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IVADAS

XX a. $estojo desimtmecio pabaigoje muzikos kalba patyré radikalius poky¢ius,
kuriuos galima laikyti didesniais uz atonalumo ar dodekafonijos suklestéjima,
jvykusj to paties amziaus pradzioje. Siy poky¢iy proverziu buvo tokiy kom-
pozitoriy kaip Gyorgy Ligeti, Krzysztofo Pendereckio, Witoldo Lutostawskio,
Helmuto Lachenmanno karyba, kurioje iSry$kéja ne tik naujos estetinés ar
konstrukcinés idéjos, bet gali buti jzvelgiamas netgi paradigminis lazis. Jeigu
peréjima i$ tonalios muzikos j atonalig, o véliau - j dodekafonija ar serializma
buty galima traktuoti kaip garso auksc¢iy organizavimo tradicijos evoliucija,
tai $iy kompozitoriy karyboje galime jZvelgti revoliucijai budingus poky¢ius.
Revoliuciniais $ie poky¢iai jvardijami dél to, kad operavimas garso auksciais
iki XX a. antrosios pusés egzistavo kaip negin¢ijama muzikinés organizacijos
paradigma. Vis délto iSaugusi tembro ir garsumo svarba i$judino nusistovéjusia
muzikos parametry hierarchine sistemg, ir tai leido centrine karinio konstruk-
cijos a$imi tapti skambesio kokybés dimensijai.

Minéti paradigminiai kompozicinés darybos poky¢iai vyrauja ir tokiy
$iy dieny kompozitoriy kaip Mathias Pintscheris, Johannesas-Maria Staudas,
Ondrejus Adamekas, Kaija Saariaho, Harrisonas Birthwistle’as, Toshio Hoso-
kawa ir kt. kiiryboje. Nors $iy autoriy kiiryba yra evoliucionavusi ir ganétinai
smarkiai nutolusi nuo $e$tojo praéjusio amziaus desimtmecio kompozitoriy
karybos, skambesio kokybé ¢ia taip pat vaidina reik§mingg konstrukcinj
vaidmenj. Kad ir kaip buty, net ir praéjus beveik $esiems desimtmeciams nuo
skambesio kokybés tapsmo estetine kategorija ir $iai paradigmai besiskleidziant
jvairiais egzistavimo pavidalais, $iuolaikinés muzikos analizés metodikos (pa-
vyzdziui, sety teorija, semiotiné analizé, intertekstualumo apraisky paieskos)
néra pajégios atskleisti esminiy $ios muzikos komponavimo aspekty ar jy
priezastingumo. Tai yra pagrindiné $io diskurso problema.

Siame tyrime iskeliama hipotezé, kad skambesio kokybés potencija tapti
struktiriniu karinio konstrukcijos pamatu yra nulemta ikistruktariniy muzikos
aspekty, salygojamy tiek bendrazmogisky percepcinio mechanizmo ypatybiy,
tiek iSmokty percepciniy kategorijy. Minétieji aspektai salygoja susiformavima
tokios komponavimo paradigmos, kurios pagrindinis principas yra tikslingas
operavimas skambesio kokybe. Minéta nauja komponavimo kryptis aprépia
daug skirtingy operavimo skambesio kokybe alternatyvy, salygojamy specifiniy
karybiniy inspiracijy ir intencijy, kurios yra nulemtos individualaus psicholo-
ginio kompozitoriaus santykio su garsine medziaga. Si paradigma turi savita
komunikacine sistema, lemiancia muzikinés medziagos daryba ir struktaravima —
struktarinius komponavimo aspektus. Vien struktiriniy aspekty analizé negali
visapusiskai atskleisti kiirinio kompozicinés idéjos, o struktariniai ir ikistruktariniai
komponavimo aspektai yra lygiareik§miai komponavimo proceso démenys.



Tyrimo objektas - struktariniai ir ikistruktariniai komponavimo aspektai,
besireiskiantys XX a. antrosios pusés—XXI a. pradzios muzikoje, kurios kom-
ponavimo strategijos yra pagristos skambesio kokybés artikuliacijomis.

Tyrimo tikslas - istirti ikistruktarinius ir struktarinius sonorinés muzikos
komponavimo aspektus, ikistruktariniy komponavimo aspekty jtakg struk-
tiiriniams bei pastaryjy raiska sonorinéje muzikoje. Siam tikslui jgyvendinti
keliami $ie uzdaviniai:

o apibrézti sonorinés muzikos sampratg;

« idtirti skambesio kokybés raiSkos specifika sonorinéje muzikoje;

« istirti skambesio kokybés raiska sonorinéje muzikoje nulemiancius psichoakus-

tinius ir kognityvinius rei$kinius bei jy reik§me komponavimo strategijoms;

« idryskinti esminius sonorinés muzikos analizés momentus.

Darbo naujuma ir aktualuma nulemia tiek pats tyrimo objektas, tiek jo
nagrinéjimas i§ komponavimo praktikos perspektyvos. Dél $io tyrimo specifikos
reikalinga sukurti naujus analitinius jrankius, specialiai skirtus sonorinés muzikos
komponavimui nagrinéti. Daug démesio skiriama psichoakustiniams ir kognity-
viniams reiSkiniams bei jy jtakai komponavimo procesams. Nors psichoakusti-
nius ir kognityvinius rei$kinius muzikoje apzvelgianciy darby yra iSties nemazai
(pavyzdziui, Snyder 2000; Chowning 2000; Dowling & Harwood 1986 ir kt.),
taCiau tiesiogiai $iuos reigkinius su komponavimo praktika siejanciy tyrimy yra
labai nedaug (pavyzdziui, Vilums 2011), kaip ir literataros, siejancios tokius psi-
chologinius komponavimo aspektus kaip kompozitoriaus inspiracijos ar meninés
intencijos su jy struktarine realizacija (pavyzdziui, Carbon 1986; Janeliauskas 2003,
2006). Siame darbe kuriami nauji tarpdisciplininiai rysiai, kurie yra nukreipti
vienos i§ $iuo metu aktualiausiy profesionaliosios muzikos krypciy, sonorinés
muzikos, komponavimo strategijy suvokimg. Tokiy kognityviniy reiskiniy kaip
Gestalt principai taikymas aiskinant skambesio parametry suvokima ir jy organi-
zavimg padeda nusakyti tiek atskiry elementy ar viso karinio percepcijos ypaty-
bes, tiek komponavimo principg, taciau kartu palieka erdve pla¢iam praktiniam
pritaikymui. Sis darbas neapeliuoja j universalig analizés metodika, taciau sitilo
alternatyvas bandant suvokti ir praktiskai pritaikyti daugybe realizacijos galimybiy
turin¢ius komponavimo metodus. Taigi Siame darbe siilomi analizés metodai visy
pirma yra skirti ne sonorinés muzikos kariniy dekonstrukeijai, bet kompozitoriaus
darbo su skambesio kokybe pazinimui ir potencijy atskleidimui.

Tyrimo metodai. Darbe taikomi tarpdisciplininis, aprasomasis, lyginamasis,
sisteminis ir analitinis tyrimo metodai.

Tyrimo $altiniai. Darbe naudojamas platus keleta mokslo ir meno sri¢iy
apimantis literattros spektras, kurj galima sugrupuoti i penkias grupes.

Pirmoji grupé - tai kognityvinés muzikos psichologijos ir psichoakustikos
problemas nagrinéjantys darbai (Ambrazevi¢ius 2006, 2010, 2012; Bregman
1990; Brower 2000; Coren 2003; Deliége & Mélen 1997; Denham & Winkler



2015; Dowling & Harwood 1986; Dubnov 1996; Erickson 1975; Eysenck &
Keane 2002; Imberty 1993; Yost 2010; Justus 2002; Krumhansl 2002; Kubovy &
Valkenburg 2001; Levitin 2002; Lyons 2003; MacKay 1981; Miller 1956, 2003;
Moore 2010; Nussbaum 2015; Rosch 1975, 1978; Rossing, Moore & Whee-
ler 2002; Schnupp, Nelken & King 2011; Shamma, Elhilali & Micheyl 2011;
Snyder 2000; Tenny 1988; Terasawa 2010; Vos & Rasch 1981 ir kt.).

Antrajg grupe sudaro psichologinius (Andrijauskas 1999; Feist & Feist 2009;
Jung 2013 ir kt.), filosofinius kirybos aspektus nagrinéjanti ir su kompozicine
praktika juos siejanti literatara (Carbon 1986; Csikszentmihalyi 1990; De-
leuze 1986; Hawkes 1977; Janeliauskas 2003, 2006; Langer 1953; Tissot 2008;
Bo6posckmit 1978 ir kt.).

Treciajai grupei priklauso kompozicines sistemas, komponavimo metodus
ir problemas tyrinéjantys darbai (Bernard 1986; Cope 1997; Corozine 2002;
Cherney 1994; Cowell 1969; Fineberg 2000; Harrington 1988; Hindemith 1942,
1949; Hoffman 2005; Kohoutek 1976; Mirka 2001; Murail 2005; Natalevicius
2015; Pousset 2000; Reiprich 1975; Rose 1996; Schoenberg 1978; Stockhausen
1959, 1962, 1963; Vilums 2011; Willgoss 2012 ir kt.).

Ketvirtojoje grupéje — plataus spektro muzikologiné literatira, aptarianti spe-
cifinius sonorinés muzikos aspektus (Chominski 1956, 1962, 1968; Granat 2005;
Kostrzewska 1994; Zielinski 1963; Rushton 2001; Maxnsirua 1992; Xonomnos
1981, 1983; Xonomosa 1990; Llenosa 2005 ir kt.), muzikos istorija (Broyles 2004,
2007; Edwards 2001), stiliaus sampratg ir raiska (Fernie 1995; Gombrich 2009;
Wenninger 2005), taip pat bendroji muzikologiné literatiira (Benward & Saker
2003; Whittall 2008; IpsrukoBa 1994; Kropersin 1998 ir kt.).

Paskutine grupe sudaro literatara, pateikianti kompozitoriy pasisakymus
apie savo karyba (Harvey 1965; Lukomski 1999; Medwin 2009; Miré 2011;
Varga 2011 ir kt.) ir jy kiiriniy analizes / komentarus (Monastra 2000; Pousset
2000; Topolski 2010; Worby 2015 ir kt.).

Darbe jvairiais aspektais analizuojami su darbo tema susije kariniai:
O. Adaméko Chamber Noise I (2011); B. Ferneyhough La Chute d’Icare (1988);
S. Gubaidulinos Et Expecto (1985); G. Kurtago Szdlkdk op. 6/d (1978); H. La-
chenmanno Dal Niente (Interieur III) (1970); G. Ligeti Nuovelles Aventures
(1962-1965); A. Maslekovo Dissipating Fragrances (2015); Incantation of the
Freezing Haze (2013); ...lie¢ianti aklus vandens Sesélius. .. (2012); O-DOBI (Water
of Life) (2009); Paskutiniy spinduliy kaligrafijos (2014); Sand Paintings (2012);
Trys drobés apie antracito spalvos vandenj (2010); R. Motiekai¢io Light on
Light styginiy kvartetui ir trombonui (2004); K. Pendereckio Rauda Hirosimos
aukoms atminti (1960); M. Pintscherio Fiinf Orchesterstiicken (1997); Svelto
(2006); D. Rotaru LAnge avec une seule aile (2010); K. Saariaho Lichtbogen
(1986) G. Scelsi Styginiy kvartetas Nr. 4 (1964); J. M. Staudo Sydenham Music
(2007); A. Weberno Variacijos op. 27 (1936).



Darbo struktiira sudaro jvadas, trys pagrindinés dalys, iSvados, literataros
sarasas. Pirmojoje dalyje apibréziama sonorinés muzikos sgvoka ir nagrinéjami
ikistruktariniai sonorinés muzikos kompoziciniai aspektai, aptariami psicho-
akustiniai, kognityviniai, psichologiniai, sintaksiniai sonorinés muzikos aspek-
tai, nagrinéjami kompozitoriy pasisakymai, padedami pagrindai struktiriniy
aspekty analizei. Antrojoje dalyje nagrinéjami struktiriniai sonorinés muzikos
kompoziciniai aspektai, analizuojami sonorinés muzikos pavyzdziai, sukuria-
mi analizés jrankiai. Treciojoje dalyje, naudojant sukurtus analizés jrankius,
nagrinéjama struktariniy ir ikistruktariniy sonorinés muzikos komponavimo
aspekty raiska $io darbo autoriaus karyboje.

1. IKISTRUKTURINIAI SONORINES MUZIKOS ASPEKTAI

Pirmoje darbo dalyje aptariami sonorinés muzikos aspektai, tiesiogiai nesusije
su struktariniais komponavimo procesais. Tikslas — apzvelgti ir i$nagrinéti
veiksnius, nulemiandius sonorinés muzikos ir sonorizmo (kaip rei$kinio)
egzistavimg ir funkcionavima skirtinguose kompoziciniuose sprendimuose,
psichoakustinius sonoriskumo aspektus, skirtingas kompozitoriy inspiracijas,
komponavimo prielaidas ir struktiravimo procesy istakas.

1.1. Sonorizmo reiskinys ir skambesio kokybés dimensija

Skyriuje nagrinéjamas XX a. antrojoje puséje akademinéje muzikoje jsiga-
léjes sonorizmo reiskinys, kurj galima apibadinti kaip kompozitoriy démesj
skambesio kokybei. Skambesio kokybe ¢ia jvardijamas muzikiniy parametry
(auksc¢io, trukmeés, tembro ir garsumo) reik§miy derinys, sukuriantis charak-
teringg skambesj, galintj buti meninés iSraiskos ar kompozicinés struktaros
priemone. Cia apzvelgiamos jvairios sonorizmo apraiskos, nagrinéjamos
muzikologinéje literatiiroje aptinkamos su sonorizmo reiskiniu susijusios
savokos: Klangfarbenmelodie (Schoenberg 1909), Klangfarbenfeldtechnik
(Salmenhaara 1970), sonoristika, sonorinés vertés (Chominski 1962), garso
masiy muzika (Edwards 2001) ir kt. Siame kontekste sonorizmas gali bati
traktuojamas kaip reiskinys, pasizymintis muzikinés medziagos sonoris-
kumu. Sonoriskumas $iuo atveju yra skambesio kokybés matas, nurodantis
vidinj garso parametry santykj. Sonoriskumo lygmuo - sonorinis intensy-
vumas - tiesiogiai priklauso nuo skambesio kokybe nulemian¢iy parametry
koreliacijos. Didelis skambesio kokybés sonoriskumas, pasireiskiantis jvairiy
kompozitoriy kiryboje, sukuria meta-objekta — sonorizmo rei$kinj. Taip
suformuojama sonorizmo reiskinio trijy pakopy hierarchiné sistema, kurios
viduryje yra skambesio kokybé, apacioje - ja nusakantis sonoriskumas, o
vir§uje - sonorizmo reiskinys.



1.1.1. Psichoakustiniai ir kognityviniai sonoriskumo aspektai

Sonorizmo rei$kinio pagrindimas $iame darbe remiasi a priori nuostata, kad
sonorizmas (kartu su skambesio kokybe bei sonoriskumu) visy pirma turéty
buti suprastas kaip muzikos ar garso percepcija nusakanti sagvoka. Sonoriskumo
laipsnj (o kartu ir skambesio kokybe) nulemia skambesio parametry vidiné
koreliacija; ji taip vadinama dél to, kad vyksta vieno garso ar garsy grupés, pagal
Gestalt principus sudarancios viena percepcinj darinj, viduje. Skambesio kokybé
ir jos parametry koreliacija, kaip percepciniai rei$kiniai, yra glaudziai susije su
garsinés informacijos apdorojimu smegenyse ir visoje garso recepcijos sistemoje.
Taigi aptariami visy skambesio parametry sonori$kumo percepcijos aspektai.

1.1.1.1. Tono auks¢io reiksmé sonoriskumo percepcijai

Tono aukséio sonoriskumas kinta priklausomai nuo daznio. Dél psichoakus-
tiniy garso aukscio identifikavimo mechanizmy, tokiy kaip fazés uzrakinimo
(angl. phase locking) ir tonotopijos, sonoris$kumas tolydzio didéja, kai garso
aukstis perzengia 1 kHz ir 4-5 kHz daznio ribas (3-4 oktavos). Keliy tony
saskambio sonoriskumas priklauso nuo disonansiskumo laipsnio. Tonotopijos
rei$kinys nulemia didesnj platesniy intervaly sonoriskuma Zemame registre, o
mazosios sekundos sonoriskumas zeméjant registrui nuosekliai mazéja.

1.1.1.2. Tembro reiksmé sonoriskumo percepcijai
Tembro, kaip daugiadimensisko objekto, sonoriskuma lemia $ie aspektai:

« spektriné konfigtiracija (sonoriskumas didéja, kai stipriai pasireiskia
6-9, auksciausios ir nelyginés harmonikos; stipriausiai pasireiskiant 1-6
harmonikoms, sonoriskumas mazéja);

« garso ataka (atakos, nevirsijan¢ios 20-30 ms, suvokiamos kaip ,kietos®
ir daznai pasizymi didesniu triuk§mo lygiu);

« harmoniskumas (sonoriskumg formuoja intensyviy harmoniky kiekis
vienoje juostoje: kuo jos intensyvesnés ir kuo jy daugiau, tuo tembras
$iurkstesnis (sonori$kesnis); didéjant nekartotiniy harmoniky skaiciui,
tembras tampa maziau harmonigkas, sukuriama didesné sonoriskumo
percepcija);

« spektrinio centroido nulemtas ry$kumas / $viesumas (aukstas spektri-
nis centroidas salygoja $viesy, Saizy tembra, gerai rezonuojantj balso
ar instrumento registrg ir taip didina skambesio sonoriskuma; Zemas
spektrinis centroidas nulemia tamsy tembra, mazai rezonuojantj balso
ar instrumento registrg ir taip mazina skambesio sonoriskumg).

1.1.1.3. Garsumo reikS§mé sonoriskumo percepcijai
Nagrinéjant psichoakustiniy tyrimy duomenis (Chowning 2000; Rossing,
Moore & Wheeler 2002 ir kt.) pastebéta, kad garsumo parametro poky¢iai gali



i$ryskinti arba nuslopinti $altinio siunc¢iama informacija. Pagal tonotopijos teo-
rija, garsumo lygis turi jtakos ir sagskambiy disonansiskumui. Didéjant daliniy
tony skaiciui, daugéja potencialiai disonuojanciy harmoniky, todél garsesni sa-
skambiai yra suvokiami kaip astresni ir neretai labiau disonuojantys uz tylesnius.
Pazymétina, kad garsumo suvokimui jtakos gali turéti garso aukstis. Mazéjantis
garsumo lygis gali nuslopinti tiek tembro, tiek tono aukscio percepcinius as-
pektus ir sumazinti bendra skambesio kokybés sonoriskumo lygj. Aptariamos
trys garsumo poveikio skambesio suvokimui alternatyvos: garsumas kaip garso
rys$kumas, kaip artikuliacija arba kaip garso $altinio atstumas.

1.1.1.4. Laiko reiksmé sonoriskumo percepcijai

Poskyryje nagrinéjamas muzikinio laiko suvokimas ir jo jtaka skambesio sono-
riSkumui remiantis kognityvinés muzikos psichologijos darbais (Miller 1958;

Erricksson 1975; Snyder 2000; Levitin 2002; Ambrazevi¢ius 2010 ir kt). Aptaria-
mos sensorinés, trumpalaikés ir ilgalaikés atminties zonose esancios laiko struk-
taros. Jzvelgiama, kad trukmés parametras skambesio sonoriskuma gali nulemti

dvejopai: kaip metroritminé pulsacija ir kaip skirtingy trukmiy samplaikos, iame

darbe dazniau vadinamos trukmiy disonansu. Sugriaunant percepcinj muzikinés

medziagos dalijima j lygius izochroniskus vienetus, i$rys$kéja skambesio kokybiné

dimensija. Dél to sonorinéje muzikoje placiai naudojami sudétingi, metroritminei

pulsacijai priesingi ritminiai dariniai. Superpozicijoje esantys skirtingi ritminiai

dariniai sukuria trukmiy samplaikas, veikiancias panasiai kaip obertony spektre

esancios harmoniky samplaikos. Dél $ios priezasties i$ keleto skirtingy ritminiy
dariniy susidaranciose struktarose padidéja sonoriSkumo percepcija, kurios

stiprumas yra proporcingas samplaiky santykiui. I$skiriami du krastutiniai

trukmiy disonanso panaudojimo budai: izoliuoti trukmiy disonansu pasizymin-
tys dariniai, kai ritminés figiros tampa kontinuuma sudrumscianciais sonoriniais

dariniais, ir mikropolifoninés fakttros, kuriose trukmiy disonansy kiekis yra

toks didelis, kad visa faktara yra suvokiama kaip vienas trukmiy klasteris.

1.1.1.5. Sonorinis intensyvumas

Siame poskyryje idryskinamas bendras visy aptarty skambesio parametry
koreliacijos percepcinis vienetas, nusakantis skambesio kokybés sonoriskuma.
Sonorinj intensyvumg sukuria skambesio parametry tarpusavio saveika, ji
jvairiais lygmenimis nulemia tono auks¢iy disonansai, trukmiy disonansai,
tembro rySkumas, harmoniskumas, garso ataka ir garsumo parametras.
Sonorinio intensyvumo lygis kyla ir krenta proporcingai tono auks¢iy ir
trukmiy disonansy $iurk$tumui. Garso ataka yra viena i$ sonorinj intensyvuma
akivaizdZiausiai ir stipriausiai veikian¢iy tembro dimensijy, o harmoniskumo
dimensija sonorinj intensyvuma veikia dvejopai: kuo mazesné tono aukscio
percepcija, kuo daugiau disonuojanciy harmoniky, tuo didesnis turéty buti



sonorinis intensyvumas. Vis délto harmoniskumg daznai nustelbia garsumo
poky¢iai. Tembro $viesumo jtaka sonori$kumui taip pat labai priklauso nuo
garsumo ir tono aukscio. Pastebima, kad tembro $viesumo poveikj sonoriniam
intensyvumui gali uzgozti / nuslopinti dauguma kity kriterijy, ir tai daro jj
silpniausiu intensyvumo parametru.

1.1.2. Sonoriskumas ir percepcinis grupavimas

Siame poskyryje iSry$kinama percepcinio grupavimo svarba garsinés informa-
cijos suvokimui, akcentuojamas Zmogaus nervinés sistemos polinkis segmen-
tuoti i§ iSorés patenkancia garsine informacija j tam tikrus vienetus, kurie gali
sudaryti atskiras percepcines ,,visumas®. Metodologiniais $iy savybiy jrankiais
tampa Gestalt psichologijos pagrindai.

Gestalt (vok. Gestalt - pavidalas, forma, figiira) percepcinio grupavimo prin-
cipai (pana$umo, artumo, testinumo, bendro likimo ir nesusikertancio lokalizavi-
mo) yra pritaikomi muzikinei percepcijai. Pastebima, kad dél $iy Gestalt principy
formuojasi jvairiy lygmeny kognityviniai rysiai, o per juos yra suvokiamos jvairiy
lygmeny muzikinés struktaros - nuo smulkiausiy mikroartikuliacijy iki karinio
forma lemianéiy segmenty. Sie grupavimo principai funkcionuoja kaip tam tikri
struktaravimo archetipai, nulemiantys muzikiniy struktiary komunikacija.

AtskleidZiama percepcinio grupavimo principy jtaka skambesio parametry
artikuliacijai'. Analizuojant muzikinius pavyzdzius pastebéta, kad skambesio
parametrai turi tam tikrus nattraliai badingus percepcinio grupavimo princi-
pus. Kiekvieno parametro artikuliacija turi keleta Gestalt lygmenuy, kuriuose gali
pasireiksti skirtingi grupavimo principai. Analizuojant muzikinius pavyzdzius,
$iuos lygmenis patogiausia suskirstyti j vertikalig ir horizontalig dimensijas.
Greta $iems skambesio parametrams natiraliai badingy percepcinio grupavimo
principy artikuliacijos procese gali pasireiksti ir kitiems parametrams budingas
grupavimas. Tai nutinka tada, kai artikuliuojamas skambesio parametras tampa
pavaldus kito skambesio parametro artikuliacinéms potencijoms. Tokie atvejai
dazniausiai pasitaiko esant keliy lygmeny grupavimams?.

1.2. Skambesio kokybés dimensija kaip komponavimo paradigma

Siame skyriuje nagrinéjamos stambiausios su sonorinés muzikos komponavimu
susijusios percepcinés kategorijos, perzengiancios kirinio ribas. Jos sudaro
prielaidas grupuoti muzikos karinius j stambesnius percepcinius konstruktus,
o $iuos - j dar stambesnes grupes ir t. t. Muzikos kiirinius jprastai grupuojame

' Siame darbe vartojama artikuliacijos savokos prasmé skiriasi nuo muzikiniame kontekste
jsitvirtinusios $io termino reik§meés, paprastai Zymincios garsy formavimga $trichais (legato,
staccato ir pan.). Cia vartojama kiek platesné artikuliacijos savokos prasmé, nusakanti kom-
pozicing visy muzikos parametry daryba ir percepcijos kaita.

> I$samiai percepcinio grupavimo principy raiska skambesio parametruose aptariama i§vadoje Nr. 3.



pagal ju Zanra, stiliy, istorinj laikotarpj ir pan. Visas $ias kategorijas galima jvar-
dyti kaip pagal tam tikrus pozymius susidarancius auksto lygmens percepcinius
darinius. Stambiausias tokio pobudzio percepcinis darinys $io darbo kontekste
yra komponavimo paradigma, kurig sudaro filosofinés bei praktinés idéjos ir
i$ jy i$plaukiancios estetinés nuostatos. Sonoriné muzika turi savo unikalig
komponavimo paradigma, kurios i§skirtinumg nulemia karybiné nuostata
tikslingai artikuliuoti skambesio kokybés dimensija.

1.2.1. Sonorinés muzikos komponavimo paradigmos pozymiy identifikavimas
Raktiniu stambiu percepciniu dariniu, galin¢iu padéti paaiskinti didele sono-
rinés muzikos paradigmai priskiriama kariniy jvairove, pasirenkama stiliaus
kategorija. Aptariant skirtingy autoriy (Gombrich 1968; Fernie 1995; Danto
1981, 1997) stiliaus savoka ir raiSkq nagrinéjancius darbus, iSkeliama hipotezé,
kad tam tikry stilistiniy priemoniy absorbcija, kaip ir polinkis j kurig nors
stambig stilistine kategorija, gali buti laikoma pasamoninés kiréjo intuicijos
idava. Sig hipoteze dar labiau sustiprina kompozitoriy kiirybinj procesa nagri-
néjantys M. Csikszentmihalyi (1990), E. Denisovo (1973), R. Willgosso (2012)
darbai, kurie atskleidZia, kad komponavimo procesas néra visiskai sgmoningas
ir visiskai paties kompozitoriaus kontroliuojamas vyksmas.

Siekiant geriau suvokti pasgmoniniy karybinio proceso sluoksniy ir kom-
pozitoriy polinkiy specifikg pasitelkiama C. G. Jungo pamatiniy psichiniy
funkcijy (mastymo, jausmo, pojucio ir intuicijos) kvaternija. Sonorinés muzikos
komponavimo paradigma, kurios tikslas yra sukurti naujus garsinius objektus
ir jy potyrius, yra susiejama su pojutinés psichinés funkcijos raiska. Tyrinéjant
pojutinés psichinés funkcijos raiskos specifika, pastebima, kad sonorinés mu-
zikos komponavimo paradigmoje jos apraiskos gali bati pagrjstos objektyviu
arba subjektyviu kompozitoriaus santykiu su patiriamu objektu. Analizuojant
muzikinius pavyzdzius atskleidziama, kad nuo pojatinés funkcijos realizavimo
pobudzio gali kisti tiek karinio stilius, tiek muzikinés medziagos pobudis, tiek
jos plétojimo biidai. Cia i§gryninama komponavimo santykio savoka. Remiantis
$ios sgvokos autoriaus R. Janeliausko (2003) ir J. J. Carbono (1986) darbais
apibréziama, kad komponavimo santykis - tai psichiniy funkcijy intensyvumo
proporcijos, sukurianc¢ios unikaly kompozitoriaus santykj su garsu.

1.2.2. Sonorinés muzikos struktiiravimo procesy istakos

Sioje tyrimo dalyje siekiama pagristi sonorinéje muzikoje vykstanciy strukti-
riniy procesy ir tendencijy priezastinguma, jzvelgti tam tikrus karinio konst-
rukcijg nulemiancius struktiaravimo prototipus. Daroma prielaida, jog sono-
rine muzika formuojantys elementai tarpusavyje salygoja specifine sintaksine
sistemg, turincig tam tikry sasajy tiek su lingvistine, tiek su tonalios muzikos,
tiek su nezmogiskomis (pvz., gyviiny) komunikacinémis sistemomis.
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1.2.2.1. Sonorinés muzikos sintaksiskumo problematika

Nagrinéjant lingvistinés ir muzikinés sintaksés pana$umus ir skirtumus pas-
tebima, kad sonorinés muzikos sintaksiskuma galima skirstyti pagal sonori-
niy priemoniy hierarchine svarbg karinio strukttrinéje organizacijoje. Taip
i$skiriamos trys sonorinés muzikos komponavimo paradigmos realizacijos
alternatyvos:

« integruotas sonoriniy priemoniy naudojimas, kai sonorinés priemonés
naudojamos kaip jvaizdinancios, suteikiancios konkrecias reik§mes. Skam-
besio kokybés dimensija $ioje alternatyvoje nesireiskia kaip struktarinis
pamatas, bet tampa priklausoma nuo kity skambesio parametry;

« struktariskai subordinuotas sonoriniy priemoniy naudojimas. Cia sonori-
nés priemonés struktiriniu pozitiriu yra savarankiskos, subordinuojancios
kitus muzikos parametrus ir nulemiancios tolesnj struktiirinj plétojima.
Pagal $ig alternatyva komponuojamoje muzikoje daugiadimensiniai sin-
taksiniai ry$iai pasireiSkia tarp ja sudaranciy sonoriniy dariniy;

« nesubordinuotas sonoriniy priemoniy naudojimas. Siai alternatyvai
priskiriama muzika, kurioje skambesio kokybés dimensija yra ne kitus
parametrus subordinuojantis, bet eliminuojantis muzikos parametras. Ji
labiausiai pasireiskia drone, ambient ir pan. stiliy muzikoje. Cia sintaksiniai
rysiai dazniausia buna i$sidrieke per didelius laiko atstumus nuo vieno
sonorinio darinio pradzios iki kito sonorinio darinio, todél jie suvokiami
ne kaip elementy sklaida, o kaip atskiry segmenty tarpusavio santykiai.

1.2.2.2. Sonorinés muzikos sintaksinés hierarchijos ypatumai

Nagrinéjant sonorinés muzikos sintaksiskumo specifikg iSryskéja vienas pa-
grindiniy sonorinés ir tonalios muzikos sintaksiniy sistemy skirtumy - varian-
tiskumas versus funkciskumas (apibrézty santykiy jvairové). Taigi sonorinés ir
tonalios muzikos sintaksinés sistemos yra pagristos skirtingais komunikavimo

prototipais.

Sonorinés muzikos sintaksiskumo tyrimuose ypa¢ svarbi yra sonorinio
lauko koncepcija. Sonorinis laukas - tai stambiausia kirinyje i$sitenkanti
percepciné struktara, aprépianti visg kompozicijoje vykstantj sonoriniy ver-
¢iy kitimg. Tai - karinyje pasireiskianc¢iy elementy visuma ir kontinuumas,
abstraktas kompozicijos konttrai, kuriuose atsispindi kiekybiniai ir kokybiniai
gradientai. Sonorinis laukas percepciskai skaidomas j smulkesnius segmentus
pagal I. Deliege ir M. Méleno aprasoma kognityviniy atskaitos tasky abstraha-
vimo mechanizma (angl. cue abstraction mechanism).

Remiantis M. Imberty (1985) ir Deliége bei Méleno (1997) darbuose pa-
teikiamomis segmenty eiliSkumu pagristos hierarchinés sistemos ir segmenty
eiliSkumu bei tarpusavio rysiais pagristos hierarchinés sistemos koncepcijomis
(angl. schemata of order ir schemata of order-relation), sonorinés muzikos
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sintaksine sistema galima laikyti abiejy koncepcijy bruozus absorbavusia
hierarchija. Ji jvardijama segmenty dimensijomis paremta hierarchija. Pa-
grindiniai kriterijai, nusakantys struktriniy elementy dimensija, yra procesy
kryptingumas segmento viduje ir segmenty tarpusavio santykis.

I$skiriamos trys $ioje hierarchijoje funkcionuojancios skambesio dimen-

sijos: horizontalioji, vertikalioji ir diagonalioji. Horizontalumo sgvoka turéty
bati suprantama kaip skirtingy vieno elemento pavidaly sklaida, kai visi $ie
pavidalai kognityviai priskiriami tai paciai kategorijai, nepaisant deviacijos
nuo pradinio modelio. Vertikalumo sgvoka savo ruoztu jvardija santykius
tarp kategorijy ir veda link subordinuoty $io reiskinio lygmeny hierarchijos
(pagal Rosch 1975). Diagonaliosios skambesio dimensijos sgvoka paremta
G. Deleuzeo (1986) jzvalgomis. Sioje dimensijoje tarpsta tiek vertikalios,
tiek horizontalios sonorinés vertés, taciau tai néra mechaninis vertikaliyjy ir
horizontaliyjy sonoriniy struktiiry sujungimas, tad jos negali buti dalomos j
vertikalius ir horizontalius komponentus. Savo misrias savybes $ios struktiiros
jgauna ne mechaniniu, bet konceptualiuoju lygmeniu.

Suformuojamos faktariniy dariniy priskyrimo Sioms dimensijoms gairés:

« faktarinis darinys priskiriamas vertikaliajai dimensijai, jei jo kognityviniai
atskaitos taskai yra abstrahuojami dél poky¢iy jo ribose, plotyje ir / ar
tankyje; tai nurodo kokybinius skambesio pokycius;

« faktarinis darinys priskiriamas vertikaliajai dimensijai, jei jo kognityviniai
atskaitos taskai yra abstrahuojami dél poky¢iy jo vientisume?, trukméje
ir aukstyje; tai nurodo poky¢ius skambesio testinumo percepcijoje;

« diagonaliajai dimensijai priskiriami sonoriniai elementai, kurie viename
kognityviniame darinyje skleidzZia tiek vertikaligsias, tiek horizontaligsias
sonorines vertes. Taigi jose vienu metu reiskiasi tiek vientisuma, tiek
skambesio kokybe alteruojantys parametrai.

1.2.2.3. Smulkiojo ir stambiojo plano struktiiry sqrysiai

Siame poskyryje nagrinéjami skirtingi sonorinés muzikos sintaksinés sistemos

lygmenys bei jy tarpusavio sarysiai. ] $iuos sarysius ¢ia Zvelgiama pro kognityvi-
ne prizme, jvardijant smulkiojo plano struktiras kaip suvokiamas bei funkcio-
nuojanéias trumpalaikés atminties zonoje, o stambiojo plano strukttras — kaip

suvokiamas bei funkcionuojancias ilgalaikés atminties zonoje. Trumpalaikéje

ir ilgalaikéje atmintyje suvokiamos sintaksinés sonorinés muzikos struktaros

neretai biina susisais¢iusios tarplygmeniniais kognityviniais rysiais, kuriuos

nulemia Gestalt pana$umo principas. Sie ry$iai aiskinami pasitelkiant V. Bob-
rovskio (B. Bo6bposckmit) funkcijos virsmo struktiira teorija (1978), kuri yra

*  Vientisumo sgvoka apima jvairius ritminius ir artikuliacinius darinius, kurie suardo linijos

lyguma, bet nenutraukia jos tasos. Tai gali bati vibrato, tremolo, frullato, bisbigliando, dviejy
garsy triliai, ritminis tesiamo garso varijavimas, mikropolifoniné vienos linijos tasa ir kt.
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pagrista universaligja laiko meny triada i:m:t (initium-motum-termini). Tokia
hierarchinio elementy reik$miy integravimosi j aukstesnio lygio struktiras idéja
yra itin palanki siekiant paaiskinti sasajas tarp trumpalaikés ir ilgalaikés atmin-
ties stadijose suvokiamy struktary. Dél sintaksiniy rysiy kelios smulkaus plano
struktaros suformuoja stambesnes, uz psichologinés dabarties riby iSeinancias
kognityvines struktiiras. Sios sudétinés struktiiros yra suvokiamos ilgalaikés
atminties zonoje ir savo ruoztu komunikuoja su kitomis ioje zonoje esan¢iomis
stambesniojo plano struktiaromis. Pazymétina, kad ilgalaikés atminties apimtis
yra gerokai didesné nei trumpalaikés, todél ilgalaikéje atmintyje suvokiamos
struktaros turi polinkj formuoti dar aukstesnio lygmens junginius. Tai ypac
gerai atsiskleidZia daugiadaliuose sonoriniuose kariniuose, kuriy atskiros da-
lys pasizymi labai skirtingomis skambesio savybémis. Tokiu atveju rysiai tarp
ilgalaikéje atmintyje suvokiamy stambiy dariniy gali tapti esminiais karinio
cikliskumo pozymiais.

2. STRUKTURINIAI SONORINES MUZIKOS
KOMPONAVIMO ASPEKTAI

Sioje darbo dalyje aptariami struktariniai sonorinés muzikos komponavimo
aspektai, kuriuos sudaro ankstesniuose skyriuose nagrinéty percepciniy ir psi-
chologiniy aspekty raiska kompozicinése struktarose ir pa¢iame komponavimo
procese vykstantys darybos niuansai.

2.1. Sonoriniy struktiiry konstrukciniai aspektai

Sonorinés struktiros $io darbo kontekste turéty buti suprantamos kaip sono-
risSkumo percepcija sukeliantys smulkaus plano garsiniai dariniai, sudaryti i§
vieno ar keliy vienalaikiy arba nevienalaikiy garsiniy jvykiy. Pagal skambesio
kokybés sonoriskumo raiska sonorinés struktaros gali buti skirstomos j dvi
stambias kategorijas:

« stati$ko sonoriskumo struktiros;

« kintancio sonoriskumo struktaros.

Sonoriniy struktiry daryboje (ir kartu percepcijoje) i$skiriamos dvi fazés —
momentinis sonorinis pavidalas ir jo poZymiy kinezé. Momentinis sonorinis
pavidalas yra nulemiamas sonorine strukttirg sudaranciy elementy vertikalaus
panagumo. Sis panagumas suvokiamas ankstyvose atminties stadijose ir gali
buati jvardytas kaip bendra sonorine struktarg sudaranciy elementy skambesio
kokybé. Sonorinio pavidalo pozymiy kinezé - tai skambesio kokybés pokyc¢iai
sonorinés struktaros laiko tékméje. Pozymiy kinezé pasireiskia dél horizon-
talaus sonorine struktarg sudaranciy elementy panasumo ir jy formuojamo
jvykiy testinumo.
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2.1.1. Momentinio sonorinio pavidalo formavimas

Momentinio sonorinio pavidalo formavimas priklauso nuo kompozitoriaus
trok$tamo sgskambio specifikos, tiksliau - kokio stiprumo sonoriskumu turéty
pasizyméti kuriama sonoriné struktira. Priklausomai nuo poreikiy galima
konstruoti sonorines struktiras, atsispiriant nuo maksimaliai panasiy arba
nuo maksimaliai skirtingy elementy derinimo.

Vienas stipriausiy ir didZiausig panasumg skirtingiems elementams suteikianciy
parametry yra garso aukitis. Cia jis tampa vienu i§ skambesio kokybés pozymiy,
t. v. jgauna santykj su tembro parametru, dél to $iuo atveju aukscio parametrui
kur kas svarbesné yra ne artumo, o panasumo principo paveika. Tokios aukscio
parametro savybés gali buti eksploatuojamos dviem skirtingais budais:

1) naudojant kelis vienodo aukscio, bet kitais skambesio parametrais besi-

skirianéius elementus;

2) tono aukstj panaudojant kaip sonoriskuma struktiroje nulemiantj

elementy.

I$ atskiry tembro dimensijy stipriausias panasumo veiksnys yra garso ataka.
Ji daznai vienija kelis skirtingus skambesius arba atskiria panasius, o $viesu-
mas ir harmoni$kumas dazniau reigkiasi tembro kaip percepcinés visumos
charakteristikose. Didele reik§me vertikaliam elementy su panasiomis garso
atakomis grupavimui turi ir izochroniS$kumas, kuris yra siejamas su vienu stip-
riausiy Gestalt bendro likimo principy. Bendro likimo principas lemia, kad net
ir skirtingy auk$¢iy ar tuo pa¢iu metu skambantys toniniai ir netoniniai garsai
gali suformuoti viena percepcinj pavidalg.

2.1.2. Sonorinio pavidalo poZymiy kinezés formavimas

Sonorinio pavidalo pozymiy kinezés formavimas - tai suformuoto momentinio

sonorinio pavidalo skambesio kokybés artikuliacija, horizontalus sonorinés struk-
taros konstravimas. Siame procese itin svarbus ne tik panasumo, bet ir artumo,
testinumo bei bendro likimo principai. Pagal konstravimo principus sonorinio

pavidalo pozymiy kineze galima skirstyti j dvi rasis: testine ir sudétine. Testiné

sonorinio pavidalo pozymiy kinezé - tai nenutrtkstamo skambesio artikuliacija.
Sudétiné sonorinio pavidalo poky¢iy kinezé - tai i$ keleto atskiry garsiniy jvykiy

formuojama artikuliacija. Si kinezés riisis yra ypatinga tuo, kad pasireiskia gar-
siniy jvykiy, kurie, nepaisant nutrtkusio skambesio, i$laiko tam tikrg santykj su

pirmine momentinio sonorinio pavidalo suformuota skambesio kokybe, santykiu.
Ta santykj lemia skambesio panasumas ir skirtumai, pasireiskiantys tarp kineze

sudaranciy elementy, ir i§ to susiformuojanti testinumo percepcija.

Tiek testing, tiek sudétiné kinezé yra vykdomos pasitelkiant kurio nors
skambesio parametro artikuliacija. Siame poskyryje i§samiai nagrinéjami tes-
tinés ir sudétinés pozymiy kinezés formavimo aspektai, aptariamos garsumo,
tembro, tony auks¢iy ir trukmiy artikuliacijos.

14



2.2. Muzikos formos konstrukciniai aspektai

Siame poskyryje aptariami sintaksiniai ry$iai, susidarantys tarp stambiyjy
sonorinio karinio konstrukciniy dariniy - segmenty. Tai daroma nagrinéjant
vertikaliajai, horizontaliajai ir diagonaliajai dimensijoms priskiriamy sonoriniy
struktiiry organizavimo pavyzdzius bei jvardijant Sioms dimensijoms budingus
struktarinés organizacijos principus.

2.2.1. Vertikaliosios ir horizontaliosios dimensijy struktiirinés organizacijos
principai

Vertikaliajai ir horizontaliajai dimensijoms priskiriamos sonorinés struktaros
gali biiti organizuojamos dviem principais - diskretiskuoju ir misriuoju. Siame
poskyryje aptariami pagrindiniai $iy principy aspektai ir itin akivaizdZios jy
aprais$kos M. Pintscherio Fiinf Orchesterstiicken [Penkios pjesés orkestrui]
(1997), kuriose abu $ie principai puikiai atsiskleidZia tiek horizontaliojoje, tiek
vertikaliojoje dimensijose. Sio poskyrio tikslas néra atrasti ar parodyti visuo-
tines sonorinés muzikos formas - ¢ia siekiama atskleisti sonorinés muzikos
formos darybos principus, o juos pasitelkiant kaip tam tikrus prototipus galima
analizuoti ir kity sonorinés muzikos pavyzdziy struktara.

2.2.1.1. Diskretiskasis struktiirinés organizacijos principas

Diskretiskasis strukttrinés organizacijos principas eksploatuoja vienos dimen-
sijos sonorines struktaras. Horizontaliojoje dimensijoje $is principas gali bati
igyvendintas dvejopai: arba taikant visas jmanomas vienos horizontaliosios
struktairos variacijas (itin daznas atvejis muzikoje instrumentams solo), arba
supriesinant keletg skirtingy horizontaliyjy struktry. Pirmuoju atveju kom-
pozicinés struktiros pagrindu tampa sonorinio pavidalo pozymiy kinezés
principai (zr. 2.1.2.), o antrasis yra aptariamas detaliai analizuojant pirmaja
M. Pintscherio Fiinf Orchesterstiicken dalj. Analizés metu pastebétas dviejy kon-
trastingy horizontaliyjy struktary supriesinimas ir kryptingas, link skambesio
asimiliacijos vedantis abiejy struktiry plétojimas. Tai daroma abiem pirminéms
struktiroms charakteringus skambesio bruozus priskiriant priesingy struktary
vystymo procesams. Visa dalis skyla j keturis segmentus, kurie sudaro sintak-
sinius rys$ius pagal panasumo ir testinumo Gestalt principus.

Vertikaliojoje dimensijoje diskretigkasis strukttirinés organizacijos principas
yra beveik iSimtinai taikomas globaliems faktiiros intensyvumo ir skambesio
kokybés poky¢iams. Visy pirma taip yra dél to, kad pati vertikalumo, kaip kog-
nityvinio reiskinio, prigimtis yra architektoniné, t. y. apimanti visg skambesio
lauka, todél keliy skirtingy vertikaliyjy struktary suprie§inimas yra sunkiai
kognityviai abstrahuojamas. Kaip vienas akivaizdziausiy diskretiskojo struk-
tarinés organizacijos principo vertikaliojoje dimensijoje pavyzdziy analizuo-
jama antroji Fiinf Orchesterstiicken dalis. Analizés eigoje atrasti du sintaktiniai
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struktarinio organizavimo planai. Pirmasis pagrijstas staigia orkestrinés masés
kaita, antrasis — segmenty tembriniy savybiy sintakse.

2.2.1.2. Misrusis struktiirinés organizacijos principas

Misrusis struktarinés organizacijos principas pasireiskia saveikomis tarp struk-
titry, priskiriamy kelioms skambesio dimensijoms. Sis principas gali biti pri-
taikomas dvejopai: arba priesinant vertikaliosios ir horizontaliosios dimensijos
struktiiras, o tai struktariniu pozitriu yra analogiska 2.2.1.1. poskyryje aptartam
dviejy horizontaliyjy sonoriniy struktiry suprie$inimui, arba sumuojant keleta
horizontaliyjy struktiry sukurti vertikaligsias sonorines struktiras.

Antrasis metodas yra itin jdomus tuo, jog jame pasireiskia percepcinis
slenkstis (angl. auditory threshold) tarp keleto horizontaliyjy sonoriniy strukta-
ry percepcijos ir vienos vertikaliosios sonorinés struktiros percepcijos. Keleto
horizontaliyjy sonoriniy struktary kognityvinis virsmas i vieng vertikaliaja
struktira priklauso nuo percepcinio grupavimo, ypa¢ nuo Gestalt artumo ir
bendro likimo principy. Sios struktiros gali biiti sumuojamos dvejopai: arba
multiplikuojant vienai horizontaliajai struktirai priskiriamus faktariniy dari-
niy pavidalus (diskretiSkasis tipas), arba sumuojant skirtingoms struktaroms
priskiriamus fakttrinius darinius (misrusis tipas). Sis metodas iliustruojamas
i$samia treciosios Fiinf Orchesterstiicken dalies analize.

2.2.2. Diagonaliosios dimensijos struktiirinés organizacijos principai
Diagonaliajai dimensijai priskiriamy struktiiry organizacija potencialiai gali
remtis visais $iy dimensijy struktarinio organizavimo variantais. Kad ir kaip
buty, galima i$skirti keleta esminiy diagonaliyjy struktary organizavimo pro-
totipy, kurie neretai priklauso nuo diagonaliosios dimensijos raiskos specifikos.
Diagonaliosios sonorinés strukttiros gali buti naudojamos tiek kaip tam tikros
vertikaliyjy ar horizontaliyjy struktiry atmainos, tiek kaip savarankiskos struk-
taros. Kaip vertikaliyjy ar horizontaliyjy struktiry atmainos $ios struktiros
dazniausiai atlieka tarpinio, arba sintezuojancio priesingy dimensijy savybes
elemento vaidmenj. Tokio pobudZio organizacija gali turéti tris pagrindinius
organizavimo principus - sintezés, separacijos bei transformacijos.
Diagonaliosios dimensijos sonorinés strukttros taip pat gali bati naudo-
jamos savarankiskai ir sudaryti sintaksinius rysius su tos pacios dimensijos
struktiromis. Siose struktiirose susipinanéios horizontalios ir vertikalios so-
norinés vertés gali reikstis nevienodai, t. y. kai kurios diagonaliosios sonorinés
struktiros gali sukelti labiau vertikalig arba labiau horizontalig percepcija nei
kitos tame paciame karinyje esancios diagonaliosios struktaros. Tokiu atveju
diagonaliosios sonorinés struktaros gali buti organizuojamos vadovaujantis
tokiais paciais struktiravimo principais kaip vertikaliosios ir horizontalio-
sios dimensijos struktiiry misriajame tipe (zr. 2.2.1.2.) arba diskretigkojo tipo
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suprie$inimo metodikoje (Zr. 2.2.1.1.). Kita diagonaliosos dimensijos struktiry
organizavimo proceso alternatyva yra skirtingy diagonaliy sonoriniy strukttiry
gretinimas. Sis procesas taip pat gali biiti jgyvendinamas dvejopai: gretinant
skirtingy meta-modeliy (zr. 1.2.2.2.)* pagrindu sukonstruotas struktiras
(pavyzdziui, slopstancios ir krintancios versus intensyvéjancios ir kylancios
struktaros) arba gretinant pagal ta patj meta-modelj sukonstruotas, tac¢iau
skirtingomis skambesio savybémis pasizymincias diagonaligsias struktiras.
Abu pastaruosius tipus jkiinija ketvirtoji M. Pintscherio Fiinf Orchesterstiicken
dalis, kurios detali analizé pateikiama $iame skyriuje.

3. SONORINES MUZIKOS STRUKTURINIU IR
IKISTRUKTURINIU ASPEKTU RAISKA
A. MASLEKOVO KURYBINEJE PRAKTIKOJE

3.1. Bendros stilistinés ir estetinés nuostatos, komponavimo santykio refleksijos
Vienas svarbiausiy estetiniy mano kiirybos bruozy - perteikti kitomis juslémis
(rega, uosle, lytéjimu, skoniu) patiriamus subjektyvius ar net jsivaizduojamus
potyrius ir transformuoti juos j klausa patiriamus garsinius objektus. Sis
aspektas visy pirma atsispindi kiiriniy pavadinimuose, pavyzdziui, ,Irys dro-
bés apie antracito spalvos vandenj“ styginiy orkestrui (2010), ,Sand Paintings®
[Smélio paveikslai] simfoniniam orkestrui (2012), ,,Dissipating Fragrances®
[Besisklaidantys aromatai] smuikui ir akordeonui (2015) ir kt. Tokiai transmo-
dalinei pojatinés funkcijos i$raiskai susiformuoti padéjo pazintis su tokiy kom-
pozitoriy kaip G. Crumbas, Toshio Hosokawa, Marius Baranauskas kiryba.
Mano karinjuose daznai yra reflektuojami ne tik juslémis patiriami objektai,

bet ir subjektyvios, i$ reflektuojamo reigkinio kylan¢ios asociacijos. Sios meni-
nés idéjos taip pat atsispindi kariniy pavadinimuose: ,,The Moments of White
Transparency® [Balto skaidrumo akimirkos] smuikui ir fortepijonui (2008) arba

»Incantation of the Freezing Haze® [Stingstanc¢ios miglos keréjimai] fleitai solo
(2013). Abiejuose kiiriniuose perteikiamos riiko / miglos percepcijos susideda
i§ pojuciy, tokiy kaip lytéjimu ar uosle juntami drégmeé ir $altis, regimos baltos
aplink kybancios tkany klostés ir i§ jy i$nyrantys siluetai bei garsai, kurie yra
mistifikuojami, priskiriami anapusybei, jgyja tam tikry asociacijy su $amaniz-
mu, magija. Pagal 1.2.1. poskyryje jvardytus pozymius galétume teigti, kad tai
yra pagalbinés intuityviosios funkcijos apraiskos.

1.2.2.2. poskyryje i$skiriami keturi diagonaliosios dimensijos struktariniai meta-modeliai, ku-
rie yra skirstomi pagal struktairose vykstancius vidinius procesus: diagonalés krypties (siejamos
su tono auks¢iu arba tembro $viesumu), amplitudés (kurioje atsispindi intensyvumo kitimas)
bei trukmés. Taip i$skiriami slopstantis ir krintantis, slopstantis ir kylantis, intensyvéjantis ir
kylantis, intensyvéjantis ir krintantis meta-modeliai.

17



3.2. Sonoriniy struktiiry konstrukciniai aspektai A. Maslekovo kiiryboje
Savo karyboje momentiniy sonoriniy pavidaly konstrukeija galé¢iau suskirs-
tyti pagal tai, kokie skambesio parametrai jose palaiko struktros percepcinj
vientisumg ir kokie - sonoriskumo percepcija. Siekdamas sukurti sonoring
struktirg i$ maksimaliai panasiy elementy, dazniausiai pasitelkiu to paties auks-
¢io garsus, kuriy tembrai yra giminingi, ta¢iau jy bendro derinio sukuriamas
skambesys néra konvencionaliai jprastas. Tokiu badu sonorinis pavidalas tampa
atpazjstamas visy pirma pagal savo skambesio savybes, o ne pagal tono aukstj.
Taip sukuriamos maziausiai sonori$kos kariniy strukttros. Savo karyboje
neretai naudoju ir i§ keliy tembriskai panasiy netoniniy garsy konstruojamus
sonorinius pavidalus. Taip i§ maksimaliai panasiy elementy neretai gimsta
kur kas didesnj sonoriSkuma turintys sonoriniai pavidalai, sudaryti i dideliu
sonoriskumu pasizymin¢iy netoniniy garsy, pavyzdziui, klarneto oro patimas
ir alto grojimas ant tiltelio. Kita vertus, naudojant maksimaliai panasaus (arba
vienodo) tembro elementus galima sukonstruoti tokius sonorinius elementus,
kuriy sonoriskumo lygis priklauso ne tik nuo paties tembro savybiy, bet ir nuo
garsy auksciy bei trukmiy (disonansiniai saskambiai, trukmiy disonansas).

Sonoriniy pavidaly kinezé mano kariniuose dazniausiai yra ganétinai istesta
ir neretai i$eina uz psichologinés dabarties riby. Neretai ji tampa pagrindiniu
muzikinés medZiagos elementu. Kinezés fazéje dazna tony auks¢iy artikuliacija,
tadiau net ir artikuliuojami tony aukséiai dazniausiai tuo pat metu atlieka ir
skambesio kokybés vaidmenj. Kitaip tariant, tony auks¢iy artikuliacija dazniau-
siai yra neatskiriama nuo tembry artikuliacijos. Naudojamy tembry jvairové
kartais sudaro daugialygmenines kinezes, kurios priklausomai nuo aplinkybiy
gali bati suvoktos ir kaip vienas, ir kaip keli tuo pat metu skambantys artikuliaci-
niai procesai. Trukmiy kinezé mano kariniy sonorinése struktirose dazniausiai
yra pavaldi tembry arba aukscio kinezés potencijoms. Garsumo kineze savo
karyboje susidoméjau palyginti neseniai, todél dauguma garsumo kinezés
apraisSky yra visi$kai pavaldzios kity skambesio parametry kineziy procesams.
Vis délto keliuose naujausiuose kiriniuose garsumo kinezé jgauna vis svarbesnj
vaidmenj sonorinése struktirose, ypac testinés kinezés pavidalu.

3.3. Muzikos formos konstrukciniai aspektai A. Maslekovo kiiryboje
Siame poskyryje aptariama vertikaliyjy, horizontaliyjy ir diagonaliyjy struktiiry
raiskos specifika mano karyboje. Vienas svarbiausiy mano kiarybos bruozy yra
nuolatiné kaita sonoriniy struktary viduje. Dél $ios priezasties horizontaliosios
ir / ar vertikaliosios sonorinés struktiiros daznai balansuoja arba visiskai trans-
formuojasi j diagonaligsias. Tokiu bidu karinyje besireiskiancios diagonaliosios
sonorinés struktiros daznai esti tam tikrais modifikuotais vienos horizontalios
arba vertikalios meta-struktaros pavidalais ir karinio formos konstrukcijoje
daznai dalijasi savo funkcijomis. Tokiais atvejais sonorinés struktiros tikslumo
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délei vadinamos ne horizontaliosiomis ar vertikaliosiomis, bet horizontalios
arba vertikalios prigimties struktiiromis. Cia pateikiama i§sami dviejy kari-
niy, ,Paskutiniy spinduliy kaligrafijos“ klarnetui, altui ir fortepijonui (2014)
ir ,Incantation of the Freezing Haze" fleitai solo (2013), formodaros analizé,
iliustruojanti skirtingas diagonaliyjy struktary organizavimo alternatyvas.

ISVADOS

1. Nagrinéjant jvairig muzikologine literatirg, aptariancig XX a. antrosios
pusés muzikg, i§gryninama sonorinés muzikos savoka. Ji aprépia daugelj
panasiy, taciau ne tapaciy sgvoky, dazniausiai apibadinanciy kompozitoriy
garsinés medziagos pasirinkima siekiant i§ryskinti jos skambesio kokybe
(Klangfarbenmelodie, garso masiy muzika, sonorizmas ir kt.).

Tyrinéjant $iomis skirtingomis savokomis apibudinamy kariniy pavyz-
dzius, pastebétas bendras jas visas vienijantis bruozas — skambesio kokybés
sonoriskumas. Démesys skambesio kokybei ir jos sonoriskumui $iame darbe
yra jvardytas kaip sonorizmo reiskinys — meta-objektas, aprépiantis daugybe
skirtingy pavidaly ir aprai$ky, pasireiskiantis skirtingose komponavimo
paradigmos realizacijose ir atliekantis skirtingas kompozicines funkcijas —
nuo kitus muzikinius parametrus papildancios spalvinés dimensijos iki
konstrukcinio elemento ar net vienintelio objekto.

Sonorinés muzikos sgvoka Siame darbe jgyja dvi prasmes. Placigja
prasme - tai muzika, kurioje aptinkamos sonorizmo reiskinio apraiskos.
Si prasmé apima daugelj stilistiky ir komponavimo techniky ir su tam tik-
romis iSlygomis gali buti taikoma apibudinant tiek akademine (E. Vareseo,
H. Cowello, G. Ligeti, K. Stockhauseno, G. Crumbo, P. Boulezo, I. Xenakio
ir kt.), tiek masine elektronine muzikg ar net kai kuriuos roko muzikos
pavyzdzius. Siaurgja prasme sonoriné muzika - tai muzika, kurioje sono-
riskumas reiskiasi kaip struktaruojanti dimensija, t. y. skambesio kokybés
kitimas vyrauja skambesio parametry koreliacinéje sistemoje.

2. Skambesio kokybés kitimas sonorinéje muzikoje dazniausiai pasireiskia kaip
sonoriskumo - skambesio kokybés mato, nurodancio vidinj garso parametry
santykj - kaita. Tai leidZia apibadinti skambesio kokybe kaip esancia didesnio
arba mazesnio sonoriskumo. Sonoriskumo lygmuo - sonorinis intensyvumas —
tiesiogiai priklauso nuo skambesio kokybe nulemianciy parametry isreiks-
tumo. Sonorinj intensyvuma nulemia tono aukscio, trukmés, garsumo bei
atskiry tembro dimensijy - §viesumo, harmoniskumo, atakos - koreliacija.

3. Tyrinéjant kognityvinius skambesio kokybés artikuliacinius aspektus, pa-
stebéta didelé Gestalt grupavimo principy svarba. Percepcinis sonoriskumo
grupavimas yra glaudziai susijes su visy skambesio parametry artikuliacija.
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Kognityvinés muzikos psichologijos literataros ir sonorinés muzikos pa-
vyzdziy analizés metu nustatyta, kad Gestalt principai kiekvieno skambesio
parametro artikuliacijoje gali reikstis dviejose dimensijose — horizontalio-
joje ir vertikaliojoje. Skirtingy skambesio parametry artikuliacijose Gestalt
principai reiskiasi taip:

« tembro artikuliacijos horizontaliojoje dimensijoje — panagumo (angl. simi-
larity) ir testinumo (angl. good continuation / continuity) principai, verti-
kaliojoje dimensijoje — pana$umo principas;

« garsumo artikuliacijos horizontaliojoje dimensijoje — pana$umo ir testi-
numo principai, vertikaliojoje dimensijoje — panasumo principas;

o trukmeés parametro artikuliacijos horizontaliojoje dimensijoje — artumo
(angl. proximity), testinumo principai, vertikaliojoje dimensijoje — bendro
likimo principas (angl. common fate);

« tono auksdio artikuliacijos horizontaliojoje dimensijoje - artumo ir
testinumo principai, vertikaliojoje dimensijoje — artumo principas.

Horizontaliosios dimensijos artikuliacijos dazniausiai pasireiskia smulkaus
plano sonorinése struktarose (figirose, slinktyse ir kituose dariniuose, kurie
suvokiami trumpalaikés atminties zonoje), o vertikaliosios dimensijos arti-
kuliacijos yra labiau sietinos su stambaus plano (segmentai, karinio dalys
ir kiti dariniai, kuriy apdorojimui reikalingi ilgalaikés atminties istekliai)
ir mikrolygmens (suvokiamais sensorinéje ir trumpalaikéje atmintyje)
mikroartikuliaciniais dariniais.

Pastebéta, kad kai kuriais atvejais skirtingose dimensijose pagrindinis
artikuliuojamas skambesio parametras gali tapti pavaldziu kito skambesio
parametro artikuliacinéms potencijoms. Santykiuose su kitais skambesio
parametrais percepcinio grupavimo principai pasireiskia taip:

« tembro artikuliacijoje — bendro likimo principas (santykis su trukmés
parametru);

« garsumo artikuliacijoje — artumo ir bendro likimo principai (santykis su
trukmés parametru);

o trukmeés artikuliacijoje - panasumo principas (santykis su tembro
parametru);

« tono aukscio artikuliacijoje — panasumo (santykis su tembro parametru)
ir bendro likimo (santykis su trukmés parametru) principai.

Darbe nagrinéta sonorinés muzikos komponavimo paradigmos specifika.

Svarbiausiu $ios paradigmos aspektu jvardijamas operavimas skambesio

kokybés dimensija. Analizuojant jvairiy sonorine muzikg kurianciy kom-

pozitoriy refleksijas, taip pat - analitinés psichologijos literatira, jvardytos
sgsajos tarp operavimo skambesio kokybe ir pojutinés psichinés funkci-
jos. Sonorinés muzikos komponavimo paradigmoje tarpstantys skirtingi
komponavimo metodai ir stiliai yra ai$kinami pasitelkiant komponavimo
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santykio sgvoka. Komponavimo santykiai yra formuojami individualiy
kompozitoriaus polinkiy ir jy santykio su kertine $ia paradigma aspektu -
skambesio kokybés dimensijos sureikiminimu. Siuos santykius galima
paaiskinti visus démenis priskiriant vienai i§ keturiy psichiniy funkcijy
(mastymui, jausmui, pojuciui, intuicijai). Tokiu atveju skambesio kokybés
dimensijos sureik§minimas dél savo kognityviniy ir ideologiniy savybiy yra
priskirtinas pojatinei psichinei funkcijai, kuri, kaip dominuojanti, formuoja
santykius su individualiais kompozitoriy polinkiais i kitas funkcijas. Nuo
$iy funkcijy santykio neretai priklauso ne tik kairinio estetika ar stilius, bet
ir filosofinis ar netgi techninis paradigmos jgyvendinimas.

I$nagrinéta sonorinés muzikos paradigmai budingo sintaksiskumo
specifika - sonorinés muzikos hierarchiniy struktary raiska, smulkiojo ir
stambiojo plano struktiiry tarpusavio rysiai. Prieita i§vada, kad sintaksiniai
rysiai sonorinéje muzikoje, skirtingai nei tonalioje, vyksta ne per iSmokty
muzikiniy désniy sekas, bet per kur kas paprastesnj ir visuotinesnj kogni-
tyvinj mechanizmg - percepcinio grupavimo principus. Tuo sonorinés
muzikos sintaksis$kumas i§ esmés skiriasi nuo tonalios muzikos ar lingvis-
tinio sintaksiskumo. Kognityviniai ry$iai tarp elementy visais lygmenimis
vyksta dél Gestalt panasumo, artumo, testinumo ir / arba bendro likimo
principy raiskos.

Nustatyta, kad sonorinés muzikos sintaksé, kaip ir kitos komunikacinés
sistemos, pasireiSkia kaip daugialygmeniné hierarchiné sistema, kurioje
tarpsta pagal Gestalt principus besisiejantys jvairiy lygmeny konstrukciniai
elementai. Sie elementai j lygmenis yra skirstomi pagal tai, kurioje atminties
stadijoje (trumpalaikéje ar ilgalaikéje) jie yra suvokiami. Visais $ios hierar-
chijos lygmenimis besireiskiancios vertikalioji ir horizontalioji dimensijos
sukuria unikalig segmenty dimensijomis paremta hierarchija, kuri i$skiria
sonorinés muzikos sintaksine sistemg i$ kity panasaus pobudzio sistemy.
Darbe nustatyti jvairiy sonorinés muzikos struktariniy lygmeny analizés
aspektai, prieita i§vada, kad sonorinés muzikos analize komponavimo
jgudziy tobulinimo tikslams yra paranku atlikti aspekti$kai — atskirai
koncentruojantis j pavieniy sonoriniy struktary daryba ir i jy tarpusavio
sgveikas.

I$skiriami du esminiai pavieniy sonoriniy struktiry analizés objektai,
darbe jvardijami kaip stadijos - momentinis sonorinis pavidalas ir jo
pozymiy kinezé. Momentinio sonorinio pavidalo formavimui didele jtaka
turi Gestalt panasumo ir / arba bendro likimo principai bei jy koreliacija su
skambesio parametry sgveikoje i§ry$kéjanciu sonoriskumu. Kinezés stadija
yra skirstoma j dvi rasis: testine ir sudétine sonorinio pavidalo pozymiy
kineze. Testiné sonorinio pavidalo pozymiy kinezé - tai nenutrakstamo
skambesio artikuliacija. Sudétiné sonorinio pavidalo poky¢iy kinezé - tai
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i§ keleto atskiry garsiniy jvykiy formuojama artikuliacija. Kinezés stadijos
analizés objektu tampa ryskiausiai joje artikuliuojamas skambesio para-
metras. Taigi sonorines struktaras galima analizuoti auks¢iy, garsumo,
tembro, trukmiy artikuliacijos aspektais. Analizuojant sonorines struk-
taras pastebéta, kad skirtingi skambesio parametrai yra linke formuoti
daugialygmenines kinezes. Taip nutinka tada, kai toje pacioje sonorinéje
struktaroje vyksta keliy skambesio parametry nevienalaikeés artikuliacijos.
Taip pat pastebéta, kad Sios skirtingy parametry artikuliacijos gali turéti
bendry tasky, t. y. tas pats akustinis jvykis gali buti svarbus keliy skambesio
parametry kinezéms.

Sonoriniy struktiry tarpusavio saveiky analizé yra grindziama kogni-

tyviniy tasky abstrahavimo mechanizmu ir kognityvinio segmentavimo
procesais. I$skiriamos trys sonorinés dimensijos — horizontalioji, vertika-
lioji ir diagonalioji, pagal kurias yra skirstomi sonoriniy struktary santy-
kiai. Vertikaliajai ir horizontaliajai dimensijoms priklausanéiy sonoriniy
struktary pasiskirstymas karinio formoje padeda isskirti du struktarinio
organizavimo principus: diskretiskajj ir misrujj, o diagonaliajai dimensijai
priskiriamos struktiros priklausomai nuo jy panaudojimo kirinyje gali
buti organizuojamos pagal specialiai $ios dimensijos struktaroms taikomus
sintezés-separacijos-transformacijos principus arba pritaikant horizonta-
liosios ir vertikaliosios dimensijy struktaroms taikomy diskretiskojo ir
misriojo principy aspektus.
Tyrimo metu atskleista didelé psichoakustiniy ir kognityviniy reiskiniy
reik§mé sonorinés muzikos struktariniy procesy realizacijai. Taip pat aptik-
ta, jog polinkj realizuoti $iuos psichoakustinius ir kognityvinius reiskinius
ir jais operuoti skatina psichiniy asmenybés funkcijy suformuojamas indi-
vidualus komponavimo santykis, kuris yra tam tikra menininko psichikos
projekcija jo komponuojamoje muzikoje. Sia projekcija atsiskleidZia indivi-
duali meniné bendrazmogisky suvokimo procesy interpretacija, nulemianti
meninj muzikos turinj ir kartu padiktuojanti tam tikrus struktarinius
sprendimus. Siame darbe atskleistas glaudus ryys tarp struktariniy ir
ikistruktariniy sonorinés muzikos komponavimo aspekty leidzia teigti, kad
darbo pradzioje iSkelta hipotezé pasitvirtino. Vis délto $is darbas aprépia
tik labai nedidele dalj sonorinés muzikos, kurios struktariniai procesai yra
artimi darbo autoriaus karybai, todél jo rezultatai negali bati suabsoliutina-
mi. Siuolaikinéje akademinéje ir neakademinéje muzikoje esama labai daug
jvairiy sonorizmo reigkinio apraisky, kuriy struktariniai komponavimo
aspektai gali skirtis nuo pateikiamy $iame darbe. Galima kelti hipoteze, kad
tokios sonorizmo reiskinio apraiskos gali turéti nemazai bendry ikistruk-
tariniy komponavimo aspekty, o tai yra plati ir jJdomi perspektyva ateities
tyrimams ir platesniam sonorizmo reiskinio suvokimui.
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INTRODUCTION

In the 1950s, the musical language underwent radical transformations that may
be considered more important than the bloom of atonality or dodecaphony,
which took place at the beginning of the century. Works by composers such as
Gyorgy Ligeti, Krzysztof Penderecki, Witold Lutostawski or Helmut Lachen-
mann may be regarded as an outburst of said transformations, and along the
new aesthetic and constructive ideas that their music contained, it may even
be regarded as a paradigmatic turn. While the transition from tonal into
atonal music and, later — into dodecaphony or serialism might be considered
an evolution of sound pitch organisation, the works of said composers feature
transformations that are characteristic of the revolution. These transformations
are considered revolutionary, because manipulation of sound pitch existed
as an indisputable paradigm of musical organisation until the second half of
the 20th century. However, increased significance of timbre and loudness has
infirmed the established hierarchical system of musical parameters, turning
the dimension of sound quality into a central element in the construction of
a musical piece.

The said paradigmatic transformations of compositional construction
also prevail in the works by such present-day composers as Mathias Pintscher,
Johannes-Maria Staud, Ondrej Adamek, Kaija Saariaho, Harrison Birthwistle,
Toshio Hosokawa and others. Although the works by these composers have
evolved and significantly digressed from the music written in the 1950s, the
quality of sound here continues to play an important constructing role. However,
even after nearly six decades since the sound quality has become an aesthetic
category and this paradigm has blossomed in a variety of forms and shapes,
the methodologies of contemporary music analysis (for instance, the set theory,
semiotic analysis, search for evidence of intertextuality) are unable to disclose
the essential compositional aspects of this music or the causal dependence
behind them. This is the key problem of this discourse.

The present research proposes a hypothesis that the sound quality’s poten-
tial to become a structural foundation in the construction of a musical piece is
determined by prestructural aspects of music, conditioned both by the com-
mon human mechanism of perception and the learnt perceptual categories.
The said aspects determine the formation of compositional paradigm, key
principle of which lies in purposeful manipulation of sound quality. This new
compositional direction encompasses a number of alternatives distinctive from
the quality of sound perspective, determined by specific creative inspirations
and intentions, which, in turn, are dictated by the composer’s individual rela-
tion to the sound material. This paradigm possesses a unique communication
system, which determines the construction and structuring of musical material,
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i.e. the structural compositional aspects. An analysis restricted solely to struc-
tural aspects cannot present a thorough disclosure of the compositional idea of
amusical piece, whereas the structural and prestructural compositional aspects
represent equally important components of the composing process.

Subject of the research - structural and prestructural compositional aspects
exhibited in the music of the second half of the 20th—early 21st century, the
compositional strategies of which are based on articulations of sound quality.

Objective of the research - to examine the structural and prestructural
compositional aspects of sonoristic music, the effect of prestructural composi-
tional aspects upon the structural ones and expression of the latter in sonoristic
music. To achieve this objective the following tasks are raised:

o to define the concept of sonoristic music;

« to analyse the peculiarities of sound quality expression in sonoristic

music;

« to analyse the psychoacoustic and cognitive phenomena determining
sound quality expression in sonoristic music and the role they play in
compositional strategies;

« to highlight the key moments essential for the analysis of sonoristic
music.

The novelty and topicality of the research are determined both by the
subject of the research and the examination thereof from the perspective
of compositional practice. Specific characteristics of this research require
the creation of new analytical tools, specifically designated for the analysis
of sonoristic music composition. The research focuses on psychoacoustic
and cognitive phenomena and the influence they exert upon the composi-
tional processes. Although numerous researches exist that are dedicated to
psychoacoustic and cognitive phenomena manifested in music (for example,
Snyder 2000; Chowning 2000; Dowling & Harwood 1986 and others), very few
studies directly associate these phenomena with compositional practice (for
example, Vilums 2011). Also, few works associate such psychological aspects
of composition as the composer’s inspirations or artistic intentions with the
structural realisation thereof (for example, Carbon 1986; Janeliauskas 2003,
2006). The present research establishes new interdisciplinary relations, geared
towards understanding the compositional strategies of sonoristic music - one
of the major directions in professional music of the present day. Application
of principles of such cognitive phenomena as Gestalt to interpret both the
perception of sound parameters and the organisation thereof assists in defining
the characteristics of perception of individual elements and the entire musical
piece along with the compositional principle; they also provide space for greater
variance of practical application. The present research does not call upon a
universal method of analysis, but it presents alternatives in an attempt to per-
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ceive and practically apply the compositional methods possessing numerous
possibilities of implementation. Therefore, methods of analysis proposed in
this artistic research paper are primarily directed towards understanding and
disclosure of potential that lies in composer’s work with sound quality, rather
than deconstruction of pieces of sonoristic music.

Research methods. The present artistic research paper employs inter-
disciplinary, descriptive, comparative, systematic and analytical methods of
research.

Resources. This artistic research paper makes use of a wide array of litera-
ture encompassing several spheres of science and art that might be distinguished
into five groups.

The first group includes works investigating cognitive music psychology
and the issues of psychoacoustics (Ambrazevi¢ius 2006, 2010, 2012; Bregman
1990; Brower 2000; Coren 2003; Deliege & Mélen 1997; Denham & Winkler
2015; Dowling & Harwood 1986; Dubnov 1996; Erickson 1975; Eysenck &
Keane 2002; Imberty 1993; Yost 2010; Justus 2002; Krumhansl 2002; Kubovy
& Valkenburg 2001; Levitin 2002; Lyons 2003; MacKay 1981; Miller 1956,
2003; Moore 2010; Nussbaum 2015; Rosch 1975, 1978; Rossing, Moore &
Wheeler 2002; Schnupp, Nelken & King 2011; Shamma, Elhilali & Micheyl
2011; Snyder 2000; Tenny 1988; Terasawa 2010; Vos & Rasch 1981, etc.).

The second group consists of works exploring the psychological (Andri-
jauskas 1999; Feist & Feist 2009; Jung 2013, etc.) and philosophical aspects of
creativity through association thereof with compositional practice (Carbon
1986; Csikszentmihalyi 1990; Deleuze 1986; Hawkes 1977; Janeliauskas 2003,
2006; Langer 1953; Tissot 2008; Bobposckuit 1978, etc.).

The third group features works analysing the compositional systems, is-
sues and methods of composition (Bernard 1986; Cope 1997; Corozine 2002;
Cherney 1994; Cowell 1969; Fineberg 2000; Harrington 1988; Hindemith 1942,
1949; Hoffman 2005; Kohoutek 1976; Mirka 2001; Murail 2005; Natalevicius
2015; Pousset 2000; Reiprich 1975; Rose 1996; Schoenberg 1978; Stockhausen
1959, 1962, 1963; Vilums 2011; Willgoss 2012, etc.).

The fourth group consists of a wide range of musicological literature
discussing specific aspects of sonoristic music (Chominski 1956, 1962, 1968;
Granat 2005; Kostrzewska 1994; Zielinski 1963; Rushton 2001; Maxkisirna
1992; Xomonos 1981, 1983; Xonomnosa 1990; Ilenosa 2005, etc.), music his-
tory (Broyles 2004, 2007; Edwards 2001), the concept and expression of style
(Fernie 1995; Gombrich 2009; Wenninger 2005), as well as general musicol-
ogy works (Benward & Saker 2003; Whittall 2008; I bsaxoBa 1994; Kiopersin
1998, etc.).

The last group includes literature featuring the composers’ accounts on their
works (Harvey 1965; Lukomski 1999; Medwin 2009; Mir6 2011; Varga 2011, etc.),
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as well as analyses/commentaries of their works (Monastra 2000; Pousset 2000;
Topolski 2010; Worby 2015, etc.).

The artistic research paper provides multifaceted analysis of works re-
lated to the subject of the research: Ondrej Adamék Chamber Noise I (2011);
Brian Ferneyhough La Chute d’Icare [The Fall of Icarus] (1988); Sofia Gubai-
dulina Et Expecto (1985); Gyorgy Kurtag Szdlkdk Op. 6/d [Splinters](1978);
Helmut Lachenmann Dal Niente (Interieur III) (1970); Gyorgy Ligeti Nuovelles
Aventures (1962-65); Andrius Maslekovas Dissipating Fragrances (2015); Incan-
tation of the Freezing Haze (2013); .. .lie¢ianti aklus vandens Sesélius... [...she,
who is fouching blind water shadows...] (2012); O-DOBI (Water of Life) (2009);
Paskutiniy spinduliy kaligrafijos [Calligraphies of the Last Rays] (2014); Sand
Paintings (2012); Trys drobés apie antracito spalvos vandenj [Three Canvases
of Anthracite-Coloured Water] (2010); Ramunas Motiekaitis Light on Light
for string quartet and trombone (2004); Krzysztof Penderecki Tren ofiarom
Hiroszimy [Threnody to the Victims of Hiroshima] (1960); Matthias Pint-
scher Fiinf Orchesterstiicken [Five Orchestral Pieces](1997); Svelto (2006);
Doina Rotaru LAnge avec une seule aile (2010); Kaija Saariaho Lichtbogen (1986),
Giacinto Scelsi String Quartet No. 4 (1964); Johannes Maria Staud Sydenham
Music (2007); Anton Webern Variations Op. 27 (1936).

The structure of the artistic research paper consists of an introduction,
three chapters, conclusions and the bibliography. The first chapter defines the
concept of sonoristic music, investigates prestructural compositional aspects
of sonoristic music and discusses its psychoacoustic, cognitive, psychological
and syntactic aspects, examines the composers’ commentaries and provides
basis for the analysis of structural aspects. The second chapter investigates
structural compositional aspects of sonoristic music, analyses the examples
of such music and presents the created tools for analysis. In the third chapter
the said analytical tools are used to investigate the expression of structural and
prestructural compositional aspects of sonoristic music in the works by the
author of this artistic research paper.

1. PRESTRUCTURAL ASPECTS OF SONORISTIC MUSIC

This chapter discusses aspects of sonoristic music that are not directly linked
with the structural compositional processes. It aims to review and investigate
the factors determining the existence and functioning of sonoristic music
and sonorism (as phenomenon) in diverse compositional decisions, along
with psychoacoustic aspects of sonoricity, diverse inspirations of composers,
compositional approaches and origins of structuring processes.
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1.1. Phenomenon of sonorism and sound quality dimension

The sub-chapter addresses the phenomenon of sonorism that came to prevail in
academic music in the second half of the 20th century and which might be de-
fined as composers’ attention to sound quality. Sound quality here is perceived
as a combination of musical parameters (pitch, duration, timbre and loudness)
that creates a characteristic sound serving as means of artistic expression or
compositional structure. It reviews diverse manifestations of the sonorism
phenomenon and examines various associated concepts found in musicologi-
cal literature: Klangfarbenmelodie (Schoenberg 1909), Klangfarbenfeldtechnik
(Salmenhaara 1970), sonoristics, sonoric values (Chominski 1962), sound mass
music (Edwards 2001) and others. In this context, sonorism might be treated
as a phenomenon manifesting via sonoricity of musical material. Sonoricity
in this case is a measure of sound quality, indicating the intrinsic relation of
sound parameters. The degree of sonoricity or the sonoric intensity directly
depends upon the explicitness of parameters determining the sound quality.
High sonoricity of sound quality manifesting in music by diverse composers
creates a meta-object — the phenomenon of sonorism. This way, a three-level
hierarchical system of the sonorism phenomenon is formed, consisting of the
sound quality in the middle, the sonoricity defining it at the bottom and the
very phenomenon of sonorism at the top.

1.1.1. Psychoacoustic and cognitive aspects of sonoricity

Substantiation of the sonorism phenomenon within the present research relies
on an a priori assumption that sonorism (along with sound quality and sono-
ricity) should, first of all, be understood as a concept defining the perception
of music or the sound itself. The level of sonoricity (and the quality of sound)
is determined by an intrinsic correlation of sound parameters. The name of
intrinsic correlation of sound parameters is used as it occurs within the sound
or group of sounds comprising a single perceptual formation in accordance
with the Gestalt principles. As perceptual phenomena, the sound quality and
correlation of its parameters are closely related to the processing of sonic in-
formation in the brain and the overall system of sound reception. Therefore,
aspects of perception of sonoricity of all sound parameters are discussed.

1.1.1.1. Significance of pitch upon the perception of sonoricity

Sonoricity of pitch parameter changes depending on the frequency. Due to
psychoacoustic mechanisms of sound pitch identification, such as phase locking
and tonotopy, sonoricity gradually increases when bypassing the limits of
1 kHz and 4-5 kHz frequencies (3-4 octaves). The sonoricity of multiple tone
chords depends upon the degree of dissonance. The tonotopy phenomenon
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determines higher sonoricity of wider intervals in low register, while the sono-
ricity of minor second gradually decreases as the register gets lower.

1.1.1.2. Significance of timbre upon the perception of sonoricity
The sonoricity of timbre, as multidimensional object, is determined by the
following aspects:

« spectral configuration (sonoricity increases when 6-9, highest and uneven
harmonics predominate, while under the predominance of 1-6 harmonics
the sonoricity decreases);

« attack (attacks not exceeding 20-30 ms are perceived as “hard” and often
possess higher degree of noise);

« harmonicity (sonoricity is formed by the number of intense harmonics in
one line: as their number and intensity increase the timbre gets harsher
(more sonoric); as the number of non-repeating harmonics increases,
the timbre becomes less harmonic, thus creating stronger perception of
sonoricity);

« brightness determined by a spectral centroid (high spectral centroid de-
termines bright, high-pitched timbre that better resonates with vocal or
instrumental register, thus increasing the sonoricity of sound. Meanwhile,
low spectral centroid determines dark timbre, a lower resonance with
vocal or instrumental register, thus decreasing the sonoricity of sound).

1.1.1.3. Significance of loudness upon the perception of sonoricity

During the examination of psychoacoustic research data (Chowning 2000;
Rossing, Moore & Wheeler 2002, etc.) it was noted that changes in loudness
parameter may intensify or suppress the information transmitted by the
source. According to the principles of tonotopy theory, the loudness level also
affects the dissonant quality of chords. An increasing number of partial tones
increases the amount of potentially dissonant harmonics, thus louder chords
are perceived as sharper and often more dissonant than the quieter ones. It
shall be noted that pitch might also affect the perception of loudness. Mean-
while, decreasing volume level may suppress the perceptual aspects of timbre
and pitch, thus reducing the overall degree of sound quality sonoricity. Three
alternatives of loudnesses impact upon the perception of sound are discussed:
loudness as overall vividness of the sound, as articulation or as distance from
the sound source.

1.1.1.4. Significance of time upon the perception of sonoricity

The sub-chapter examines the perception of musical time and its effect upon
sound sonoricity based on literature concerned with cognitive music psychol-
ogy (Miller 1958; Erricsson 1975; Snyder 2000; Levitin 2002; Ambrazevicius
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2010, etc.). It discusses the temporal structures present within sensory, short-
term and long-term memory zones. Assumption is made that the parameter
of duration might have a twofold influence upon sound sonoricity: either as
metro-rhythmic pulsation or as combination of different durations, referred to
as temporal dissonance in the present research. When perceptual division of
musical material into equal isochronic units is refuted, the dimension of sound
quality shows up. Therefore, complex rhythmic combinations that contrast
with the metro-rhythmic pulsation are often employed in sonoristic music.
Superimposed different rhythmic formations create combinations of durations,
which operate in a similar manner as the combinations of harmonics within the
overtone spectre. Therefore, the perception of sonoricity increases in structures
composed of several different rhythmic formations and the strength of such
perception is proportional to the relationship of formations. Two uttermost
ways of using the temporal dissonance are distinguished: isolated formations
characterised by temporal dissonance, where the rhythmic figures become
sonoric formations that interrupt the continuum, as well as micro-polyphonic
textures, where the number of temporal dissonances is so great that the whole
texture is perceived as a single cluster of durations.

1.1.1.5. Sonoric intensity

This sub-chapter highlights a common perceptual unit of correlation between
all said sound parameters, which defines the sonoricity of sound quality. The
sonoric intensity is a result of interactions of sound parameters and to vary-
ing degrees it is determined by pitch dissonances, temporal dissonances,
brightness, harmonicity, attack quality and loudness. Degree of sonoric
intensity increases or decreases proportionally to the harshness of pitch and
temporal dissonances. Attack is one of the most obvious and strongest timbre
dimensions which directly impacts the sonoric intensity, while the dimen-
sion of harmonicity has a twofold effect: the less clear is the pitch perception
and the more dissonant harmonics it possesses, the higher sonoric intensity
should be achieved as a result. However, harmonicity is often overwhelmed
by changes of the loudness parameter. The effect of timbre brightness on
sonoricity also greatly depends on the parameter of loudness, as well as pitch.
It is noted that the effect of timbre brightness on sonoric intensity might be
overshadowed by a number of other criteria, thus making it the weakest
parameter of intensity.

1.1.2. Sonoricity and perceptual grouping

This sub-chapter highlights the significance of perceptual grouping for the
perception of sonic information, emphasising the tendency of the human
nervous system to segment the external sonic information into certain units,
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which may form individual perceptual “unities”. The fundamentals of Gestalt
psychology become the methodological tools to address these characteristics.

Gestalt (German Gestalt - shape, form, figure) grouping principles (simi-
larity, proximity, continuity, common fate and disjoint allocation) are applied
to musical perception. It was noted that the Gestalt principles assist in the
formation of cognitive relations of varying degrees, helping to perceive musical
structures of different levels — from smallest micro-articulations to segments
determining the form of a musical piece. These principles of grouping function
as certain structuring archetypes, determining the communication of musical
structures.

The research has revealed the effect of perceptual grouping principles upon
the articulation of sound parameters'. While analysing the musical examples
it was noted that the sound parameters possess certain naturally characteristic
principles of perceptual grouping. Articulation of each parameter has several
Gestalt levels in which different principles of grouping may manifest. For the
purposes of analysis of musical examples it is convenient to group these levels
into vertical and horizontal dimensions. Along the perceptual grouping princi-
ples naturally characteristic of these sound parameters, an articulation process
may also reveal the grouping common to other parameters. The latter occurs
when the articulated sound parameter becomes governed by the articulatory
potential of another sound parameter. Similar instances are most common
when groupings of several levels are present?.

1.2. Sound quality dimension as compositional paradigm

The sub-chapter examines major perceptual categories associated with sonoris-
tic music composing, stepping beyond the limits of the piece. Such categories

provide grounds for grouping of musical works into larger perceptual con-
structs, which may be further grouped into even larger groups, etc. Usually we

group musical works in accordance with their genre, style, historical period,
etc. All of the categories might be regarded as macro-level perceptual forma-
tions occurring on the basis of certain characteristics. The largest perceptual

formation of this kind within the context of the present research would be the

compositional paradigm, consisting of philosophical and practical ideas and the

aesthetic approaches resulting from them. Sonoristic music has its own unique

compositional paradigm, which is distinguished for the creative attitude aimed

to purposefully articulate the dimension of sound quality.

' The concept of articulation used in this research differs from the meaning of the term estab-

lished within the musical context, where it commonly denotes the formation of sounds with a
help of legato, staccato and other types of enunciation. Here the term is used in a wider sense,
referring to compositional formation of all musical parameters and change of perception.
Expression of perceptual grouping principles is covered in greater detail in conclusion No. 3.
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1.2.1. Identification of properties of the compositional paradigm of sonoristic
music

Category of style is chosen as the key large-scale perceptual formation that
might assist in explaining large diversity of works associated with sonoristic
music paradigm. While discussing the concept and expression of style inves-
tigated in works by various authors (Gombrich 1968; Fernie 1995; Danto 1981,
1997), a hypothesis is proposed that an absorption of certain stylistic measures,
as well as leaning towards any major stylistic category, might be regarded a result
of subconscious intuition of the creator. This hypothesis is further reinforced by
the works investigating the composers’ creative process by Mihaly Csikszent-
mihalyi (1990), Edison Denisov (1973) and Richard Willgoss (2012), which
demonstrate that the composing process is not an entirely conscious act that
is under complete control of the composer.

In order to better understand the peculiarities of subconscious layers of
creative process and composers’ inclinations, Carl Gustav Jung’s quaternity of
fundamental psychological functions (thinking, feeling, sensation, intuition)
is employed. The compositional paradigm of sonoristic music that is aimed
to create new sound objects and experiences thereof is associated with the
expression of sensory psychological function. Investigation of peculiarities of
expression of sensory psychological function showed that within the composi-
tional paradigm of sonoristic music its manifestations may rely on objective or
subjective relation of the composer towards the experienced object. Analysis
of musical examples reveals that the manner in which the sensory function is
realised might affect the style of the piece, the character of musical material
and the ways of its development. Here the author formulates the concept of
compositional relation. Based on works of the creator of this concept Riman-
tas Janeliauskas (2003) as well as those of John J. Carbon (1986) a definition is
presented, stating that the compositional relation represents the proportions
of intensities of psychological functions, determining a unique attitude of
composer towards sound.

1.2.2. Origins of structuring processes of sonoristic music

This part of the research seeks to ground the causality of structural processes and

tendencies taking place in sonoristic music and to identify certain structuring

prototypes determining the construction of the piece. It is assumed that the ele-
ments forming sonoristic music determine between them a specific syntactical

system, which has certain associations with diverse communication systems

(for example, linguistic, tonal music, non-human animal systems).
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1.2.2.1. Syntactic issues of sonoristic music

While investigating the similarities and differences between linguistic and musi-
cal syntax it was noted that the syntactic qualities of sonoristic music might be
divided in accordance with the hierarchical importance of sonoric means within
the structural organisation of the piece. Three alternative ways of implementa-
tion of compositional paradigm of sonoristic music are distinguished:

« integrated use of sonoric means, when they are used as visualising,
specific meaning-bearing measures. The dimension of sound quality in
this alternative does not appear as structural foundation, but becomes
dependant upon other sound parameters;

« structurally subordinated use of sonoric means. In this case sonoric
means are independent, they subordinate other musical parameters and
determine further structural development. In music composed on the
basis of this alternative the multidimensional syntactical relations occur
between the constituent sonoric formations;

« non-subordinated use of sonoric means. This alternative includes mu-
sic, where the dimension of sound quality does not subordinate other
parameters, but rather eliminates them. This alternative is characteristic
to styles such as drone, ambient and similar. Here syntactic relations
usually extend over large temporal distances from the beginning of one
sonoric formation to another, therefore they are usually perceived not
as a spreading of elements, but as interrelationship between individual
segments.

1.2.2.2. Peculiarities of syntactic hierarchy of sonoristic music

Investigation of the peculiarities of syntactic hierarchy of sonoristic music
highlights one of the principal differences between syntactic systems of sonoric
and tonal music - variance versus function (diversity of defined relations).
Hence, the syntactic systems of sonoric and tonal music rely on different com-
munication prototypes.

For the research of syntactic qualities of sonoristic music the concept of
sonoric field is of special significance. Sonoric field can be defined as the largest
perceptual structure present within the framework of a musical piece, which
encompasses all changes of sonoric values in the composition. It is the whole
and continuum of all elements manifesting in the piece. It is like an abstract
shape of the composition, reflecting quantitative and qualitative gradients.
Perceptually, the sonoric field is divided into smaller segments using the cue
abstraction mechanism described by Iréne Deliege and Marc Mélen.

Based on the schemata of order and schemata of order-relation concepts
featured in the works by Michel Imberty (1985), Deliége and Mélen (1997),
the syntactic system of sonoristic music might be viewed as a hierarchy that
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has absorbed the characteristics of both concepts and is named the hierarchy
based on segmental dimensions. Key criteria defining the dimension of
structural elements are directionality of processes within a segment and
interrelationship of segments.

Three sound dimensions functioning in this hierarchy are distinguished,
namely horizontal, vertical and diagonal dimension. The concept of horizon-
tality should be understood as the spreading of different shapes of a single ele-
ment, when all of these elements are cognitively attributed to the same category,
despite deviations from the original model. In turn, the concept of verticality
defines relations between categories and leads towards a hierarchy of subor-
dinated levels of this phenomenon (according to Rosch 1975). The concept of
diagonal sound dimension is based on the insights of Gilles Deleuze (1986).
It is a dimension combining both vertical and horizontal sonoric values, but
since it does not represent a mechanical connection of vertical and horizontal
sonoric structures, they cannot be divided into vertical and horizontal compo-
nents. The mixture of qualities is acquired by these structures on a conceptual,
rather than mechanical level.

The following guidelines of assigning the textural formations to these
dimensions are drawn:

« textural formation is assigned to the horizontal dimension if its cognitive
cues are abstracted due to transformations occurring within its limits,
span and/or density. This indicates the qualitative sound changes;

« textural formation is assigned to the vertical dimension if its cognitive
cues are abstracted due to transformations occurring in its integrity?,
duration and pitch. This indicates the changes in perception of sound
continuity;

« sonoric elements are assigned to the diagonal dimension when such
elements produce both vertical and horizontal sonoric values within a
single cognitive formation. This way the values feature the parameters
simultaneously altering the integrity and sound quality.

1.2.2.3. Relations of small and large-scale structures

This sub-chapter examines the different levels of syntactic system of sonoristic
music and the interrelation thereof. These relations are viewed from cognitive
perspective, treating the small-scale structures as perceived and functioning
within the zone of short-term memory, while the large-scale structures are seen
as perceived and functioning within the zone of long-term memory. Syntactic

> Concept of integrity features diverse rhythmic and articulatory formations that dynamically
affect the evenness of the line, but do not interrupt its continuity. These may include vibrato,
tremolo, frullato, bisbigliando, double trills, rhythmic variation of extended sound, micro-
polyphonic continuation of one line, etc.
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structures of sonoristic music perceived in short-term and long-term memory
are often connected via inter-level cognitive relations that are determined by
the Gestalt principle of similarity. These relations are explained using Viktor
Bobrovsky’s theory of function’s transformation into structure (1978), based on
the universal triad of temporal arts i:m:t (initium-motum-termini). This idea
of hierarchical integration of elemental meanings into higher level structures
is instrumental in attempting to explain the relations between structures
perceived in phases of short-term and long-term memory. Syntactic relations
help several small-scale structures form larger cognitive structures, expanding
beyond the borders of the psychological present. These composite structures
are perceived in long-term memory zone and are communicating with other
larger-scale structures present in the same zone. It is worth noting that the
capacity of long-term memory is significantly larger than that of the short-term
memory, therefore, structures perceived in long-term memory tend to form
combinations of even higher level. This is best revealed in multi-movement
sonoric pieces, where each individual movement possesses distinctly different
sound characteristics. In such case, the relations between large-scale forma-
tions perceived in long-term memory may become the essential attributes of
the piece’s cyclical qualities.

2. STRUCTURAL COMPOSITIONAL ASPECTS
OF SONORISTIC MUSIC

The chapter covers structural compositional aspects of sonoristic music, con-
sisting of previously covered perceptual and psychological aspects expressed
in compositional structures and the nuances of construction occurring within
the very compositional process.

2.1. Constructional aspects of sonoric structures

Within the context of the present research, the sonoric structures should
be understood as small-scale sonic formations, consisting of one or several
synchronous or asynchronous sonic events, which create the perception of
sonoricity. Based on the sonoricity expression the sonoric structures might
be divided into two major categories:

« structures of static sonoricity;

« structures of alternating sonoricity.

Two phases are distinguished in the construction (and, at the same time, in
perception) of sonoric structures - momentary sonoric shape and kinesis of
its properties. Momentary sonoric shape is determined by vertical similarity of
elements comprising the sonoric structure. This similarity is perceived in early
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memory stages and may be referred to as a common sound quality of elements
comprising the sonoric structure. Kinesis of properties of sonoric shape refers
to changes in sound quality within the temporal flow of the sonoric structure.
Kinesis of properties manifests due to similarity of elements comprising a
sonoric structure and the continuity of events formed by them.

2.1.1. Formation of momentary sonoric shape

Formation of momentary sonoric shape depends upon the chord peculiarities
desired by the composer or, more specifically, the degree of sonoricity in-
tended for the created sonoric structure. Depending on specific needs, sonoric
structures may be constructed based on adjustment of most similar or most
differing elements.

One of the most powerful parameters that also provides a greatest degree of
similarity to diverse elements is pitch. Here it turns into one of the properties
of sound quality, i.e. it acquires a relation with the timbre parameter, hence
the effect of the similarity principle, rather than the principle of proximity,
becomes significantly more important. Such pitch characteristics might be
operated in two different ways:

1) by using several elements that have the same pitch, but differ in other

sound parameters;

2) by using tonal pitch as an element that determines sonoricity of the

structure.

Among the different timbre dimensions, the attack represents the strong-
est similarity factor. Often it becomes a factor unifying or separating several
different sounds, whereas brightness and harmonicity are more often found in
the characteristics of timbre as perceptual whole. Vertical grouping of elements
with similar sound attacks is also greatly influenced by the factor of isochro-
nicity associated with one of the most powerful of the Gestalt principles - the
common fate. The principle of common fate in this case determines how dif-
ferently pitched or simultaneously occurring tonal and non-tonal sounds can
form a single perceptual shape.

2.1.2. Formation of kinesis of properties of the sonoric shape

Formation of kinesis of properties of the sonoric shape is an articulation of
sound quality of formed momentary sonoric shape, a horizontal construction
of sonoric structure. In this process not only the principle of similarity is of
utmost significance, but all the other principles - of proximity, continuity and
common fate - are equally important. Based on the principles of construction,
the kinesis of properties of the sonoric shape might be divided into two types:
continuous and composite. Continuous kinesis represents an articulation of
continuous sound. Composite kinesis represents an articulation formed from
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several individual sound events. The latter type of kinesis is peculiar due to
its manifestation of sound quality formed by sonic events, which, despite in-
terruptions of sound, maintain certain relation with the original momentary
sonoric shape. This relation is determined by similarities and differences of
sound manifesting among elements forming the kinesis, as well as the result-
ing perception of continuity.

Both continuous and composite types of kinesis are executed using an
articulation of any sound parameter. The sub-chapter addresses in detail the
aspects of formation of continuous and composite kineses, discussing articula-
tions of loudness, timbre, pitch and duration.

2.2. Constructional aspects of musical form

The sub-chapter covers the syntactic relations emerging between large-scale
constructive formations of the piece — the segments. It is performed by analys-
ing examples of organisation of sonoric structures attributed to vertical, hori-
zontal and diagonal dimensions and by identifying the principles of structural
organisation characteristic to these dimensions.

2.2.1. Principles of structural organisation of vertical and horizontal dimen-
sions

Sonoric structures attributed to vertical and horizontal dimensions may be
organised on the basis of two principles — discrete and composite. The sub-
chapter addresses key aspects of these principles and the downright manifesta-
tions thereof in Fiinf Orchesterstiicken [Five Orchestral Pieces] (1997) by Mat-
thias Pintscher, where the two principles distinctly unfold in both horizontal
and vertical dimensions. This sub-chapter does not attempt to discover or
demonstrate universal forms of sonoristic music, but rather seeks to reveal
the construction principles of the form of sonoristic music, which, when used
as certain prototypes, might serve as basis for a structural analysis of other
sonoristic music examples.

2.2.1.1. Discrete principle of structural organisation

The discrete principle of structural organisation exploits the sonoric structures
of one dimension. Within the horizontal dimension, this principle might be
implemented in two ways: either through application of all possible variations
of a single horizontal structure (especially frequent occasion in music for solo
instruments) or by juxtaposing several different horizontal structures. In the
first case, principles of kinesis of properties of sonoric shape serve as basis
for the compositional structure (see 2.1.2), while the second case is discussed
through detailed analysis of the first movement of Fiinf Orchesterstiicken by
Pintscher. The analysis revealed a juxtaposition of two contrasting horizontal
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structures, along with directional development of both structures, leading
towards perceptual assimilation. This is achieved by attributing the sound
qualities characteristic to both original structures to the processes of devel-
opment of contrasting structures. The entire movement is divided into four
segments forming syntactic relations in accordance with Gestalt principles of
similarity and continuity.

In vertical dimension the discrete principle of structural organisation is
nearly exclusively used for global changes in textural intensity and overall sound
quality. This is primarily due to the fact that the very nature of verticality, as a
cognitive phenomenon, is architectonic, i.e. encompassing the entire sonoric
field, thus making cognitive abstraction of diverse vertical structures fairly
difficult. Second movement of the Fiinf Orchesterstiicken is examined as one of
the most obvious examples of discrete principle of structural organisation in
vertical dimension. Two plans of structural organisation have been discovered
during the analysis, the first based on sudden change in orchestral mass and
the second - on syntax of timbral characteristics of the segments.

2.2.1.2. Composite principle of structural organisation

Composite principle of structural organisation manifests trough interaction
between structures attributed to several sound dimensions. This principle has
a twofold application: structures of vertical and horizontal dimension might
be opposed to each other, which is structurally equivalent to the juxtaposition
of two horizontal sonoric structures discussed in sub-chapter 2.2.1.1, or a
method of summing up several horizontal structures might be used to create
vertical sonoric structures.

The second method is of special interest, since it features an auditory
threshold between the perception of several horizontal sonoric structures and
perception of a single vertical sonoric structure. Cognitive transformation of
several horizontal sonoric structures into a single vertical structure depends on
perceptual grouping, especially the Gestalt principles of proximity and common
fate. There are two ways to sum up these structures - either by multiplying
the shapes of textural formations attributed to a single horizontal structure
(discrete type) or by summing up the textural formations attributed to different
structures (composite type). This method is illustrated with extensive analysis
of the third movement of the Fiinf Orchesterstiicken.

2.2.2. Principles of structural organisation of diagonal dimension

Structural organisation of structures that are attributed to diagonal dimension
potentially may rely on all variants of structural organisation of previously dis-
cussed vertical and horizontal dimensions. However, several key prototypes of
organisation of diagonal structures might be distinguished, which often depend
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upon the nature of expression of diagonal dimension. Diagonal sonoric struc-
tures might be used both as certain variants of vertical or horizontal structures,
or as self-contained structures. As variants of vertical or horizontal structures,
these structures often play the role of an element that is intermediary or that
synthesises the characteristics of qualities of opposing dimensions. Organisa-
tion of this kind may have three major organisational principles: synthesis,
separation and transformation.

Sonoric structures of diagonal dimension may also be used independently
and form syntactic relations with structures of the same dimension. Horizontal
and vertical sonoric values entwined in these structures may act differently, i.e.
some diagonal sonoric structures may induce a more vertical or more hori-
zontal perception than other diagonal structures present in the piece. In this
case, the diagonal sonoric structures might be organised on the basis of the
same structural principles as seen in the mixed type of structures of vertical
and horizontal dimensions (see 2.2.1.2) or in the discrete type of juxtaposing
methodology (see 2.2.1.1). An alternative process of organisation of diagonal
dimension structures involves a collation of diverse diagonal sonoric structures,
a process that might be implemented in two ways: by collating the structures
construed on the basis of different meta-models (see 1.2.2.2) (for example,
receding and descending versus intensifying and ascending structures), or by
collating the diagonal structures that are based on the same meta-model, but
bear different sound qualities. The two latter types are implemented in the
fourth movement of Pintscher’s Fiinf Orchesterstiicken and the sub-chapter
presents an in-depth analysis thereof.

3. EXPRESSION OF STRUCTURAL AND PRESTRUCTURAL
ASPECTS OF SONORISTIC MUSIC IN CREATIVE PRACTICE
OF ANDRIUS MASLEKOVAS

3.1. General stylistic and aesthetic attitudes, compositional relation ref-
lections

One of the key aesthetic characteristics of my works is concerned with convey-
ing and transforming the subjective or even imaginary experiences that are

experienced with other senses (sight, smell, touch, taste) into sonic objects

perceived by hearing. This aspect is, first of all, reflected in titles of the pieces,
for example Three Canvases of Anthracite-Coloured Water for string orchestra

(2010), Sand Paintings for symphony orchestra (2012), Dissipating Fragrances

for violin and accordion (2015), etc. Formation of this transmodal expression of
sensory function was influenced by works of such composers as George Crumb,
Toshio Hosokawa, Marius Baranauskas and others.
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Quite often my pieces reflect not only the objects perceived by the senses,
but also the subjective associations arising from the reflected phenomenon.
These artistic ideas are also represented in titles of the pieces: The Moments of
White Transparency for violin and piano (2008) or Incantation of the Freezing
Haze for solo flute (2013). Both pieces convey the perceptions of fog/mist,
consisting of sensory experiences such as humidity and cold sensed by the
touch or smell, the visible white surrounding foggy pleats and the silhouettes or
sounds emerging from them that are mystified or made otherworldly, acquiring
certain associations with shamanism or magic. Based on the attributes covered
in sub-chapter 1.2.1, we might claim that these are the auxiliary manifestations
of intuitive function.

3.2. Constructional aspects of sonoric structures in works by A. Maslekovas
I could divide the construction of momentary sonoric shapes in my works on
the basis of parameters that maintain the perceptual integrity of the structure
and those parameters that maintain the perception of sonoricity. Seeking to
create a sonoric structure from the most similar elements I usually use sounds
of the same pitch featuring related timbres, yet the sound produced by a com-
bination thereof is not conventionally common. This way, the sonoric shape
becomes recognisable, namely based on its sound qualities rather than the
pitch. That is how the least sonoric structures of my works are created. In my
music, I also often use sonoric shapes construed from several atonal sounds
of similar timbre characteristics. This way some sonoric shapes possessing
significantly higher degree of sonoricity are born from the most similar ele-
ments. Such shapes consist of atonal sounds of high sonoricity as, for example,
blowing of air through clarinet or playing on viola bridge. On the other hand,
use of elements with most similar (or equivalent) timbre allows construction
of sonoric elements, whose degree of sonoricity depends not only upon the
timbre characteristics, but also the pitches and durations of other sounds (dis-
sonant chords, dissonance of durations).

Usually the kinesis of sonoric shapes is fairly extended in my works and it
often crosses the borders of psychological reality. Frequently it becomes the
major element of musical material. Pitch articulation is fairly frequent in kinesis
phase; however, even articulated pitches often play the role of sound quality
at the same time. In other words, quite often the articulation of tone pitch is
not separated from timbre articulation. Diversity of used timbres occasionally
forms multidimensional kineses, which, depending on circumstances, might be
perceived either as single or as multiple simultaneously sounding articulatory
processes. Kinesis of durations in sonoric structures of my works is usually
governed by the potentials of timbre or pitch kinesis. I became interested in
loudness kinesis fairly recently, therefore the majority of its occurrences are
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also entirely governed by the processes of kineses of other sound parameters.
Still, in several recent works the loudness kinesis has acquired increasingly
important role in sonoric structures, especially in the form of continuous
kinesis.

3.3. Constructional aspects of musical form in works by A. Maslekovas
This sub-chapter discusses the peculiarities of expression of vertical, horizon-
tal and diagonal structures in my works. One of the key characteristics of my
music is constant transformation within the sonoric structures. Therefore,
horizontal and/or vertical sonoric structures often balance or fully transform
into diagonal ones. The diagonal sonoric structures occurring in a musical piece
often represent certain modified variants of a single horizontal or vertical meta-
structure and often share their functions within construction of the piece. In
such events and for the purposes of accuracy the sonoric structures are referred
to as structures of horizontal or vertical nature, rather than just horizontal or
vertical structures. The sub-chapter contains detailed form-making analyses
of two pieces (Calligraphies of the Last Rays for clarinet, viola and piano (2014)
and Incantation of the Freezing Haze for solo flute (2013)), illustrating diverse
alternatives of organisation of diagonal structures.

CONCLUSIONS

1. Through analysis of diverse musicological literature concerned with music
of the second half of the 20th century, the author of the present research
clarifies the concept of sonoristic music. It encompasses a number of similar,
yet not identical concepts that are most often used to define the composers’
choice of sound material in order to emphasise its sound quality (Klang-
farbenmelodie, sound mass music, sonorism etc.).

While examining the examples of works described using these diverse
concepts the author noted one unifying characteristic — the sonoricity of
sound quality. Attention to sound quality and its sonoricity in this research
is referred to as the phenomenon of sonorism — a meta-object encompassing
anumber of diverse shapes and expressions, manifesting in various realisa-
tions of compositional paradigm and carrying out different compositional
functions - from the colouring dimension supplementing other musical
parameters to the constructing element or even the sole object.

The concept of sonoristic music acquires two meanings within the
framework of this research. In a more general sense, it is music in which
the phenomenon of sonorism manifests itself. This understanding includes
many styles and composing techniques and may, with certain reserva-
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tions, be used to define both academic (Edgard Varése, Henry Cowell,
Gyorgy Ligeti, Karlheinz Stockhausen, George Crumb, Pierre Boulez,
Tannis Xenakis, etc.) and mass electronic music or even some examples of
rock music. In a narrower sense it defines music in which sonorism acts
as structuring dimension, i.e. transformation of sound quality is prevalent
in the correlating system of sound parameters.
Transformation of sound quality in sonoristic music commonly manifests
as change of sonoricity - the measure of sound quality identifying the in-
trinsic relation of sound parameters. This allows defining sound quality as
being sonoric to a higher or lesser degree. Degree of sonoricity - the sonoric
intensity - directly depends upon the expression of parameters determining
sound quality. Sonoric intensity is determined by the correlation of pitch,
duration, loudness and individual timbre dimensions, such as brightness,
harmonicity and attack.
While investigating the cognitive articulatory aspects of sound quality the
author noted the importance of the Gestalt grouping principles. Perceptual
grouping of sonoricity is closely related with the articulation of all sound
parameters. Analysis of literature concerned with cognitive music psychol-
ogy and examination of sonoristic music examples revealed that the Gestalt
principles may manifest in two dimensions (horizontal and vertical) of
articulation of each sound parameter. In articulations of different sound
parameters the Gestalt principles manifest in the following ways:

« inhorizontal dimension of timbre articulation - the principles of similar-
ity and good continuation/continuity, in vertical dimension - the prin-
ciple of similarity;

o in horizontal dimension of loudness articulation - the principles of
similarity and good continuation/continuity, in vertical dimension - the
principle of similarity;

« in horizontal dimension of duration articulation - the principles of
proximity and good continuation/continuity, in vertical dimension - the
principle of common fate;

« in horizontal dimension of pitch articulation - the principles of proximity
and good continuation/continuity, in vertical dimension - the principle
of proximity.

Articulations of horizontal dimension most often occur in small-scale
sonoric structures (gestures, successions and other formations that can
be accommodated in short-term memory zone), while the articulations
of vertical dimension are mostly associated with large-scale (segments,
movements of the piece and other formations requiring long-term memory
resources for processing) and micro-level (perceived in sensory and short-
term memory) micro-articulatory formations.
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It was noted that in some cases the main articulated sound parameter
in different dimensions may be governed by the articulatory potential of
another sound parameter. In relation to other sound parameters, the prin-
ciples of perceptual grouping are expressed as follows:

o intimbre articulation - the principle of common fate (relation with dura-
tion parameter);
« in loudness articulation - the principles of proximity and common fate

(relation with duration parameter);

« in duration articulation - the principle of similarity (relation with timbre

parameter);
« in pitch articulation - the principles of similarity (relation with timbre
parameter) and common fate (relation with duration parameter).

The artistic research paper investigated the peculiarities of compositional
paradigm of sonoristic music. Manipulation of sound quality dimension is
regarded as the key aspect of this paradigm. Analysis of reflections of diverse
sonoristic music composers along with literature on analytical psychology
allowed identifying the relations between sound quality manipulation and
sensory psychical function. Different compositional methods and styles
contained in the compositional paradigm of sonoristic music are explained
using the concept of compositional relations. Compositional relations
are formed by individual inclinations of a composer and the relationship
thereof with the key aspect of this paradigm - the emphasis on the sound
quality dimension. This relationship might be explained by attributing all
components to one of the four psychological functions (thinking, feeling,
sensation and intuition). In this case, emphasis on the sound quality di-
mension due to its cognitive and ideological characteristics is attributable
to sensory psychic function, which, being a prevalent one, forms the rela-
tions with individual inclinations of composers towards other functions.
The relations of these functions often determine not only the aesthetics
and style of the musical piece, but also the philosophical or even technical
implementation of paradigm.

Peculiarities of syntactic qualities characteristic to the paradigm of
sonoristic music were explored, including the expression of hierarchical
structures characteristic to sonoristic music and interrelations between
small-scale and large-scale structures. Conclusion is drawn that syntactic
relations in sonoristic music, contrary to such relations in tonal music, are
carried out not through sequences of learned musical laws, but through
much simpler and more universal cognitive mechanism - the principles
of perceptual grouping. That is where the syntactic qualities of sonoristic
music are essentially different from the tonal music or linguistic syntactic
qualities. Cognitive relations between elements at all levels occur due to
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the expression of Gestalt principles of similarity, proximity, continuity and/
or common fate.

It was identified that similarly to other systems of communication the

syntax of sonoristic music is expressed as multilevel hierarchical system,
encompassing constructive elements of various levels interrelated on the
basis of the Gestalt principles. These elements are divided into levels based
on the memory phase (short-term or long-term) they are perceived in. Verti-
cal and horizontal dimensions occurring at all levels of this hierarchy create
a unique hierarchy based on segment dimensions, which distinguishes the
syntactic system of sonoristic music among other similar systems.
The research has identified analytical aspects of different structural levels
of sonoristic music and has come to a conclusion that for the purposes of
improvement of compositional skills it is worthwhile to conduct the analysis
of sonoristic music on an aspect basis, i.e. by selectively focussing on the
construction of individual sonoric structures and the interrelationship
thereof.

Two major analysis objects of individual sonoric structures were identi-
fied (referred to as phases in the dissertation) - the momentary sonoric
shape and kinesis of its properties. Formation of momentary sonoric shape
is greatly influenced by Gestalt similarity and/or common fate principles
and the correlation thereof with sonoricity, which emerges as a result of
interaction of sound parameters. The kinesis phase is divided into two types:
continuous and composite kinesis of sonoric shape properties. Continuous
kinesis of sonoric shape properties is an articulation of uninterrupted sound.
Composite kinesis of changes of sonoric shape is an articulation formed
from several individual sound events. The analysis of the kinesis phase
focuses on its most expressly articulated sound parameter. This way, the
sonoric structures might be analysed based on aspects of pitch, loudness,
timbre or duration. Examination of sonoric structures revealed that differ-
ent sound parameters tend to form multi-level kineses, which occurs when
non-simultaneous articulations of several sound parameters take place in a
single sonoric structure. The author also notes that the articulations of dif-
ferent parameters may have common cognitive cues, i.e. the same acoustic
event might be of significance to kineses of several sound parameters.

Analysis of interrelations of sonoric structures is based on the cue abstrac-
tion mechanism and processes of cognitive segmentation. Three sonoric
dimensions are distinguished that serve as basis for division of relations of
sonoric structures: horizontal, vertical and diagonal dimensions. Distribu-
tion of sonoric structures assigned to vertical and horizontal dimensions
within the piece allows identifying two principles of structural organisa-
tion: discrete and composite, whereas the structures attributed to diagonal
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dimension, depending on the use thereof in the piece, might by organised
on the basis of synthesis-separation-transformation principles applied
specifically to the structures of this dimension or by applying aspects of
discrete and composite principles associated with structures of horizontal
and vertical dimensions.

Over the course of research the importance of psychoacoustic and cognitive
phenomena upon the realisation of structural processes of sonoristic music
was revealed. The research also discovered that an inclination to realise and
operate these psychoacoustic and cognitive phenomena is stimulated by an
individual compositional relation, determined by psychical functions of a
personality. This relation might be seen as certain projection of an artist’s
psyche towards the music composed by him/her. Through this projection
the author discloses an individual artistic interpretation of common human
perceptual processes, determining artistic content of music and dictating
certain structural decisions. Hence, the present research reveals close
relationship between structural and prestructural compositional aspects
of sonoristic music and it can be claimed that the hypothesis raised at the
beginning of the search was confirmed. However, the research encompasses
only a small portion of sonoristic music, the structural processes of which
are close to the music composed by the author of the present thesis, thus
the results and findings should not be considered absolute. Contemporary
academic and non-academic music contains numerous manifestations of
the sonorism phenomenon and their structural compositional aspects might
differ from the ones presented in this artistic research paper. A hypothesis
may be proposed that such manifestations of the sonorism phenomenon
may possess many common prestructural compositional aspects, which
opens wide and intriguing horizons for future research and better under-
standing of the sonorism phenomenon.
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