duomenys. Prieiga per
interneta: www.myheritage.com.

Michelés Sander el. laiSkas straipsnio autoriui, kuriame ji per-
pasakojo Cliffordo Bonackerio prisiminimus. JAV, 2022 m.
kovo 24 d.

Arolsonen archives, prieiga per interneta: hteps://collections.
arolsen-archives.org/de/document/78881833.

Population of Counties by Decennial Census: 1900 to 1990,
United States Census Bureau.

Lietuviy enciklopedija 1954: 275.

Ten pat.

Onos Pimaités gimimo metrikai nerasti. Dél Augusto ir Onos
amziaus skirtinguose dokumentuose yra daug painiavos. Pagal
1920 m. JAV gyventojy suraSymo duomenis Ona yra dvejais
metais jaunesné uz Augusta (t. y. gimusi 1888 m.). 1930 m.
suraSymo lapuose pazyméta, kad Augustas ir Ona vienmecdiai
(turintys po 42 metus, t. y. gime 1888 m.), susituoke, kai jiems
buvo po 22 m. (1908 m.). Pagal 1940 m. sura¥yma Augustas
yra trejais metais vyresnis uz Zzmona (jam — 52 m., jai — 49 m.,
t.y. gimusi 1891 m.). Tac¢iau judviejy antkapyje uzrasyta, kad
Augustas metais jaunesnis uz Ona - gimes 1886 m. (Ona -
1885 m.). Dvicjy kary auktinio registracijos kortelése taip pat
nurodyti skirtingi Augusto gimimo metai: 1919 m. pildytoje
kortel¢je Augustas jraso, kad gimé 1885 m., 0 1942 m. korte-
l¢je — 1886 m. (gimimo ménuo ir diena tos padios — vasario
23d.).

Konkordijos istorijos instituto (Concordia Historical Insti-
tute) darbuotojo Christiano Einertsono el. laiSkas straipsnio
autoriui, Sent Luisas, Mistrio valstija, 2022 m. balandzio 4 d.
Jame ra§oma, kad, patikrinus iSlikusias Sv.Jono bazny¢ios met-
riky knygas, patekusias j §j instituta po to, kai buvo uzdaryta
bazny¢ia (apie 1975 m.), Antpusaicio pavardés ir jo jungtuviy
jraSo nerasta.

United States World War I Draft Registrations, 1917-1918.
Augusto Antpusaicio 1918 m. karo prievolininko registracijos
kortel¢. Jdomu, kad 1930 m. j JAV plaukianciy laivo keleiviy
sarade jradyti kitokie Augusto duomenys: mélyny akiy ir
$viesiy (angl. blondy) plauky.

1924 m. laivo keleiviy j JAV sarasai. Cia nurodyta, kad Ona
Antpusaitiené vyksta i§ Sauki¢iy, aplankiusi moting Ona.
Priciga per interneta: www.ancestry.com [ziaréta 2021 10 20].
Berni Braciaus Kairés el. lai$kas straipsnio autoriui. Daytona
Beach, FL, 2022 m. kovo 12 d.

Bobo Strimo el. lai$kas straipsnio autoriui. Pawleys Island,
SC, 2022 m. sausio 14 d.

Apie tai, kad Antpusaiciai buvo jsigij¢ Kataudiznos dvaro ze-
més ir plyting, dokumenty nerasta. Ta¢iau tai paliudijo anikas
Bobas Strimas 2022 m. sausio 23 d. tiesioginio pokalbio metu.
Antpusaitio parduotuvés reklaminis skelbimas, Vienybe,
1924 m. spalio 21 d.; Bruklyno gyventojy sarasas, D. C. direc-
tories, 1933, priciga per interneta: www.ancestry.com [Zitréta
2022 02 12].

Antpusai¢io parduotuvés reklaminis skelbimas, Vienybé,
1925 m. lapkricio 14 d.
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» Ksavero Strumskio sutartys su firma QRS dél Naujalio, Va-

nagaicio, Simkaus kariniy leidybos. Bobo Bekmano archyvas,
Bafalas, Niujorko valstija.

Antpusaitio parduotuvés reklaminis skelbimas, Vienybe,
1929 m. rugpjucio 31d.

George'o Nobiletti’io reklaminis skelbimas, Vienybé, 1929 m.
rugséjo 26 d.

George’o Nobiletti’io ir Ratos Antpusaitytés reklaminis
skelbimas, Vienybé, 1932 m. rugséjo 22 d.

Bobo Strimo el. lai$kas straipsnio autoriui. Pawleys Island,
SC, 2022 m. sausio 14 d.

Ten pat.

Laivo keleiviy sarasas, kur Antpusaitis nurodé¢, jog lankési pas
Jurgj Pimaitj Kataudiznoje. Brémenas—Niujorkas, 1936 m.
rugséjo 14-20 d. Priciga per interneta: www.ancestry.com
[zidréta 2022 03 05].

Annos Strimas el. laiskai straipsnio autoriui. New Orleans,
LA, 2022 m. kovo 28 d. ir 2022 m. balandZio 25 d.

Bobo Strimo el. laiskas straipsnio autoriui. Pawleys Island,
SC, 2022 m. sausio 14 d.
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Summary

The article aims to recover the life of Augustas Antpu-
saitis (1886—1972) and to evaluate his creative legacy for the
first time. Antpusaitis was a music publisher, businessman,
church organist, and manufacturer of musical instruments
who lived and worked in Brooklyn, N, from 1906. He ran
amusic shop on Grand Street, later on Broadway, in Brook-
lyn, from 1919 to 1929 and became the first Lithuanian to
publish piano rolls. Antpusaitis published 25 piano rolls



Muzikos leidéjo ir prekybininko Augusto Antpusaicio gyvenimo rekonstrukcija ir veiklos reiksmé JAV lietuviy bendruomenei

between 1920 and 1926. Lithuanian folk dances and songs
aswell as the music of Lithuanian composers Antanas Vana-
gaitis, Vincas Kudirka, Juozas Naujalis were recorded. Their
music reflected the most important events of Lithuania: the
establishment of diplomatic relations between Lithuania
and the US (1922); the establishment of a national currency,
the litas (1922); and the dramatic occupation of Vilnius, the
Lithuanian capital, by Poland (1920). Though Antpusaitis
ran his own label of piano rolls, it was manufactured by the
Connorized company, which provided such a service for
many local publishers. Later, Antpusaitis sold his ownership
rights to this company, so the same Lithuanian tunes were
published by Connorized and from 1926 by QRS, which
bought other companies at that time.

Antpusaitis’s music shop in Brooklyn was an important
place for the Lithuanian community, where Lithuanians
could find musical instruments as well as discover the latest
cultural events and speak in their native language. After a
visit of European producers of pianos and player pianos,
Antpusaitis became a strong dealer for European compa-
nies in Brooklyn and could suggest a cheaper price for his
customers. It helped Antpusaitis to stay in a market longer
than others. But the Great Depression pushed Antpusaitis
to change his life, and he decided to invest into Lithuania.
He bought a part of Katau¢izna Manor (Kudirkos Naum-
iestis) around 1926. Unfortunately, it was lost during the
Soviet occupation in 1940. Then Antpusaitis bought a farm
in Kerhonkson, NY, and spent the rest of his life renting
summer houses for New Yorkers there.

Antpusaitis served as an organist at St. John Lithu-
anian Evangelic Lutheran Church in Brooklyn for several
decades (until 1940). Tuning and the ongoing repair of an
organ were included in the duties of an organist. It became
a strong motivation for Antpusaitis to start crafting port-
able organs himself — we know he built a few organs and
pianos. One piano he made in 1940 for his daughter Ruth
as a wedding present.

Antpusaitis was married to Anna Pimat (Ona
Pimaityt¢). They had four daughters: Ruth Strimas, Ella,
Esther, and Mildred. Though all of daughters were taught
to play piano, none of them became musicians. Only Ruth,
who studied piano with a graduate of New York University
pianist George Nobiletti, gave her own piano lectures for
a short time.

Antpusaitis’s life represents the typical situation of the
generation of Lithuanians who moved to the USA before
WWTI, including musicians and music businessmen. Efforts
to preserve the native language and culture, to run their own
business, and to feel free were possible only in the USA.
In time, when Antpusaitis moved to the USA, Lithuania
as a country did not exist and there were total restrictions
for Lithuanians living under the Russian Empire. Though
the movement for Lithuanian independence started in the
last decade of nineteenth century, it was more progressive
and active in the US. Antpusaitis was a small part of all
these events, but his activity in music industry played an
important role in Lithuanian music history.
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Apie autorius

Vyr. redaktoré

Prof. dr. Ratos Stanevidiutés pagrindiné moksliniy
interesy sritis — modernizmo ir nacionalizmo ideologijy
sklaida XX-XXT a. lietuviy ir uzsienio muzikoje, muzikos ir
politikos procesy saveika, muzikos semantikos ir recepcijos
tyrimai. Keleta deSimtmeciy ji nuosckliai nagrinéja sovietmedio
Lietuvos muzikinés kultiros procesus, lietuviy egzodo kultiira,
XX-XXI a. modernios muzikos institucionalizavima, anali-
zuoja Siuolaikinés muzikos filosofija, muzikos istoriografijos
teorija. Stazavosi Var$uvos, KembridZo, Londono Karaliskojo
koledzo, Berlyno universitetuose ir kt. Monografijos ,Mo-
dernumo lygtys. Tarptautiné $iuolaikines muzikos draugija ir
muzikinio modernizmo sklaida Lietuvoje* autoré (2015), su
bendraautoriais parasé tris kolektyvines monografijas (2015,
2018,2020), sudaré ir parengé (su bendraautoriais) 12 mokslo
straipsniy ir $altiniy rinktiniy, paskelbé daugiau nei 50 mokslo
straipsniy. Nuosekliai gilindamasi ] XX-XXI a. Lietuvos
ir uzsienio muzikos moderné¢jimo procesus bei jy saveika
su sociopolitine ir sociokultirine aplinka, muzikologe savo
mokslo darbuose taiko tarpdalykinius tyrimo metodus, platy
Siuolaikinés istorikos priei¢iy spektra. Mokslininké akeyviai
dalyvauja muzikos mokslo tyrimy tarptautinése tinklinése
organizacijose: ji yra Tarptautinés muzikology draugijos (IMS)
studijy grupés ,Muzika ir kultaros studijos” nare, Tarptauti-
nio muzikos signifikacijos projekto nare ir ke. 2005-2010 m.
buvo Lietuvos kompozitoriy sajungos Muzikology sekcijos
pirmininké¢, 2003-2008 m. Tarptautinés $iuolaikinés muzikos
draugijos Lietuvos sckcijos pirmininké. 2020 m. pelné Lietuvos

nacionaling kultaros ir meno premija.

Vyr. redaktorés pavaduotoja

Prof. dr. Rima Povilioniené (g. 1975) — humanitariniy
moksly (menotyra / muzikologija) daktaré, Lietuvos muzi-
kos ir teatro akademijos Muzikologijos katedros profesore,
Lictuvos nacionalinés filharmonijos redaktoré, parengé ir
iSleido daugiau kaip 15 straipsniy rinktiniy, i§leido moksline
monografija ,Musica mathematica. Traditions and Innovations
in Contemporary Music® (Peter Lang, 2016, 288 p.), yra
mokslo rinktinés ,,Of Essence and Context. Between Music
and Philosophy* redaktoré (kartu su Nicku Zangwillu ir
Riita Stanevitiiite, Springer, 2019). Povilioniené buvo Kauno
technologijos universiteto Tarptautinio semiotikos instituto
bei LMTA Mokslo centro mokslo darbuotoja. Pelniusi stipen-
dijas, stazavosi Leipcigo universiteto Muzikologijos institute
(2004), IRCAM Paryziuje (2012, 2019). Paskelbé daugiau
kaip 30 mokslo straipsniy ir 150 muzikos kritikos teksty.
Kaip kviestiné déstytoja skaite paskaitas Leipcigo universitete,
Thbilisio konservatorijoje, Belgrado meny universitete, Latvijos

Jazepo Vytuolio muzikos akademijoje, Vilniaus universitete,
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Kauno technologijos universitete ir k. Jos monografija ,Mu-
sica Mathematica“ (lietuviy k. isleista 2013 m.) pelné prof.
V. Landsbergio fondo premija geriausiy muzikology darby
konkurse. Yra dviejy mokslo rinktiniy (2017, 2019), kurias
isleido leidykla ,,Springer®, redaktore ir sudarytoja. 2022 m.
pabaigoje leidykloje ,,Springer” pasirodé kolektyviné mono-
grafija (kartu su Girénu Povilioniu ir Diego Cannizzaro) ,,Vox
Humana Craftsmanship. Origins, Intersections and Influence

on Lithuanian Pipe Organ Building".

Autoriai

Grazina Daunoravidiené — muzikologijos moksly daktare
(1990), 2008 m. atlikusi habilitacijos procediira, Lietuvos
muzikos ir teatro akademijos Muzikologijos katedros profe-
soré (désto nuo 1978 m.). Mokslininke i$leido 9 knygas: du
»>Muzikos kalbos* studijy vadovus (2003 ir 2006), keturias
kolektyvines monografijas (2002, 2007, 2013, 2019) ir tris
individualias mokslines monografijas (2016, 2020 ir 2022).
2000 m. ji jsteigé ,Scopus” duomeny bazéje referuojama
mokslo zurnalg ,Lietuvos muzikologija®, iki 2019 m. buvo
jo sudarytoja, i$leido 20 tomy. Mokslininké organizavo 4
tarptautines konferencijas (2011, 2014, 2015 ir 2021), vykdé
Lietuvos mokslo tarybos, Lietuvos kultaros tarybos, Serbijos
moksly akademijos, Schénbergo mokslo centro, Leipcigo
universiteto ir Liublianos universiteto administruojamus
mokslo sklaidos ir tiriamuosius projektus. Skaité pranesimus
ir publikavo darbus Lietuvoje, Latvijoje, Estijoje, Suomijoje,
Vokietijoje, Italijoje, Lenkijoje, Ukrainoje, Gruzijoje, Serbijoje,
Austrijoje, Rusijoje, Belgijoje, Slovenijoje, Jungtinéje Karalysté-
je, Sveicarijoje, Cekijoje, Bulgarijoje, Graikijoje, Kinijoje, JAV
irkitur. Mokslininké apdovanota Vytauto Landsbergio ir Onos
Narbutienés premijomis, Lietuvos Respublikos Vyriausybés
kult@ros ir meno premija, Lietuvos Respublikos prezidento
skiriamo ordino ,,Uz nuopelnus Lictuvai® Riterio kyZiumi.
Moksliniy interesy sritys: muzikos genotipai, lietuviy kom-
pozitoriy mokykla, modernistiné muzika, profesiniy sarysiy

tinklai, $iuolaikybés meno teorinés sistemos.

Oksana Yevstafiivna Hnaty$yn (Hnatyshyn, g. 1959) -
pianisté, pedagoge, muzikologé ir bibliografe. 1979 m.
baigé fortepijono skyriy Drohoby¢o muzikos mokykloje,
1985 m. - Lvivo nacionalinés M. Lysenkos muzikos akademijos
Fortepijono fakulteta (1985). 1985-2001 m. buvo Choro ir
simfoninio dirigavimo katedros koncertmeisteré. 2001 m.
apgyné disertacija ,, Saltiniy studijy aspekras Anatolijaus Kos-
Anatolskio kirybinés laboratorijos studijose (kompozitoriaus
archyvo medziagos)“. Nuo 2001 m. buvo Lvivo valstybinés

konservatorijos Muzikinés ukrainistikos katedros docenté,
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nuo 2004 m. — Bendrojo ir specializuoto fortepijono katedros
docente. 2019 m. Odesos A. Nezdanovos muzikos akademijoje
apgyné menotyros daktaro disertacija ,Ukrainos muzikiniy-
teoriniy sampraty istorinai matai“ to paties pavadinimo mo-
nografijos pagrindu (Lvivas, 2018; antrasis leidimas: Lvivas,
2019, 600 p.). Pagrindiniai moksliniai interesai: Ukrainos
muzikos istorija (archyvinés ir bibliografinés studijos) ir jos
veikéjy gyvenimas ir kiryba bei holistiniai Ukrainos muzi-
kologijos tyrimai.

Hhnaty3yn yra penkiy monografijy, daugiau nei 50 moks-
liniy straipsniy Ukrainos ir uZsienio (Gruzijos, Lenkijos,
Baltarusijos, Slovakijos) leidiniuose autoré, moksliniy darby ir
muzikos leidiniy rinkiniy, jskaitant bibliografines senyjy mu-
zikos leidiniy rodykles, redaktoré (sudarytoja). T. Sevéenkos
mokslinés draugijos naré¢, Muzikologijos komiteto sekretore,
»Sevéenkos mokslinés draugijos uzrasy* (Muzikos ir mokslo
darby komitetas) redakcinés kolegijos naré. Nuo 2001 m.
T. Sevéenkos mokslinés draugijos enciklopedijy (Lvivas)
autoriy grupés naré ir ,Siuolaikinés Ukrainos enciklopedijos®

(Kyjivas) straipsniy autoré.

Baiba Jaunslaviete (g. 1964) jgijo mokslo daktaro laips-
nj apgynusi disertacija apie $iuvolaikinés muzikos karyba.
Ji yra Latvijos Jazepo Vytuolo muzikos akademijos mokslo
darbuotoja (nuo 1992), lektoré (nuo 1994) ir docenté (nuo
2014). Moksliniai interesai: latviy muzika ir jos stilistiniai bei
istoriniai kontekstai. Skaité pranesimus keliose tarptautinése
muzikology konferencijose, ileido knygy ir moksliniy straips-
niy apie jvairius XX-XXI a. muzikos stilistinius aspektus.
Redagavo kolektyvine monografija ,Maija Einfelde: gyvenimas
ir muzika“ (,Muzikas akadémijas raksti XIII%, 2016).

Marcos Kriegeris désto vargonus, klavesing ir muzikos
istorija Saskvehanos universitete Pensilvanijoje, yra Siaurés
Amerikos klaviiniy instrumenty istorijos draugijos direktoriy
valdybos narys. Moksliniai interesai: Iberijos ir Italijos
ankstyvojo baroko traktatai ir klavi$iniy instrumenty
repertuaras. Yra paskelbes straipsniy ir kity publikacijy apie
klavi$iniy instrumenty romantizmo epochos repertuaro
hermeneutika. Kaip atlikéjas, yra grojes vargony ir klavesino
reditalius Argentinoje, Austrijoje, Brazilijoje, Kanadoje,
Vokietijoje, Italijoje, Ispanijoje ir JAV.

Darius Kudinskas — menotyros moksly daktaras, Kauno
technologijos universiteto profesorius, akredituotas Europos
aukstojo mokslo (muzikos) ckspertas (MusiQuE, Belgija). Bai-
g¢ fortepijono studijas Lietuvos muzikos ir teatro akademijoje,
ten pat 2002 m. apgyné disertacijg ,Ciurlionio fortepijoninés
muzikos tekstas (genezés aspekeas)“. Pirmajai publikacijai
parengé keliasdesimt dar neskelbty M. K. Ciurlionio muzikos
kiiriniy ir jy urteksty, sudaré ,,Chronologinj M. K. Ciurlionio
kiirybos kataloga“ (2007). Nuo 2010 m. intensyviai tyrinéja
lietuviskus muzikos jrasus pianolai, parengg¢ ir publikavo ,,Pilna

lietuviskos muzikos pianolai kataloga“ (2014), kolektyving
monografija ,Ethnic Piano Rolls in the Unites States* (2021),
straipsnius Lietuvoje ir uZsienyje (,Fontes Artis Musicae®).
Lygiagre¢iai tyrinéja lietuviy diasporos muzikine kultarg ir
jos archyvus. Redaguoja ir publikuoja juose atrastus lietuviy

autoriy karinius, rekonstruoja kompozitoriy biografijas.

Wolfgangas Marxas yra Dublino universitetinio koledzo
(DUC) Istorinés muzikologijos katedros docentas, DUC Hu-
manitariniy moksly instituto narys. Moksliniai interesai: mu-
zikos zanry teorija, mirties vaizdavimas muzikoje, Gyorgy’io
Ligeti’io muzika, posttiesa ir muzika. Jis yra ,,Bril“ akademinés
leidyklos naujos serijos ,,Mirtis istorijoje, kultaroje ir visuo-

menéje” (Death in History, Culture, and Society) redaktorius.

Lina Navickaité-Martinelli — Lietuvos muzikos ir teat-
ro akademijos profesoré¢, vyresnioji mokslo darbuotoja.
Humanitariniy moksly (muzikologija) daktaro laipsnj jgijo
Helsinkio universitete (Suomija). Skaito kviestines paskaitas
tarptautinése konferencijose, organizuoja mokslo renginius,
dalyvauja nacionaliniuose ir tarptautiniuose mokslo, kultiiros
plétros ir edukacijos projektuose. 2013 m. Lietuvos muzikos
ir teatro akademijoje jkare ir nuo tol kuruoja meniniy tyrimy
ir atlikimo studijy platforma HARPS.

L. Navickaités-Martinelli knygos ,,Pokalbiy siuita: 32 in-
terviu ir interliudijos apie muzikos atlikimo menga“ (Vilnius:
Versus aureus, 2010) ir ,,Piano Performance in a Semiotic Key:
Society, Musical Canon and Novel Discourses (Helsinkis:
Suomijos semiotikos draugija, 2014) LKS geriausiy lietuviy
muzikologijos darby konkursuose uz inovatyvius muzikos
atlikimo meno tyrimus buvo apdovanotos Onos Narbutienés
(2011) ir Vytauto Landsbergio (2015) premijomis. Moksliniy
tyrimy objektas — muzikos atlikimo menas, tiriamas daugiausia
i$ semiotinés ir sociologinés perspektyvy. Daugiau informacijos
tinklalapyje linamartinelli.wordpress.com.

Anna Nowak yra muzikos teorijos profesoré ir humani-
tariniy moksly daktare. Bydgosciaus Felikso Nowowiejskio
Muzikos akademijos Meno, akademiniy reikaly ir tarptautinio
bendradarbiavimo prorektoré (2005-2012); Pomeranijos ir
Kujavy regiono muzikinés kultiros centro vadové (1998
2006); Akademijos Leidybos skyriaus vyriausioji redaktoré
(1994-2012); Kompozicijos, muzikos teorijos ir garso inzine-
rijos fakulteto dekané (2012-2020). Lenkijos kompozitoriy
sajungos Muzikology sekcijos naré ir Bydgos¢iaus moksly
draugijos naré. Moksliniai interesai: XX ir XXI a. lenky
muzikos teorija ir istorija, ypa¢ Zanro studijos (profesionalioji
daina, instrumentinis koncertas, mazurka).

leido tris monografijas: ,,Pomeranijos simfoninis orkes-
tras. Jgyvendintaidéja® (Pomorska Orkiestra Symfoniczna. Idea
urzeczywistniona, 1994), ,Sivolaikinis lenky koncertas: zanro
transformacijos* (Wispdtezesny koncert polski. “Przemiany ga-
tunku”, 1998), ,Fortepijoniné mazurka XX a. lenky muzikoje®
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(Mazurek fortepianowy w muzyce polskiej XX wiekn,2013). Yra
keliy desiméiy straipsniy lenky ir uzsienio enciklopedijose ir
beveik $§imto straipsniy kolektyvinése publikacijose, isleistose

Lenkijoje ir uzsienyje, autore.

Rytis Urniezius (g. 1960) — humanitariniy moksly (mu-
zikologija) daktaras, Vilniaus universiteto Siauliq akademijos
Edukologijos instituto profesorius. 1978—1982 m. studijavo
Lietuvos konservatorijos Klaipédos fakultetuose, jgijo putia-
mujy orkestro dirigento specialybe. 1993 m. Lietuvos muzikos
akademijoje apgyné humanitariniy moksly (muzikologija)
dakraro disertacija. Siauliy universiteto recenzuojamo mokslo
zurnalo ,Kirybos erdves® (leistas 2004-2016) jkiréjas ir vy-
riausiasis redaktorius. 2012-2018 m. Vytauto DidZiojo univer-
siteto Muzikos akademijos docentas (nepagrindinés pareigos).
Skaité pranesimus tarptautinése konferencijose, publikavo apie
40 moksliniy straipsniy Lietuvos ir uZsienio spaudoje. Moks-
liniy interesy sritys: muzika puc¢iamujy orkestrui, instrumen-
tuoté, orkestruoté, muzikos istorija. Tarptautinés puéiamqjq

muzikos tyrimo ir sklaidos asociacijos (IGEB) narys.

Jurgita Valtikaité-Sidlauskiené (g. 1993) 2012 m. baigé
Siauliy Sauliaus Sondeckio meny gimnazij. 2016 m. Lietuvos
muzikos ir teatro akademijoje jgijo muzikos teorijos ir kritikos
bakalauro laipsnj, 2018 m. — magistro laipsnj. Nuo 2020 m.
studijuoja Lietuvos kultiros tyrimy instituto, Lietuvos muzi-
kos ir teatro akademijos ir Vilniaus dailés akademijos jungtinéje
menotyros doktorantairos programoje. Tyrimy interesy sritis —
muzikos komponavimo procesas.

Parengé monografija apie Lietuvos operos soliste Nijole
Ambrazaityte (Nijolé Ambrazaityté, Nepaprastas balsas,
Vilnius: Lietuvos Nepriklausomybés Akto signatary klubas,
2018, ISBN 978-609-95899-4-7), paskelbé muzikos kritikos
straipsniy, dalyvavo konferencijose, yra akeyvi Siaurés Lietuvos
kultaros projekey autoré ir vadove.

Adelina Jefimenko (Yefimenko) — habilituota huma-
nitariniy moksly daktaré, Lvivo nacionalinés M. Lysenkos
muzikos akademijos Muzikos istorijos katedros ir Miuncheno
Ukrainos laisvojo universiteto profesoré. Igorio Stravinskio
premijos laureate, Ukrainos nacionalinés kompozitoriy sa-
jungos, Galicijos muzikos draugijos ir Wagnerio draugijos,
Deutsche Schostakowitsch Gesellschaft naré. Bendradarbiauja
su pagrindiniais Europos operos teatrais. Moksliniai interesai
apima $iuolaikinés operos pastatymus ir $iuolaikinés operos

rezistiros tendencijy analizg.
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Ritta Zarskiené (Simonyt¢) yra etnomuzikologé, huma-
nitariniy moksly daktaré, smuikininké. Studijavo LMTA:
1987 m. LMTA baigé smuiko specialybe, 1992 m. - etno-
muzikologija. Cia 1999 m. apgyné muzikologijos daktaro
disertacija. Yra tarptautiniy etnomuzikology organizacijy
»European Seminar for Ethnomusicology (nuo 2002 m.) ir
sInternational Council for Traditional Music“ (nuo 2000 m.)
naré. Nuo 1991 m. dirba Lietuviy literatiiros ir tautosakos
institute (LLTT). 2002-2017 m. vadovavo Tautosakos archyvo
skyriui. Dabar yra $io skyriaus vyresnioji mokslo darbuotoja.
Pagrindinés tyrimy sritys — skuduciavimo tradicija Lictuvoje
ir kitose tautose, instrumentiné liaudies muzika ir jos kaita, ar-
chyviniai garso jraai ir jy i$saugojimas, akademiniai puciamieji
ir kiti muzikos instrumentai tradicinéje kultaroje, liaudiskasis
pamaldumas. Skaité praneimus Lietuvoje (Vilniuje, Kaune,
Siauliuose, Klaipédoje ir kt.) ir uzsienyje (Berlyne, Budapeste,
Paste (Vengrija), Faliune (Svedija), Gablize (Austrija), Veneci-
joje, Jokkmokke (Svedija), Stokholme, Vienoje, Liublianoje,
Aberdyne, Daugpilyje, Bamberge, Batumyje (Gruzija), Tartu,
Rygoje, Prahoje, Sarajeve ir ke. Parasé 55 mokslinius straipsnius
lietuviy, angly, rusy, lenky kalbomis ir per 50 kity publikaci-
ju. Paskelbeé studija ,Skududiai ir jy giminaic¢iai. Lyginamieji
tyrimai“ (1993), monografija ,,Skuduéiavimas Siaurés ryty
Europoje” (2003). Kartu su dr. Auste Nakiene ir kitais parengé
devynis archyviniy garso jrady leidinius (2003-2022), sudaré
kompakting plokstele ,Diidy muzika ir giesmes* (2013).
Su Vilniaus folkloro ansambliu ,,Dijita“, kuriam vadovauja
nuo 1998 m., isleido kompakting plokstele ir kasete ,,Unksti
rytélio® (2000) ir dvigubg albuma ,,Dai laktava lakstuote®
(2017).2014-2022 m. LLTT surengé 24 liaudikajam pamal-
dumui skirtus mokslinius seminarus. Nuo 2011 yra LLTT,
VU ir LMTA etnologijos doktorantiiros komiteto naré¢, nuo
2020 m. — LLTT atestacinés komisijos naré, 2018-2021 m. —
Etninés kultiros globos tarybos prie Lietuvos Respublikos

Seimo naré.

Judita Zukiené (g. 1973) — humanitariniy moksly (me-
notyra, muzikologija) daktaré. Lietuvos muzikos ir teatro
akademijos (LMTA) docenté ir rektoré¢ (nuo 2021). 2001 m.
LMTA baigé doktorantaros studijas. 1998-2003 m. dirbo
»Muzikos enciklopedijos® redaktore Mokslo ir enciklopedijy
leidybos institute. Nuo 2001 m. désto LMTA, buvo Muzikos
istorijos katedros vedé¢ja (2005-2011), mokslo prorekeoré
(2011-2021).

Moksliniy interesy sritys: Lietuvos muzikos istorija ir
meniniy tyrimy metodologija. Paskelbé straipsniy mokslo zur-
naluose, parengé knygy skyriu, sudaré mokslo $altiniy leidiniy,
dalyvavo mokslo konferencijose Lietuvoje ir uzsienyje, parasé

daugiau kaip 100 straipsniy enciklopedijoms.
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Britain, Belgium, Switzerland, Slovenia, Yugoslavia, Finland,
the United States, China, Austria, Greece, and Italy. She initi-
ated the publication of a series of monographs dedicated to
the most outstanding Lithuanian composers (Balakauskas,
Bajoras, Kutavi¢ius). Daunoravi¢ien¢ has edited four collec-
tions (2002, 2007, 2013, and 2019). In 2016 she published
the monograph The Exploration of Modernistic Identity in
Lithuanian Music and was awarded the Professor Vytautas
Landsbergis Foundation Prize. She isa Knight of the National
Order of Merit. She has been awarded a State Prize for Cul-
ture and Art established by the Government of the Republic
of Lithuania. She is the founder and compiler of the scientific
journal Lithuanian Musicology as well as the compiler and
author of the five-book study guide The Language of Music
(two volumes, published in 2003 and 2006). From 2008 to
2013 she was a member of the Research Council of Lithu-
ania and a representative of the Committee of Humanities

and Social Sciences.
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Oksana Yevstafiivna Hnatyshyn (b. 1959) is a pianist,
teacher, musicologist, and bibliographer. She graduated from
the Piano Department of the Drohobych Music School in
1979 and the Piano Faculty of M.V. Lysenko Lviv State Con-
servatory (1985). From 1985 t02001 she was concertmaster
of the Department of Choral and Symphonic Conducting.
In 2001 she defended her dissertation Source Studies Aspect
of the Study of the Creative Laboratory of Anatoly Kos-Anatole
(On the Materials of the Composer’s Archive). Since 2001,
she has been an associate professor of the Department of
Musical Ukrainian Studies and since 2004 an associate pro-
fessor of the Department of General and Specialized Piano
at LNMA. In 2019, at the A. Nezhdanova Odessa Music
Academy, she defended her dissertation for the degree of
Doctor of Art Studies Historical measuring of the Ukrainian
Music-Theoretical Conceptions on the basis of the eponymous
monograph of the same name (Lviv, 2018, 2nd form Lviv,
2019. 600 p.). Her main scientific interests are archival and
bibliographic studies of the history of Ukrainian music, the
life and work of its figures, and science (a holistic study of
Ukrainian musicology). She is the author of five monographs,
numerous (more than 50) scientific articles in Ukrainian
and foreign (Georgia, Poland, Belarus, Slovakia) editions,
and the editor (compiler) of many collections of scientific
works and musical publications, including bibliographic
indexes of ancient musical publications. She is a member
of the T. Shevchenko Scientific Society and secretary of the
Commission of Musicology. She is a member of the editorial
board “Notes of the Shevchenko Scientific Society” (Works
of the Music and Science Commission). Since 2001 she has
been a member of the author’s group Encyclopedias of the
Shevchenko Scientific Society (Lviv) and is the author of
slogans in the Encyclopedia of Modern Ukraine (Kyiv).

Baiba Jaunslaviete (b. 1964) received her Doctor of Artin
1993 with a dissertation on the conclusions of contemporary
musical compositions. She is a researcher (from 1992), a lec-
turer (from 1994), and associate professor (from 2014) at the
Jazeps Vitols Latvian Academy of Music. Her special research
subjects cover aspects of Latvian music as well as its stylis-
ticand historical context. She has given presentations at several
international musicological conferences and has published
books and research articles related to various stylistic aspects
of twentieth- and twenty-first-century music. She is the editor
for the collective monograph Muaija Einfélde: Her Life and
Music (Muzikas akadémijas raksti XIII, 2016).

Marcos Krieger teaches Organ, Harpsichord, and Music
History at Susquehanna University, PA. He is now serving
his second term on the board of directors of the Historical
Keyboard Society of North America. His research activities

focus on early Baroque treatises and keyboard repertoire from
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Iberia and Italy. In addition, he has contributed papers and
publications on the hermeneutics of the German Romantic
keyboard repertoire. As a keyboard artist, he has performed
organ and harpsichord recitals in Argentina, Austria, Brazil,

Canada, Germany, Italy, Spain, and the USA.

Darius Kudinskas is a professor at Kaunas University
of Technology (Lithuania) and an international expert of
European High Music Education (MusiQuE, Belgium). He
graduated from the Lithuanian Music Academy as a pianist
and later turned to musicology and defended his dissertation
(2002) on the music of Mikalojus Konstantinas Ciurlionis.
A chronological catalogue of Ciurlionis’s music and separate
urtext editions of his piano and organ music were published
by Kuéinskas in the last decade. Since 2010, he has been
researching Lithuanian piano rolls. The publications Cozm-
plete Catalogue of Lithuanian Piano Rolls (2014), the edited
monograph Ethnic Piano Rolls in the United States (2021) and
several research articles in Lithuania and abroad (Fontes Artis
Musicae), are the result of this research. In parallel, Ku¢inskas is
conducting research on musical culture and the archives of the
Lithuanian diaspora. He edits and publishes discovered music

and restores biographies of Lithuanian composers.

Wolfgang Marx is an associate professor of historical
musicology at University College Dublin (UCD). He is also
a member of the UCD Humanities Institute. His research in-
terests include the theory of musical genres, the representation
of death in music, the music of Gyérgy Ligeti, and post-truth
and music. He is a general editor of Brill's new series Death in

History, Culture, and Society.

Lina Navickaité-Martinelli is a Full Professor and Senior
Researcher at the Lithuanian Academy of Music and Theatre.
She holds a PhD in musicology from the University of Helsinki
(Finland). She has been giving keynote lectures in international
conferences, organizing scientific events and taking part in
national and international research, education and cultural
development projects. She is the founder (2013) and curator
of the LMTA Hub of Artistic Research and Performance
Studies (HARPS).

Navickaité-Martinelli’s books A4 Suite of Conversations: 32
Interviews and Interludes on the Art of Music Performance (Vil-
nius: Versus aureus, 2010) and Piano Pe;farmﬂme in a Semiotic
Key: Society, Musical Canon and Novel Discourses (Helsinki:
Semiotic Society of Finland, 2014) have been awarded as the
best Lithuanian musicological works of the respective years
for innovative research into music performance. She focuses
her research on various aspects of the music performance phe-
nomenon, with a specific focus on semiotic and sociological
aspects as well as practice-led research. More information at

linamartinelliwordpress.com.
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Anna Nowak is a professor and Ph.D. in music theory.
She has held the following positions at the Feliks Nowowie-
jski Academy of Music in Bydgoszcz: deputy rector for Ar-
tistic and Academic Matters and International Cooperation
(2005 — 2012); head of the Centre for the Musical Culture
of the Pomerania and Kujawy Region (1998 - 2006); chief
editor of the Academy’s Publishing Unit (1994-2012); and
dean of the Faculty of Composition, Music Theory, and
Sound Engineering (2012-2020). She is a member of the
Musicologists’ Section of the Polish Composers’ Union
and a member of the Bydgoszcz Society of Sciences. Her
research focuses on the theory and history of twentieth- and
twenty-first-century Polish music, particularly genre studies
related the art song, instrumental concerto, and mazurka.
She has published three monographs: Pomorska Orkiestra
Symfoniczna. Idea urzeczywistniona (Eng. The Pomeranian
Symphony Orchestra. An Idea Enfleshed) (1994), Wipdtezesny
koncert polski. Przemiany gatunku (Eng. The Contemporary
Polish Concerto: Transformations of the Genre) (1998) and
Mazurek fortepianowy w muzyce polskiej XX wieku (Eng.
Piano mazurkas in 20”-century Polish music) (2013). She
is the author of several dozen entries in Polish and foreign
encyclopaedias and nearly a hundred papers in collective

works published at home and abroad.

Rytis Urniezius (b. 1960) is a professor at Vilnius Uni-
versity Siauliai Academy (until 2020 Siauliai University),
Institute of Education. From 1978 to 1982 he studied in
Klaipéda Faculties of Lithuanian Conservatoire (now Lithu-
anian Academy of Music and Theatre) and graduated asa wind
band conductor. In 1993 defended his doctoral dissertation
and gained a doctoral degree in Humanities (Musicology) at
the Lithuanian Academy of Music. Founder and editor-in-
chief of Siauliai University peer-reviewed research journal
“The Spaces of Creation” (issued from 2004 to 2016). An
Associate Professor (Docent) at Music Academy, Vytautas
Magnus University, Kaunas ( part-time position, 2012—2018).
He has given presentations at international research confer-
ences and published about 40 articles in research periodicals
in Lithuania and abroad. Research interests: wind band music,
instrumentation, orchestration, music history. A member of
the International Association of Research and Promotion of

Wind Music (IGEB).

Jurgita Val¢ikaité-Sidlauskiené (b. 1993), 2012 gradu-
ated from Siauliai Saulius Sondeckis Arts Gymnasium. In
2016 she obtained a bachelor’s degree in music theory
and criticism from the Lithuanian Academy of Music and
Theatre and in 2018 earned her master’s degree. Since 2020,
she has been studying in the joint doctoral program in art
history of the Lithuanian Cultural Research Institute, the
Lithuanian Academy of Music and Theatre, and the Vilnius

Academy of Arts. Her research interests include the process
of composing music.

Valtikaité-Sidlauskiené took part compiling a mono-
graph on Lithuanian opera soloist Nijolé Ambrazaityté
(Nijolée Ambrazaityté. An Extraordinary Voice. Lithuanian
Independence Act Signatories Club, 2018); she pays a lot of
attention to music critics, attends international conferences,
and is a well-known director of cultural projects in northern

Lithuania.

Doctor phil. habil. Adelina Yefimenko is a professor
at the Department of the History of Music at the Mykola
Lysenko Lviv National Music Academy and at the Munich
Ukrainian Free University. She is the winner of the Stravinsky
Prize and a member of the National Union of Composers of
Ukraine, the Galician Music Society and Wagner Society,
and Deutsche Schostakowitsch Gesellschaft. She collaborates
with the leading European opera theaters. Her resecarch is
devoted among others to the analysis of contemporary op-
era productions and the tendencies of contemporary opera

directing.

Rita Zarskiené (Simonyté) is an ethnomusicologist, PhD.
She graduated in classical violin performance in 1987 and in
ethnomusicology in 1992 from the Lithuanian Academy of
Music and Theatre, where she also obtained a Ph. D. degree in
musicology in 1999. A member of international ethnomusicol-
ogy organizations, including the European Seminar for Eth-
nomusicology (since 2002) and the International Council for
Traditional Music (since 2000). She has worked at the Institute
of Lithuanian Literature and Folklore since 1991 and was head
of its Folklore Archive Department between 2002 and 2017.
Ms. Zarskiené’s main fields of research include music making
with multi-pipe whistles or pan pipes in Lithuania (Lithuanian
skududiai) and other nations, traditional instrumental folk
music, archival audio records and their preservation, the use of
brass bands in traditional culture, and folk religious practices.
She has presented conference papers in Lithuania (Vilnius,
Kaunas, Siauliai, Klaipéda) as well as in Berlin and Bamberg
(Germany); Budapest and Paszto (Hungary); Falune, Jok-
kmokke, and Stockholm (Sweden); Gablize and Vienna (Aus-
tria); Ljubljana; Milton Keens and Aberdeen (Great Britain);
Batumi (Georgia); Tartu; Daugvpils and Riga (Latvia); Prague;
Sarayev; and elsewhere abroad. She has written 55 research
articles in Lithuanian, English, Russian, and Polish and over
50 other publications. She is the author of the study Skuduciai
and Related Instruments: A Comparative Study (1993) and
the monograph Music Making With Multi-Pipe Whistles in
Northeastern Europe (2003). In collaboration with Dr. Austé
Nakiené and others, she prepared 9 publications of archival
sound recordings (2003-2022), she compiled a CD entitled
Music and Hymns for Brass (2013). With the Vilnius folklore
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ensemble “Dijuata’, which he has led since 1998, he released a
CD and a cassette Unkstirytélio (2000), and double album Dai
lakstava lakstuote (2017). She initiated 24 scientific seminars
on folk religious practices under the auspices of the Institute of
Lithuanian Literature and Folklore between 2014 and 2022.
Ms. Zarskiené has been member of the Doctoral Committee
of Ethnology with the Institute of Lithuanian Literature and
Folklore, Vilnius University, and the Lithuanian Academy of
Music and Theatre since 2011. Since 2020 she is a member of
the attestation commission of the Institute. 2018—2021 she was
amember of he Council for the Safeguarding of Ethnic Cultur
at the Parliament of the Republic of Lithuania.

Judita Zukiené (b. 1973) isa PhD in Musicology, associate
professor of the Lithuanian Academy of Music and Theatre,
and its rector (since 2021). She completed her doctoral studies
at the LAMT in 2001. In the period of 1998 through 2003,
she worked as a scientific editor of the Music Encyclopedia at
the Science and Encyclopaedia Publishing Institute. She has
been teaching at the LAMT since 2001 and was the head of
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the Department of Music History (2005-2011) and vice-rector
for research (2011-2021).

Zukiené's research interests cover the history of Lithuanian
music and the methodology of artistic research. She is the
author of a number of articles in scientific journals and book
chapters and an editor of scientific source publications; she has
given presentations in scientific conferences in Lithuania and

abroad and written more than 100 articles for encyclopedias.

Baiba Jaunslaviete (b. 1964) received her Doctorate of
Artin 1993. She is a researcher (from 1992), a lecturer (from
1994), and associate professor (from 2014) at the Jazeps Vitols
Latvian Academy of Music. Her special research subjects
cover aspects of Latvian music as well as its stylistic and
historical context. She has given presentations at many inter-
national musicological conferences and has published books
and research articles. Editor of the selection Latviesu miizika
cittautu kritifu skatijuma (“The reception of Latvian music
by foreign [Baltic German and Russian] critics” — Mizikas
akadémijas raksti, Riga, 2004).
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Atmintiné autoriams

Teikiamy publikuoti straipsniy reikalavimai, jy recenzavimo tvarka

] Zurnala priimami tokios arba analogiskos strukctros moksliniai straipsniai: jvadas, tyrimy tikslas, objektas, metodas
ir metodikos, gauti rezultatai, i$vados arba apibendrinimas, nuorodos, naudotos literatiros sarasas.

Pries pagrindinj teksta turi biti anotacija, kurioje nurodoma: tyrinéjimo objektas, metodas (metodikos), tikslas, iSdés-
tomi tyrimo rezultatai. Paskui i$vardijami reik$miniai zodZiai. Anotacija turi buti pateikiama lietuviy ir angly kalbomis.

Straipsnio pabaigoje turi biti pateikiamos nuorodos ir literatros sarasas. Po literatiiros saraso pateikiama santrauka.
Jei straipsnis lietuviy kalba, santrauka rafoma angly kalba; uzsienio kalba teikiamo straipsnio santrauka turi bati lietuviy
kalba. Santraukos apimtis — 0,5-1 puslapis.

Straipsnio iliustraciné medziaga (nuotraukos, grafikai, schemos, lentelés ir kt.) turi bati nespalvota, geros kokybés ir
tinkama reprodukuoti. Naty pavyzdziai turi bati parengti kompiuteriu.

Straipsnius galima teikti lietuviy ir pagrindinémis uzsienio kalbomis. Apimtis neturéty virSyti vieno autorinio lanko.
Didesnés apimties straipsnio spausdinimo galimybé¢ aptariama su vyriausiuoju redaktoriumi.

Straipsnio autorius atskirame lape lietuviy ir angly kalbomis turi pateikti trumpa savo moksling biografija — nurodyti
mokslinj laipsnj ir vardg, svarbiausius darbus, mokslinius interesus, darboviete, pareigas ir adresa.

Redakcijai pagal nurodytus reikalavimus parengta straipsnj autorius turi pateikti kompiuterinéje laikmenoje arba
elektroniniu pastu.

Pateiktq straipsnj recenzuoja du redakcinés kolegijos paskirti mokslininkai. Laikomasi nuostatos, kad kiekvienas
straipsnis turi turéti dvi recenzijas — vidine ir i$orine. Jeigu pateikto straipsnio problematika tarpdisciplininé, privaloma
gretutinés mokslo srities ar krypties mokslininko rekomendacija.

Straipsnis spausdinamas gavus dviejy mokslininky rekomendacijas.

Bibliografiniy nuorody sistemos reikalavimai

»Lietuvos muzikologijai“ teikiamuose straipsniuose turi buti laikomasi citavimo tvarkos ir bibliografiniy nuorody
sara$o sudarymo metodikos.

Nuorodose ir literataros sarase bibliografiniai duomenys pateikiami originalo rasyba. Dokumentai kirilica nelotyni-
nami (netransliteruojami). Kiny, japony, araby ir kity kalby $altiniai nurodomi naudojantis atitinkamais transliteravimo
standartais. Sulotyninti duomenys gali pakeisti vartotuosius originaliame dokumente arba papildyti — tuo atveju suskliausti
lauztiniais skliaustais. DidZiyjy raidziy radyba turi atitikti nurodomo dokumento kalboje susiklos¢iusig praktika.

Tekstinés i$naos jterpiamos j straipsnio tekstg lenktiniuose skliaustuose arba teikiamos kaip pastaba nuorodose darbo
gale. ] teksta jterptose i$nasose nurodomas cituojamo teksto autorius arba antraste, iSleidimo metai ir — jei reikia — pusla-
pis, pavyzdziui, (Ciurlionis 1973: 51). Keliy autoriy leidinio nuoroda gali bati trumpinama nurodant pirmojo autoriaus
pavarde ir prirasant et al Nuorodose teikiami bibliografiniai duomenys nurodomi laikantis citavimo tvarkos ir literatiros
saraso sudarymo metodikos.

Literattiros sarasas turi buti iSdéstytas autoriy arba antrai¢iy abécélés tvarka. To paties autoriaus darbai raSomi islei-
dimo chronologine tvarka.

Bibliografinés nuorodos sudaromos laikantis $iy reikalavimy:

a) po autoriaus pavardés ir vardo dedamas kablelis; po kickvieno asmenvardzio dedamas kabliataskis;

b) jei autorius nezinomas, nurodoma antrasté (pavadinimas);

c) jei antratés néra, ji kei¢iama pirmaisiais zodZiais, reiskiandiais baigting mintj; po ju dedamas daugtaskis;

d) toliau eina antrasté — straipsnio arba knygos pavadinimas (kursyvu) originalo kalba;

¢) pries Saltinj, kuriame i§spausdintas straipsnis, rafoma ,.in:; $altinio antrasté iryskinama kursyvu.

f) jei esama antrastés, t. y. antraste paaiskinan¢iy duomeny (informacija apie leidinio tipa, zanra, paskirtj, rengéjus),
jie teikiami po antrates; prie§ paantrastg dedamas dvitaskis;

g) leidinio rengéjy (redaktoriy, vertéjy ir pan.) nurodyti neprivalu, tadiau jie gali buti nurodomi po antrastés;
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h) butini bibliografijos elementai yra i$leidimo duomenys — originalo kalba rajomi duomenys: vieta, leidéjas, metai;
i) po leidinio i8leidimo vietos nuorodos dedamas dvitaskis (kai leidéjas nenurodomas, dedamas kablelis); po dvitaskio
toliau rajomas leidéjas, esant keliems leidéjams — iSrySkintasis arba pirmasis leidéjas; po leidéjo jvardijimo dedamas kablelis;
j) toliau nurodomi leidinio metai; esant testiniy ar periodiniy leidiniy numeriy, tomy ir pan. nuorodoms, po leidinio
mety dedamas kablelis; nesant $iy duomeny, po leidinio mety dedamas taskas, pavyzdziui:
Landsbergis Vytautas, Geresnés muzikos troskimas, Vilnius: Vaga, 1990. ISBN 5-415-00635-4.
Racianaité-Vyc¢iniené Daiva, Vienbalsumas $iaurés ryty Aukstaitijoje: vélesnés monofoninés dainos, in: Liesuvos muzikologija, Vilnius:
Lietuvos muzikos ir teatro akademija, 2005, t. 6, p. 150-160.
k) toliau nurodomi leidinio dalies (pvz., straipsnio) puslapiai, pavyzdziui:

Kramer Lawrence, Perspektyvos: postmodernizmas ir muzikologija, in: Gostautien¢, Rita (sud.), Muzika kaip kultiiros tekstas,
Vilnius: Apostrofa, 2007, p. 124-160.

1) toliau jraSomas knyga, daugiatomius arba serialinius leidinius identifikuojantis standartinis numeris — ISBN, ISMN
ar ISSN; po ju nuorodos dedamas taskas; standartinis numeris neprivalomas nurodant knygy, daugiatomiy arba serialiniy
leidiniy dalis (straipsnius ir pan.);

m) cituojant arba nurodant elektroninius dokumentus, biitina nurodyti leidinio autoriy, antraste, elektroninj adresa

Paulauskis Linas, Bronius Kutavi¢ius: jeigu néra paslapties — néra ir muzikos, in: Lietuvos muzikos link [interakeyvus], 2005-2006,
Nr. 11, <http://www.mxLle/lt/classical/info/251> [Zitiréta 2007 11 05].
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