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JVADAS

Ivairiais istoriniais laikotarpiais choras buvo vienas aktyviausiy dalyviy Kata-
liky Bazny¢ios apeigose. Greta dvasininky, bendruomenés (samburio) ir kity
liturgijos dalyviy choras ilgus amzius uzémeé privilegijuota, i$skirtine pozicija.
Tai rodo gausus I-XIX a. baznytinés muzikos repertuaras. Ta¢iau po Vatikano II
susirinkimo inicijuotos liturginés reformos senajam chory repertuarui apeigose
daznai nebelieka vietos, tradicinius chorus kei¢ia vokalinés instrumentinés gru-
pés, muzikantai (ir chorai) bazny¢ioje skatinami jsikurti greta kity tikinciyjy, kad
j giedojima buty jtrauktas visas sambiris. Dél aktyvesnio tikinc¢iyjy dalyvavimo
liturgijoje ir gimtosios kalbos apeigose jsigaléjimo naujy i$$ukiy kilo ir baznytinés
muzikos karéjams. Dabartinése Bazny¢ios apeigose Lietuvoje daznai girdime
ne profesionaliau giedancius chorus, o pavienius vargonininkus, kurie atlieka
giesmiy vadovy funkcijas, t. y. gieda visai bendruomenei zinomus, paprastus
pop stiliaus karinélius. Neretai ir baznytiniai chorai liturgijoje atlieka lengvus,
charizmatinius meditacinius karinius.

Lietuvoje baznytinis menas atgijo ir baznytiniy chory veikla suklestéjo tik
Lietuvai atkirus nepriklausomybe. Suintensyvéjo baznytiniy chory steigimasis,
religinés muzikos konkursy inicijavimas, profesionalts kompozitoriai pradéjo
daug aktyviau kultivuoti religinés muzikos barus. Tarp jy fenomenalig pozicija
uzémeé chorvedziai, kurie greta vadovavimo kolektyvams (ne tik baznytiniams)
pradéjo intensyviai komponuoti muzika pagal liturginius tekstus. Sovietinés
okupacijos salygomis Kataliky Bazny¢ia Lietuvoje negaléjo atnaujinti liturgijos,
tad Nepriklausomybés pradzioje atsigave baznytiniai chorai uzémé liturgijoje
tradicine viet ir giedojo jiems jprastg repertuarg. Per paskutinj XX a. deSimtmetj
liturgijos reforma buvo jgyvendinta ir Lietuvoje — baznytiniai chorai, jy vadovai ir
religinés muzikos kiréjai susidareé su tais paciais i$§ukiais ir uzdaviniais, kuriuos
Vakary muzikai sprendé XX a. II puséje.

I8kilusios ir anksciau aptartos problemos paskatino darbo autoriy gilintis j
pasirinkta tema, ja gvildenant per baznytinio choro sampratos Kataliky Bazny-
¢ios dokumentuose ir pastoracinéje literataroje, chorvedziy, dvasininky, kurian-
¢iyjy poziario j baznytinj chorg Lietuvoje bei lietuviy chorvedziy-kompozitoriy
religinés karybos prizmes.

Tyrimo objektas — baznytinis choras Kataliky Bazny¢ios istorijoje ir XX a.
pab. - XXI a. pradZioje Lietuvoje. Darbo autorius gilinasi tiek j choro sampratos
raida, kuri atsiskleidzia Kataliky Bazny¢ios dokumentuose, tiek i jos interpre-
tacijas XX a. pab. - XXI a. pr. teologinéje, pastoracinéje literattroje. Siekiant
jsitikinti, kokia yra baznytinés muzikos situacija Lietuvoje ir ar vykdomi Kata-
liky Baznyc¢ios dokumenty nurodymai, tiriamajame darbe gvildenamos dviejy
baznytiniam chorui didZiausig jtaka turinciy grupiy - dvasininky ir chory
vadovy - nuomoneés. Kitas dalykas - religiné chorvedziy karyba. Apeigos retai



buna ,,tylios® t. . jose dazniausiai giedama ar vargonuojama. Neretai Baznyc¢ios
liturgijoje skamba chorvedziy sukomponuoti kiriniai. Vieni jy kuria specialiai
apeigoms, kiti, pasirinke liturginius tekstus, komponuoja opusus, labiau tinka-
mus koncertams. Tiriamajame darbe gilinamasi i skirtj tarp $iy karéjy ir j XXI a.
Lietuvos chorvedziy-kompozitoriy religine / liturgine muzika.

Darbo tikslas - istirti bei atskleisti, kokia buvo ir yra choro samprata Kataliky
Bazny¢ios dokumentuose bei XXI a. pr. pastoracinéje literataroje, kaip $iandien
liturgijos Lietuvoje dalyviai vertina chorg ir chorine muzikg Baznycios apeigose;
taip pat - liturginiu poziariu charakterizuoti Lietuvos chorvedziy 1990-2015 m.
religine karyba.

Darbo uzdaviniai:

1. Analizuojant I-XX a. Kataliky Bazny¢ios dokumentus atskleisti, kaip kito

baznytinio choro samprata, repertuaras, atlikimo pobudis.

2. Ivertinti bei apibendrinti XX a. IT p. - XXI a. pr. teology ir liturgisty nuo-
mones apie chorg, jo repertuarg ir vaidmenj Kataliky Bazny¢ios apeigose
po liturgijos reformos.

3. Pristatyti, kaip buvo ir yra ugdomi giesmininkai Lietuvoje po 1990
mety.

4. Ivertinus apeigy dalyviy poziarj j baznytinj chorg Lietuvoje, atskleisti ju
nuomoniy skirtumus ir panasumus.

5. Apzvelgti Lietuvos chorvedziy religine 1990-2015 m. kairyba bei jvertinti
kariniy galimybes skambéti liturgijoje.

Tyrimo naujumas ir aktualumas. Muzikai skirtos Kataliky Baznycios doku-
menty nuorodos jau yra sulaukusios nemenko muzikology bei teology démesio
(pvz., D. Kalavinskaités, V. Sikorsko, M. Jonco, A. Ruffo, J. P. Swaino, K. Sen-
kaus darbai), taciau gilesnés Baznyc¢ios dokumenty analizés, démesj kreipiant
i chorg bei chorinés muzikos ypatybes, pasigendama (pazymétini R. Gudelio,
E. G. Stubbso, C. A. Harrisso, i§ dalies V. Sikorsko darbai). Sio tyrimo autorius,
analizuodamas I-XX a. Kataliky Bazny¢ios dokumentus, pristato choro sam-
pratos, repertuaro bei atlikimo pobudzio kaitg jvairiais istoriniais laikotarpiais;
naujausiy Bazny¢ios dokumenty nuorodos svarstomos pasitelkiant dabarties
teology (M. Jonco, A. Ruffo, J. Ratzingerio, J. Galea) jzvalgas.

Antrame tiriamojo darbo skyriuje gvildenami menkai arba visai netyrinéti
aspektai — apeigy dalyviy poziaris  chorg Kataliky Baznycios liturgijoje, choro
giesmininky ugdymo niuansai Lietuvoje bei lietuviy chorvedziy religiné kary-
ba. Chorinés muzikos situacija Kataliky Bazny¢ioje Lietuvoje buvo epizodiskai
tiriama ar apzvelgiama tik J. Bal¢itinaités, R. Gudelio ir R. Aiduko darbuose.
Tyrimo originaluma lemia ne tik baznytinio choro sampratos aptarimas, lietuviy
chorvedziy religinés kirybos i§zvalgymas, bet ir darbe pateikiamos interpreta-
cinés pasirinkty religiniy kariniy analizés (liturginiu pozitriu). Sis tyrimas gali
bati naudingas ne tik muzikologams ar chorvedziams, norintiems susipazinti su



choro sampratos Kataliky Bazny¢ioje kaita ir kitais paminétais aspektais, bet ir
baznyciose dirbantiems muzikams bei dvasininkams, kurie siekia darnaus visy
liturgijos dalyviy bendradarbiavimo ir apeigy grozio.

Tyrimo metodai. Tiriamajame darbe taikomi kokybiniai ir kiekybiniai
tyrimo metodai: mokslinés literataros analizé ir apibendrinimas, lyginamasis,
apra$omasis, interpretacinis metodai, kokybiné turinio analizé, interviu, ap-
klausos.

Darbo struktira. Darbg sudaro jvadas, du skyriai, i§vados, literatiros
saragas ir priedai.

Pirmame skyriuje aptariama, kokia buvo ir yra choro samprata, repertuaras,
atlikimo pobudis Kataliky Bazny¢ios liturgijoje ir kaip chorg vertina dabarties
teologai. Poskyryje 1.1., remiantis R. E Hayburno studija (1979), Adoremus
svetainéje (www.adoremus.org) publikuotais naujausiais Kataliky Baznycios
dokumentais, R. Gudelio (2001), D. Saulnier (2014) ir kity autoriy darbais,
pateikiama choro vaidmens kaita Kataliky Bazny¢ios dokumentuose (I-XX am-
zius), o poskyryje 1.2. apibendrinamos teology M. Jonco (1997), A. Ruffo (2007),
J. Ratzingerio (2012), J. Galea (2016) nuomoneés, jas papildant muzikology
J. P. Swaino (2012) ir D. Kalavinskaités (2011) teiginiais.

Antrame skyriuje gvildenama choro ir chorinés muzikos situacija Kataliky
Bazny¢ioje Lietuvoje. Skyriuje remiamasi pokalbiais su chorvedziais R. Kraucevi-
¢iate (2015), R. Nenénaite (2015), V. Savickaite-Pacitniene (2015), G. Venislovu
(2015), V. Augustinu (2016), N. Jautakiene (2016), V. Liaudanskaite- Vaitkevi¢iene
(2016), V. Miskiniu (2016), D. Zakaru (2016), L. Abariu (2017) ir R. GrazZiniu
(2017), kunigais G. Cerniumi (2016), J. Naujokai¢iu (2016), V. Sikorsku (2016)
ir K. Paliks$a (2017), kompozitore M. Sokaite (2018), taip pat R. Aiduko (1996),
J. Bal¢ianaités (2008) ir kity autoriy darbais. Poskyryje 2.1. analizuojama
dviejy giedojimo muzikos mokykly veikla, giesmininky ugdymo principai
ir pan., taip pat pateikiamas unikalus tyrimas (apklausos) siekiant i$siaiskinti
pasaulietinio choro dainininky poziarj i liturginés / religinés muzikos atlikima.
Poskyryje 2.2. analizuojami trijy specifines funkcijas apeigose atliekanciy grupiy
(dvasininky, baznytiniy chory vadovy, chorvedziy-kompozitoriy) pozitriai j
chora Bazny¢ios liturgijoje Lietuvoje. Tiriama, kaip respondentai vertina muzika
$iandieninése apeigose, koks yra baznytinio choro ir giedanc¢ios bendruomenés
santykis, kada liturgijoje gali giedoti vien choras, kokia yra jaunimo quasi chory
padétis, koks turéty bati baznytinio choro repertuaras etc. Atskiras démesys
kreipiamas j komponuojanciy chorvedziy nuostatas ir nuomones: skirsnyje
2.2.3. nagrinéjamos jy karybinés inspiracijos, Kataliky Bazny¢ios dokumenty
pazinimas, svarstomi jy religiniy opusy koncertiskumo ir lotyny kalbos domi-
navimo baznytinéje karyboje klausimai. Poskyryje 2.3. apzvelgiama Lietuvos
chorvedziy religiné karyba: skirsnyje 2.3.1. aptariami $iuolaikiniy chorvedziy
religinés karybos ypatumai, skirsnyje 2.3.2. pristatomos pasirinkty keturiy



charakteringy kariniy interpretacinés analizés ir pateikiami sialymai, kaip Sie
opusai galéty suskambéti Siandieninése apeigose.

Didzigja dalj tyrimui reikalingy chorvedziy-kompozitoriy naty pavyko rasti
Lietuvos muzikos ir teatro akademijos bibliotekoje, kiti gauti i§ autoriy ir saugomi
asmeniniame tiriamojo darbo autoriaus archyve.

Tiriamasis darbas papildytas Priedais, kur pateikti pokalbiy su dvasininkais
ir chorvedziais i$rasai, kai kuriy chorvedziy karybos sarasai, interpretaciné
Antono Brucknerio karinio Os justi fragmento analizé, darbe analizuojamy
kariniy partitaros.

1. CHORAS KATALIKY BAZNYCIOS LITURGIJOJE

1.1. Choro vaidmens kaita Kataliky Baznyc¢ios dokumentuose

Ivairiais istoriniais laikotarpiais (I-XX a. IT p.) choro funkcionalumas liturgijoje
buvo reglamentuojamas skirtingai: ankstyvojoje Bazny¢ioje vyravo bendresnio
pobudzio nurodymai, o jsigaléjus daugiabalsiSkumui jie tapo vis konkretesni
ir labiau diferencijuoti. Bazny¢ios dokumenty analizé (I-XX a. II p.) padeda
atskleisti choro sampratos ir funkcionalumo pokytj. Siame poskyryje remiamasi
D. Kalavinskaités pateikiama Bazny¢ios dokumenty klasifikacija (Kalavinskaité
2011), kuri yra orientuota j muzikos raida ir stiliy kaita bei svarbiausius Kataliky
Bazny¢ios jvykius.

1.1.1. Monodijos formavimosi ir jsitvirtinimo etapas (I-X a.)

Giedojimas, kaip neatskiriama apeigy dalis, buvo reguliuojamas nuo pirmyjy
krik$c¢ionybés amziy. I$ I takstantmecio popieziy nurodymy ir jsakymy nu-
manoma muzikos vieta liturgijoje, ta¢iau chorui neskirta daug démesio. Sio
laikotarpio dokumentai susij¢ su vienabalsio giedojimo plétra. Nors choro
veikla to meto apeigose dar menkai buvo reguliuojama Bazny¢ios dokumentais,
choras - kaip schola cantorum - tampa organizuotu elementu ir pagrindiniu
giedojimo atlikéju.

1.1.2. Daugiabalsés muzikos plétra iki Tridento susirinkimo imtinai (XI-XV1 a.)
Nors choralo giedojimas kaip pagrindinis baznytinés muzikos stilius minimas
popieziy ir vélesniais amziais (XIII-XIV a.), ta¢iau Baznycios apeigose vis labiau
jsigaléjo daugiabalsiska muzika. Sudétingéjant repertuarui, kurj gal¢jo atlikti tik
muzikinj i$silavinima turintys asmenys, choro svarba didéjo — pasak V. Sikorsko,
choras daznai atlikdavo visus liturginius giedojimus, o giedojimas tapo specialisty
reikalu (Sikorskas 2012). Choriné daugiabalsé muzika suklestéjo Renesanso
epochoje - iskilmingoms progoms skirti to meto kairiniai ,,buvo sudaryti i§ dau-
gybés partijy, jos paprastai skaidytos [suskirstytos] j subchorus® (Unger 2010: 3).



Aptariamame baznytinés muzikos raidos etape (XI-XVTI a.) Kataliky Bazny¢ios
dokumenty nurodymai, sietini su muzika ir choro veikla liturgijoje, tapo kon-
kretesni ir jsakmesni. Plétojantis polifoninei muzikai, pagrindiniu ir svarbiausiu
giedojimu Baznycios apeigose tebelaikomas grigaliskasis choralas. Baznytiniais
dokumentais, ypa¢ Tridento susirinkimo nutarimais, siekiama sustabdyti litur-
ginés muzikos pasaulietiskéjima, besireiskiantj daugiatekstiskumu, nemaldingu
giedojimu ar instrumentine muzika.

1.1.3. Baroko ir klasicizmo (XVII-XVIII a.) etapas

Tridento susirinkimas nurodé gaires, kuriomis remiantis kelis tolesnius amzius

(iki Vatikano II susirinkimo), nepaisant stiliy kaitos, buvo plétojama baznytiné

muzika ir choro veikla liturgijoje. Pradedant baroko epocha jsivyravo koncertinis

stilius - jis neaplenké ir baznytinés karybos. Pasak A. Ruffo, didéjancia atskirtj

tarp muzikinio atlikimo ir liturgijos simbolizuoja choro perkélimas j baznycios

gale esancig palépe prie vargony (Ruff 2007). XVII-XVIII a. popieziy doku-
mentuose buvo jtvirtinti Tridento susirinkimo nuostatai, susije su grigaliskojo

choralo svarba ir pirmenybe Bazny¢ios apeigose, aprobuoty liturginiy teksty

vientisumu, daugiabalsés muzikos, instrumenty naudojimo galimybémis litur-
gijoje. Dokumentuose pazymima asmeniné chorvedziy atsakomybé uz apeigose

skambancia muzika, o choras suvokiamas kaip pagrindinis giedotojas, i$skiriant

ji i§ bendruomenés.

1.1.4. Liturginio sgjudzio (XIX-XX a. pr.) etapas

XIX a. muzikos raidos tendencijos kélé naujy i$$tukiy dvasininkijai ir muzikams.
M. Ungeris nurodo, kad dauguma baznytiniy klasicizmo epochos kompozicijy
buvo skirtos santykinai maziems bazny¢iy ir dvaro kapely chorams, o roman-
tizmo kompozicijos linko j grandioziskuma, rodydamos augancia kompozitoriy
menine autonomijg. Religinés kiirybos koncertiskumas ir teatraliSkumas skatino
kurtis baznytiniy muziky judéjimus, siekusius grazinti j kataliky liturgija dau-
giabalsi$kuma be pritarimo (zr. Unger 2010) - XIX a. jvairiose $alyse pradéjo
burtis $v. Cecilijos draugijos, kurios ,,stengési atkurti grynuma (tyruma), kurj
tikéjo egzistavus ankstesnése <...> epochose® (Ruff 2007: 385).

1.1.5. XX a. reformy iki Vatikano II susirinkimo etapas

Popieziaus Pijaus X motu proprio Tra la sollecitudini (1903) choro veikla buvo
prilyginta liturginei tarnystei. Aptariamu laikotarpiu apeigoms tinkamiausiais
laikomi grigaliskasis giedojimas ir baznytiné polifonija, o moderni muzika
leistina tik tuomet, jeigu skleidZia dvasingus, dievobaimingus jausmus. Iki
pop. Pijaus XII enciklikos Musicae sacrae disciplina choro veikloje uzdrausta
dalyvauti moterims. LeidZziama giedoti tik lotyniskai, kariniai turi bati pagal
aprobuotus ir nekupitiruotus tekstus. Dokumentuose pazymima, kad chorvedziai



ir choristai turi gerai iSmanyti baznytine muzika ir bati uolas katalikai, o chorus
ir scholas rekomenduojama steigti prie visy bazny¢iy. Kai kuriuose XX a. I p.
dokumentuose nurodoma, kad kitas svarbus (giedantis) dalyvis apeigose greta
choro - bendruomené.

1.1.6. Liturginio atnaujinimo po Vatikano II susirinkimo etapas

Vatikano II susirinkimui inicijavus liturgijos reforma, choro vaidmuo kinta: jis
tampa bendruomenés dalimi, o pagrindiné jo misija — padéti giedoti tikintie-
siems. Choro repertuarg gali sudaryti jvairiy Zanry ir stiliy muzika - nuo psal-
miy iki $iuolaikiniy kariniy, pritaikyty tam tikroms bendruomenés grupéms;
neatmetama ir neliturginiy opusy galimybé. Chorams leidZiama giedoti gimtaja
kalba - lotyny kalbos svarba sumenksta. Pakinta ir chorvedziy vaidmuo: jie
tampa giesmiy vadovais, atsakingais ne tik uz choro, bet ir uz viso samburio
giedojima apeigose.

1.1.7. Choro sampratos I-XX a. dinamika

Istyrus I-XX a. Kataliky Bazny¢ios dokumentus galima teigti, kad choras visais
amziais buvo svarbus ir batinas liturgijoje. Baznytinio choro autonomiskumas
vis didéjo — nuo IV a. jis tapo atskira grupe bendruomenéje, o VIII a. pirmasyk
buvo apibréztos choro (schola cantorum) funkcijos. Ilgainiui choras perémeé visus
liturginius giedojimus. Choro autonomijos apeigose kulminacija - XIX-XX a.
pradzia. Choro repertuaras taip pat darési vis gausesnis ir jvairesnis, buvo ,,jkan-
damas® tik profesionaliems giedotojams ir net jgijo koncertinj pobudj (ypa¢ nuo
XVII a.), per kurj baznytiné karyba atsiskyré nuo nataralios liturginiy apeigy
tékmés. Greta choralo buvo pripazinta polifoniné karyba a cappella - pastarasias
dvi rasis ,,kanonizavus®, XVIII-XX a. pr. dokumentuose su iSlygomis apeigose
leista ir ,,moderni“ vokaliné instrumentiné karyba. Po liturgijos reformos
(XX a. I p.) apeigose skambancios muzikos jvairové pasieké maksimumg, o
reguliavimas sumenko.

1.2. Baznytinés muzikos ir baznytinio choro samprata siuolaikinéje

(XX a. II p. - XXI a. pr.) teologinéje, pastoracinéje literatiroje

Siekiant atskleisti baznytinés muzikos ir choro sampratos panasumus bei skir-
tumus XX a. IT p. - XXI a. pr. teologinéje, pastoracinéje literatairoje, poskyryje
1.2. apzvelgiamos teology (J. M. Jonco, J. Ratzingerio, A. Ruffo) ir muzikology
(J. P. Swaino, D. Kalavinskaités) nuomonés apie baznyting muzikg ir chora.

1.2.1. Choras Kataliky BaZnycios liturgijoje

I$ liturgisty, teology ir baznytine muzika tirian¢iy muzikology svarstymy matyti,
kad iki Vatikano II susirinkimo choras buvo suvokiamas kaip quasi dvasinis (su-
darytas tik i§ vyry) kolektyvas — §i samprata pradéjo nykti prie§ pat Susirinkima.



Su baznytinio choro statuso pasikeitimu yra susijes motery jtraukimas j chory
veikla ir bendruomeninio giedojimo aktualizavimas Kataliky Bazny¢ios liturgijo-
je. Po Vatikano II susirinkimo choras, $iuolaikiniy teology ir liturgisty nuomone,
yra tikin¢iyjy bendruomeneés dalis, turinti padéti giedoti sambiriui, o negalint
bendruomenei Viespatj $lovinti giesmémis - ja (negiedancia) pakeisti.

1.2.2. Choro repertuaras Kataliky BaZnycios liturgijoje

Sambirio giedojimo sureik§minimas paskatino Bazny¢ioje tradicija buvusiy
keliabalsiy giesmiy bei grigali$kojo choralo nykimg i§ chory repertuaro, o $ias
muzikos rasis i§ dalies pakeité lengvos, dazniausiai vienbalsés, pop stiliaus
giesmelés. Profesionalios muzikos nykimui taip pat jtakos turéjo priessusi-
rinkiminiai dokumentai, kuriais leista giedoti populiarias religines giesmes, ir
posusirinkiminiai dokumentai, kuriais leista liturgijoje giedoti ne tik lotyny,
bet ir gimtaja kalba.

1.2.3. Choro giedojimo pobudis Kataliky Baznycios liturgijoje

Kataliky Bazny¢ios dokumenty aptarimas (interpretavimas) teology, liturgisty
bei muzikology studijose rodo, kad liturgijos ir baznytinés muzikos specialisty
nuomonés skiriasi (ypa¢ dél tam tikry ordinarium daliy giedojimo): vieni prita-
ria vien choro giedojimui apeigose, kiti gina choro ir bendruomenés giedojima.
Nors daugiabalsé choriné muzika specifi$kiau charakterizuoja Kataliky Bazny¢ia,
taciau jos sklaida apeigose po liturgijos reformos yra ribota - ji labiau tinkama ne
liturgijai, o dvasiniams koncertams. Vien chorui atlikti visa tradicinj ordinarium
ciklg atnaujintose apeigose nejmanoma, ta¢iau daugiabalsius karinius galima
giedoti kaip proprium dalis.

2. CHORAS KATALIKU BAZNYCIOJE LIETUVOJE

Lietuvai laisvinantis i§ okupacijos (XX a. 9 de$imtmetis), vél atgauta tikéjimo ir
zodzio laisvé, émé rastis chorai, kurtis giedojimo mokyklos, buvo pradéti rengti
religinés muzikos konkursai-festivaliai etc. Sie procesai tapo akstinu lietuviy
kompozitoriams ir chorvedziams kurti religine muzika.

Bazny¢ios apeigoms yra labai svarbis teorijos — Bazny¢ios dokumenty nuo-
rody - jkanytojai ir interpretatoriai, tad $iame skyriuje gvildenamos ir apiben-
drinamos dvasininky, chorvedziy ir chorvedziy-kompozitoriy, taip pat choristy
(i$ dalies) pozicijos. Darant prielaida, jog esamos kulttiros Lietuvos bazny¢iose
padétis sietina ir su XX a. pab. jsteigtomis giedojimo mokyklomis, pirmiausia
apzvelgiamos Kauno sakralinés muzikos bei Vilniaus Bernardiny baznycios
giedojimo mokykly radimosi salygos, veikla, esminiai choristy ugdymo (tiek
muzikinio, tiek dvasinio) principai.



2.1. Choro giesmininky ugdymas Lietuvoje

2.1.1. Giedojimo mokyklos Lietuvoje po 1990 mety

Bernardiny bazny¢ios giedojimo mokykla ir Kauno sakraliné muzikos mokykla

buvo jkurtos jau anks¢iau suburty chory pagrindu. I$analizavus $iy mokykly

jsteigimo salygy, ugdymo koncepcijy, chory veikly skirtumus ir panasumus

galima teigti, jog abi mokyklos buvo ir yra svarbus baznytinés muzikos lavinimo

Zidiniai Lietuvoje. Mokykly kolektyvai nuolat dalyvauja ir pasaulietiniuose ren-
giniuose Lietuvoje bei uzsienyje, taciau jy veikla yra neatskiriama nuo Bazny¢ios

apeigy — chorai reguliariai gieda savo parapijy baznyciose $v. Misiy metu. Kauno

sakralinés muzikos mokykloje vykdomas tradicinis ugdymas (kaip papildantis

formalyjj ugdyma), taciau su religine pakraipa, o lavinimas Bernardiny giedoji-
mo mokykloje yra ekstraordinarus (teoriniy discipliny mokoma tik 1-4 klasése,
ta¢iau mokiniai turi individualias dainavimo pamokas). D¢l to galima teigti,
kad Bernardiny giedojimo mokyklos ugdymo koncepcija labiau orientuota j

choro giedojimg (choriné mokykla), o Kauno sakralinés muzikos mokyklos -
j tradicinj muzikinj ugdyma.

2.1.2. Pasaulietinio choro dainininky poZiuris j liturgineés / religinés muzikos
atlikimg
Religine muzikg gieda ne tik baznytiniai, bet ir pasaulietiniai chorai. Nors pasta-
rujy dalyviai dazniausiai yra profesionalesni, jie neturi pakankamos dalyvavimo
liturgijoje patirties, nemoka lotyny kalbos, néra susipazine su baznytinio meno
istorija (jskaitant Bazny¢ios dokumentus ir jy reikalavimus religinés muzikos
karéjams bei atlikéjams). 2015-2016 m. $io darbo autorius su valstybiniu choru
,Vilnius® parengeé ir koncertuose atliko dvi religinés muzikos programas: 2015 m. -
senovinés muzikos (XVI-XVII a. kariniai), 2016 m. - vélyvojo romantizmo
(XIX a. kariniai). Choristai buvo supazindinti su medziaga, kurioje glaustai
pristatyti XVI-XIX a. Kataliky Bazny¢ios dokumentai; ja buvo remtasi repeticijy
metu, ruosiant koncertines programas. Tyrime i§ryskéje tam tikri Baznycios
nuorody ir respondenty nuomoniy neatitikimai (pvz., dél kariniy skambéjimo
to meto ir $iuolaikinése apeigose) yra susije su per menku $vietimu liturginés
muzikos srityje apskritai. Tikétina, kad choristai savo nuomones grindé ne
konkreciy Bazny¢ios dokumenty nuorodomis, o empirine patirtimi giedant tiek
Renesanso-ankstyvojo baroko karinius, tiek vélyvojo romantizmo opusus.

2.2. Apeigy dalyviy poziuris j chora Kataliky Baznycios liturgijoje

2.2.1. Dvasininky poZitris j chorg Kataliky BaZnycios liturgijoje

Lietuvos dvasininky pozitris { chorg Kataliky Bazny¢ios apeigose atskleidziamas
remiantis $io darbo autoriaus pokalbiais (2015-2017 m.), J. Bal¢ianaités tyrime
(2008 m.) pateiktomis Lietuvos dvasininky jzvalgomis, taip pat kun. K. Senkaus
knyga Dievo garbei ir Zmoniy dzZiaugsmui (2016). Apzvelgiamos vienuolikos
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Vilniaus, Kauno, Siauliy miesty baznyciose tarnaujanciy ar tarnavusiy dvasi-
ninky nuomonés apie baznytinio choro funkcijas, samprata, repertuarg ir pan.
Apibendrinant dvasininky nuomones galima teigti, kad $iuolaikinéje Kataliky
Bazny¢ios liturgijoje jiems priimtini Sie muzikos stiliai: grigalikasis choralas,
tradicinis daugiabalsis giedojimas, liaudiskos giesmés, meditaciniai-charizma-
tiniai kariniai. Nors bendruomeninis giedojimas yra artimesnis keliy paskutiniy
$imtmeciy protestantiskai tradicijai, taciau Lietuvos kataliky dvasininky jis yra
skatinamas (atliepiant j Kataliky Baznycios dokumenty nurodymus). Baznytinis
choras - pirmiausia sambirio pagalbininkas, o jo repertuaras turéty buti orien-
tuotas | bendruomenés galimybes giedoti. Nors dvasininkai skatina samburio
giedojimg, tac¢iau neatmeta ir vien choro galimybés giedoti apeigose. Vien chorui
sialoma giedoti proprium misiy dalis, taip pat retoms ir $ventinéms liturginéms
progoms skirtas giesmes (kompozicijas).

2.2.2. Baznytiniy chory vadovy poZiiiris j chorg Kataliky Bazny(ios liturgijoje
Chorvedziy pozitris atskleidZziamas remiantis $io darbo autoriaus pokalbiais
(2015-2017 m.) su R. Nenénaite, V. Savickaité-Pacitniene, R. Krauceviciute,
V. Liaudanskaité- Vaitkevi¢iene, G. Venislovu, R. Graziniu. Chorvedziai, prie$in-
gai nei dvasininkai, baznytinj chorg traktuoja kaip daugmaz atskirg sambdrio dalj.
Vien choro giedojimas, ju nuomone, yra svarbus ir galéty skleistis pirmiausia
iskilmingose apeigose, o sutartinai giedanti kataliky bendruomené Lietuvoje
galéty buti siekiamybé. Chorvedziai, kaip ir dvasininkai, jaunimo quasi chory
veiklos Baznyc¢ios apeigose nesmerkia - jg traktuoja pirmiausia kaip sielovadine,
taciau kritikuoja $iy grupiy atliekamy giesmiy primityvuma.

2.2.3. Chorvedziy-kompozitoriy poziiiris j chorg Kataliky Baznycios liturgijoje
Komponuojanciy chorvedziy poziaris j chorg Kataliky Baznycios liturgijoje
atskleidziamas remiantis darbo autoriaus pokalbiais (2016-2017 m.) su V. Au-
gustinu, V. Miskiniu, D. Zakaru ir L. Abariu. Apklausa rodo, kad pagrindinis
chorvedziy-kompozitoriy religinés kiarybos inspiracijos $altinis - liturginis
tekstas. Jis laikomas muzikai lygiaver¢iu kompozicijos démeniu; siekiama mu-
zikos ir teksto vienovés. V. Miskinis, V. Augustinas ir D. Zakaras komponuoja
orientuodamiesi j koncertavimag, jy karyboje dél universalumo ir didesniy
sklaidos galimybiy dominuoja lotyny kalba. V. Miskinis ir D. Zakaras pasisako
uz vien choro muzikavima liturgijoje, o V. Augustinas ir L. Abaris palaiko choro
drauge su bendruomene giedojimo idéja. Chorvedziai-kompozitoriai nemato
(i8skyrus L. Abarj) neigiamos liturginés reformos jtakos baznytiniams chorams
ir daugiabalséms kompozicijoms jy repertuare; respondenty nuomone, uz da-
bartine prasta baznytinés muzikos situacija (Lietuvoje) yra atsakingi Kataliky
Bazny¢ios hierarchai.
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2.3. Lietuviy chorvedziy-kompozitoriy religiné kiryba

Chorvedziy kiarybiné veikla gali bati dvejopa. Pirma, jie vadovauja chorams,
rengia koncertines programas, interpretuoja karinius. Antra, nemazai chorve-
dziy greta praktinés choro dirigento veiklos uzsiima ir komponavimu. Religinés
(baznytinés) kirybos srityje jvairiais istoriniais laikotarpiais chorvedziai buvo
vieni i§ aktyviausiai kurianciyjy. Ilgg laika religiné (choriné) karyba buvo tai-
komojo pobudzio — deramai galéjo skleistis baznyc¢iose apeigy metu, ir patys
jos karéjai buvo liturgiskai aktyvas. Ilgainiui didéjant kompozitoriaus (karéjo)
laisvei bei emancipacijai, i$ryskéjo ir kita - liturgiskai pasyviy — kompozitoriy
kategorija: jy religiniai opusai buvo labiau skirti koncertams nei Bazny¢ios litur-
gijai. Liturgiskai aktyviy bei pasyviy karéjy skirtis skleidziasi ir Zvelgiant  XIX a.
pab. - XX a. vid. lietuviy chorvedziy kiryba. XX a. 9-ojo deSimtmecio antroje
puséje pradéta aktyviai burti baznytinius chorus, o chorvedziai pradéjo aktyviai
kultivuoti religinés muzikos barus, nors jy karybg ir ribojo tikéjimo, liturgijos
bei Bazny¢ios dokumenty pazinimo stoka (Kalavinskaité 2009).

2.3.1. Siuolaikinés religinés chorvedZiy kiirybos ypatumai

Dabartiné Lietuvos chorvedziy-kompozitoriy religiné karyba pristatoma ana-
lizuojant keturiy autoriy — V. Augustino, L. Abario, V. Miskinio ir D. Zakaro -
kirinius chorui. Sie autoriai pasirinkti pirmiausia dél jy muzikos populiarumo
Lietuvoje ir uzsienyje. V. Augustinas, V. Miskinis ir D. Zakaras yra liturgiskai
pasyvis, o L. Abaris - liturgiskai aktyvus, ir tai leidZia atskleisti liturgiskai
pasyviy bei liturgiskai aktyviy chorvedziy religinés karybos skirtumus. Papil-
dant liturgiskai aktyviy chorvedziy-kompozitoriy karybos lauka pasitelkiami
R. Krauceviciatés ir V. Liaudanskaités-Vaitkevi¢ienés opusai. Liturgiskai pasy-
viems karéjams (V. Augustinui, V. Miskiniui, D. Zakarui) badinga jmantresné
muzikos kalba, eksperimenti$kumas, liturgiskai pasyvus karéjai daznai pasitelkia
ekstraordinarias atlikéjy sudétis. Liturgiskai aktyviems karéjams (L. Abariui,
V. Liaudanskaitei- Vaitkevic¢ienei, R. Krauceviciatei) budinga paprastesné muzikos
kalba — nesudétinga ritmika, nuosekli balsavada, dainininkams patogi tesitara.

2.3.2. Interpretacinés chorvedziy-kompozitoriy religiniy kiriniy analizés
Interpretaciniy analiziy tikslas — pristatyti galimus kariniy atlikimo liturgijoje
sunkumus ir pateikti jy sprendimo buadus. Kariniy pasirinkimg nulémé Sios
priezastys: 1) parinkti opusai charakteringi D. Zakaro, V. Miskinio, V. Augusti-
no, L. Abario religinei karybai; 2) tiriamojo darbo autorius $iuos karinius yra
repetaves ir / ar atlikes Baznycios apeigose ir koncertuose; 3) $ie kariniai yra
populiaras Lietuvos ir uzsienio baznytiniy ir pasaulietiniy chory repertuare.
Interpretacinése analizése pateikiami atlikimo / interpretacijos budai (sietini su
cezaromis, frazés centru (centrais), dinamikos parinkimu), kuriuos pasitelkus,
opusai galéty visavertiSkai skambéti Kataliky Bazny¢ios liturgijoje.
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2.3.2.1. Donato Zakaro ,,In monte Oliveti analizé (galimybeé pritaikyti liturgijai)

»In monte Oliveti“ (2005) - nedidelés apimties (66 taktai) ir trukmés (apie
4 min.) motetas. Liturgijoje jis deréty gavénios laikotarpiu, ypa¢ per DidZiojo
penktadienio apeigas. Karinio muzikos kalba néra itin paprasta - tai apsunkina
galimybe sykiu giedoti visiems tikintiesiems. Vien chorui opusg geriausia atlikti
tylos, susikaupimo (aukojimo, komunijos) metu ar po $v. Misiy.

2.3.2.2. Vytauto Miskinio ,,Jubilate Deo“ Nr. 2 analizé (galimybe pritaikyti liturgijai)

»Jubilate Deo“ Nr. 2 (2005) - himninio pobudZio, nedidelés apimties (63 taktai)
ir trukmeés (apie 4 min.) misriam $e$iy balsy chorui a cappella skirtas opusas.
Kiarinio krastinése dalyse vyrauja greitas tempas, kuriam kontrastuoja vidurinés
dalies ramus charakteris ir daugiau nei perpus létesnis tempas. Opusas grin-
dziamas kontrasto principu, pasirenkant gana ryskia tempo kaita ir itin staigius
bei nenuoseklius dinamikos poky¢ius. Liturginiu poZitriu ,,Jubilate Deo* Nr. 2
labiausiai tikty Velyky laikotarpio apeigose, taip pat kity iskilmingy $venciy
metu. Karinj galima atlikti velykinés liturgijos pradzioje kaip jzangine giesme
ar bet kuriy $ventiniy apeigy pabaigoje po kunigo palaiminimo.

2.3.2.3. Vaclovo Augustino ,,Jerusalem, surge® analizé (galimybé pritaikyti liturgijai)

»Jerusalem, surge” (2012) — nedidelés apimties (54 taktai) ir trukmés (apie 4 min.)
opusas astuoniy balsy miSriam chorui a cappella. Niari nuotaika ryski ne tik
liturginiame tekste, bet ir V. Augustino vartojamoje muzikos kalboje: karinio
pradzioje ir pabaigoje kompozitorius pasitelkia mazyjy sekundy (ar sykiu ir
mazyjuy, ir didZiyjy) saskambius, kurie sukelia baugumo jspudj. Pagal liturgine
paskirtj ,,Jerusalem, surge“ priklauso nereformuotos Valandy liturgijos DidZiojo
$estadienio apeigoms. Po Valandy liturgijos reformos $io responsorijaus Valan-
dose (liturgijoje) nebeliko. Analizuojama V. Augustino karinj bty galima atlikti
gavénios laikotarpiu, susikaupimo (bendruomeninés tylos) momentais — per
aukojima, komunija, taip pat prie§ §v. Misias ar po juy.

2.3.2.4. Leonido Abario Psalmés Nr. 3 analizé (liturginis aspektas)

Psalmé Nr. 3 - choriné miniatitira (11 takty), kurios trukmé priklauso nuo karinj

diriguojancio chorvedzio pasirinkto tempo ir pakartojimy skaiciaus. Giesmé skirta

keturiy balsy misSriam chorui a cappella. Karinys nesudétingas, skaidrios harmo-
nijos, o tekstas déliojamas silabiSkai. Partijy diapazonai néra platis, balsavada

nuosekli, o melodija lengvai jsimenama. Dél to opusa gali giedoti ir visi tikintieji.
Bendruomené j giedojima galéty jsitraukti arba chorui pagiedojus pirma sakinj

(giedoti tik antra sakinj), arba gali giedoti visg karinj istisai. Pagal liturgine paskirtj

Psalmé Nr. 3 priklauso eiliniam laikotarpiui, tad Bazny¢ios apeigose gali skambéti

daznai. Giedant vien chorui, ji tinka kaip jZangos, aukojimo, komunijos ar ir pa-
baigos giesmé. Kaip jZangos ar pabaigos giesme ja galéty giedoti visi tikintieji.
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ISVADOS

IStyrus I-XX a. Kataliky Bazny¢ios dokumentus, apzvelgus teology, liturgisty
ir muzikology nuomones baznytinio choro bei religinés / liturginés muzikos
klausimais, taip pat pagvildenus $iuolaikiniy chorvedziy-kompozitoriy religine
karyba, darbo autorius daro $ias iSvadas:

1. Kataliky Baznyc¢ios muzikai ir muzikavimui skirti I-XX a. potvarkiai rodo,
kad choras apeigose buvo svarbus visais amziais. Pirmajj kriks¢ionybés taks-
tantmetj choras tampa organizuotu elementu (schola cantorum) bei pagrindiniu
giedojimo atlikéju; XII-XIV a. atsiradus daugiabalsi$kumui chorai profesionaléja,
suformuojamas etaloninis kolektyvo modelis (Romos popieziskasis choras);
XVII-XIX a. choras suvokiamas kaip pagrindinis muzikos atlikéjas liturgijoje,
ji isskiriant i§ bendruomenés; XX a. iki Vatikano II susirinkimo choro veikla
prilyginama liturginei tarnystei (giedojimas chore — vyry privilegija), o po
Vatikano II susirinkimo choras tampa bendruomenés dalimi. [vertinus [-XX a.
Kataliky Bazny¢ios dokumentus galima teigti, jog dokumentai iki Vatikano
II susirinkimo yra orientuoti j profesionalig chory, kaip organizuoty Baznycios
elementy, plétrg, o dokumentai, priimti po Vatikano II susirinkimo, choro pro-
fesionalumo atzvilgiu gana destruktyvis. Choras tampa bendruomenés dalimi
(turi prisitaikyti prie jos poreikiy).

2. Baznytinio choro repertuare I-XX a. tinkamiausiu baznytiniu stiliumi
laikomas grigali$kasis choralas. Pirmajame tukstantmetyje minimi himnai ir
psalmés, XII-XVT a. - daugiabalsé baznytiné muzika, XVII-XIX a. - bazny-
tiné polifonija bei paprastesnés giesmés, instrumentinis pritarimas leidZziamas
tiek, kiek jis neuzgozia giedojimo (a cappella giedojimo stilius islieka vertybé);
XX a. iki Vatikano II susirinkimo choro repertuare leidziama baznytiné polifo-
nija bei $iuolaikiné muzika, o po Vatikano II susirinkimo galimi jvairts Zanrai
(baznytiné polifonija, Siuolaikiné tam tikroms tikin¢iyjy grupéms pritaikoma
muzika etc.). Grigali$kasis choralas nuolatos buvo ir yra laikomas paciu tinka-
miausiu Baznycios apeigoms. Kiti stiliai nuolat keitési, ju daugéjo, taciau greta
choralo jsitvirtino tik Renesanso a cappella. Dabartinése Baznycios apeigose
atlikti sudétingesne (daugiabalse) muzika beveik nejmanoma, o choro reper-
tuaras turi buti sudaromas atsizvelgiant j tam tikrus aspektus, pvz., samburio
galimybes giedoti.

3. Visy amziy dokumentuose pazymima aigkios tarties butinybé, teksta
nurodant kaip pagrindinj muzikiniy kompozicijy démenj, akcentuojamas mu-
zikinis ugdymas (giedojimo mokyklos) bei profanisky elementy pasalinimas i$
karybos ir atlikimo. Nuo XVII a. nurodoma asmeniné chorvedziy atsakomybé
dél skambancios muzikos liturgijoje (repertuaro parinkimas, profesionalus
choristy ugdymas etc.), o po Vatikano II susirinkimo chorvedziai vadinami
giesmiy vadovais (turi vadovauti ne tik choro, bet ir bendruomenés giedojimui).
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Kaip matome, Bazny¢ios hierarchams visada buvo ir yra svarbu, kad liturginé
muzika buty i$gryninta, atribota nuo profanisky elementy. Iki Vatikano II su-
sirinkimo jy nurodymai buvo jsakmesni, o uz nuorody jgyvendinima tiesiogiai
atsakingi chorvedziai. Po Susirinkimo, baznytiniy chory vadovams praradus
savaji statusg (tapus giesmiy vadovais, kurie turi prisitaikyti prie bazny¢iy ben-
druomeniy poreikiy), o Bazny¢ios dokumenty potvarkiams laisvéjant, pasaulie-
tiskumo sklaida apeigose tapo ganétinai aktyvi. Tai patvirtina ir darbo autoriaus
empiriné patirtis (daznai Baznycios liturgijoje skamba giesmés, primenancios
pop stiliaus dainas, o kartais ir pasaulietiniai kariniai i$ kino filmy).

4. Teologai, liturgistai ir muzikologai antrina Kataliky Bazny¢ios dokumenty
nurodymams - iki Vatikano II susirinkimo baznytinj chorg jie suvokia kaip quasi
dvasinj (tik i§ vyry sudaryta) kolektyva, o po Susirinkimo iskeliama bendruome-
ninio choro (kaip Bazny¢ios samburio dalies) idéja. Bendruomené - pagrindinis
apeigy dalyvis, sumazines choro reik§me Kataliky Bazny¢ios liturgijoje. Teology,
liturgisty ir muzikology nuomoniy jvairové patvirtina, kad liturginio choro vaid-
muo dabartinése apeigose nepakankamai apibréztas (choras — bendruomenés
dalis, vadovaujanti sambirio giedojimui).

5. Liturgisty ir teology nuomone, liturginé muzika yra logocentrinio — pir-
miausia orientuoto j Zodj, jo iStartj - prado. Iki Vatikano II susirinkimo buvusiam
tradiciniam (daugiabalsiam) baznytinio choro repertuarui didele neigiama jtaka
padaré galimybé Baznycios apeigose giedoti ne tik lotyny, bet ir kitomis kalbomis:
sumenko daugiabalsés (polifoninés) chorinés muzikos bei grigaliskojo choralo
svarba chory repertuare. Po liturginés reformos, integravus bendruomene j
giedojima, baznytinis choras viso ordinarium ciklo apeigose atlikti nebegali.
Dél atskiry, pvz., Sanctus, daliy teology, muzikology ir liturgisty nuomonés
nesutampa. Vien choro galéty buti giedamos proprium dalys.

I§ Lietuvos giedojimo mokykly veiklos analizés, darbo su pasaulietiniu
choru (repetuojant liturgine / religine muzika) bei choristy apklausos rezultaty
ir apibendrinus dvasininky, chorvedziy, chorvedziy-kompozitoriy nuostatas,
kyla $ios i$vados:

6. Vilniuje, Bernardiny giedojimo mokykloje, vaiky ugdymas orientuoja-
mas tik j giedojima chore (uztikrinant galimybe giedoti ir mokykla baigus), o
Kauno sakralinés muzikos mokykloje vaikai prusinami pasitelkiant neformaly
(muzikos mokykloms jprasta) ugdyma. Abi mokyklos uztikrina visavert giesmi-
ninky dalyvavima BaZzny¢ios liturgijoje. Manytina, kad nuo mazumeés choristus
lavinant ne tik muzikine linkme, bet ir dvasiskai, galima pasiekti visapusisky
rezultaty - jie gebés kokybiskai pagiedoti liturginius / religinius opusus Bazny¢ios
apeigose ar koncertuose, suvoks kariniy prasme ir svarbg Bazny¢ios liturgijoje.
Priesinga situacija susiklosciusi pasaulietiniy chory veikloje: nors jie daznai
atlieka religinius / liturginius opusus (paprastai ne liturgijoje, o koncertuose),
Bazny¢ios apeigose dalyvauja pagal individualy poreikj (ne su visu kolektyvu).
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Darbo autoriaus jsitikinimu, tam, kad liturginé / religiné muzika buty teisingai
suvokiama, greta Kataliky Bazny¢ios dokumenty i$manymo itin svarbu aktyviai
dalyvauti liturgijoje. Tai patvirtina atlikto tyrimo (choristy liturginio ugdymo
ir apklausos) rezultatai: kai kuriy atsakymy disonavima su Kataliky Baznycios
dokumenty nuorodomis veikiausiai lémé respondenty abejingumas religinéms
apeigoms ir Bazny¢ios reikalavimams.

7. Lietuvos dvasininkai, atliepdami Kataliky Bazny¢ios dokumenty nuoro-
das, palaiko ir skatina sambdrio giedojima. Choras, anot juy, turi bati baznycios
bendruomenés dalis (bendrai giedancios Bazny¢ios idéja), taciau dvasininkai
neatmeta ir vien choro galimybés giedoti Bazny¢ios liturgijoje (proprium dalys;
didesniy baznytiniy $venciy apeigos; giesmés, kurios liturginiuose metuose
giedamos retai). Lietuvos dvasininkai pabrézia, kad baznytinéje kompozicijoje
liturginis tekstas yra svarbesnis uz muzika. Muzika suvokiama kaip ,liturgijos
tarnaité®, kurios paskirtis — deramai atskleisti maldos ZodZiy prasme ir sustiprinti
ju poveikj. Kaip matome, dvasininkai visi$kai ar i§ dalies antrina Bazny¢ios do-
kumenty nuorodoms. Siekiant, kad pastaryjy buty laikomasi ir deramai plétotysi
baznytiniy chory veikla (giedojimo kokybés atzvilgiu), $io darbo autorius sialyty
Bazny¢ios dvasininkams Lietuvoje inicijuoti liturginiy opusuy, atitinkan¢iy doku-
menty nuorodas, kiiryba, t. y. uzsakyti kompozitoriams karinius, kuriuose galéty
sykiu giedoti ir choras (pvz., daugiabalsiai kariniy epizodai), ir bendruomené
(pvz., vienbalsiai, melodingi ir nesudétingi kariniy epizodai).

8. Lietuvos baznytiniy chory vadovai, nors ir pritaria samburio giedoji-
mui kartu su choru, tad¢iau baznytinj chorg laiko daugiau ar maziau atskira
bendruomenés dalimi. Tiek dvasininkai, tiek ir chorvedZiai vien chorui sitlo
giedoti tam tikromis progomis, tam tikrais liturgijos momentais. Priesingai nei
dvasininkams, chorvedziams baznytinéje kompozicijoje yra svarbi liturginio ir
muzikinio teksto darna, o muzikinis aspektas traktuojamas kaip profesiniy ir
fiziniy atlikéjy galimybiy (choras turi buti pajégus karinj atlikti) bei pradinio
ikvépimo salyga (chorvedziui turi patikti muzika). Baznytinés muzikos etalonu
chorvedziai laiko grigaliskajj chorala bei XX-XXI a. religinius karinius.

9. Chorvedziai-kompozitoriai chora Bazny¢ios liturgijoje apibrézia jvairiai -
kaip atskirg apeigy dalyvj (palaikydami vien choro giedojima), kaip integralig
Bazny¢ios bendruomenés dalj (pritardami choro ir sambirio koegzistavimui).
Nors autoriams rapi, kad jy karyba skambéty Bazny¢ios liturgijoje, taciau jie
nelinke (i§skyrus L. Abarj) atsizvelgti j Bazny¢ios dokumenty nurodymus -
kariniuose gimtaja kalbg vartoja retai, pasirenka ilga opusy trukme, nejprastas
atlikéjy sudétis ir pan. Akivaizdu, kad kariniy galimybe skambéti Baznycios
apeigose riboja chorvedziy-kompozitoriy orientavimasis j koncertinj religiniy /
liturginiy opusy atlikimg bei nepakankamas doméjimasis Baznycios reikalavi-
mais liturginei muzikai.
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10. Analizuojant chorvedziy-kompozitoriy religine karyba, iSryskéja dvi
pagrindinés (liturgiskai aktyviy ir liturgiSkai pasyviy) karéjy grupés ir vienas
tarpinis pogrupis. Liturgi$kai pasyviy (chorvedziy, kurie religine muzikg kuria
koncertiniams atlikimams) karyba - sudétingesné ir jvairesné, o liturgiskai
aktyviy (kurian¢iy Bazny¢ios apeigoms) — nuosaiki ir paprastesné. Pasitelkus
empirine praktika (dirbant su jvairiais tiek baznytiniais, tiek pasaulietiniais
kolektyvais), tiriamajame darbe atliktos interpretacinés lietuviy chorvedziy
kariniy analizés galéty paskatinti dazniau atlikti $iuos karinius Kataliky Baz-
nycios apeigose.

11. Apzvelgus $iuolaikiniy Lietuvos chorvedziy religine / liturgine kiryba
galima teigti, kad ir chory vadovai (greta kompozitoriy) aktyviai kuria. Darbo
autorius jsigilino tik j keliy chorvedziy-kompozitoriy religine / liturgine kiryba,
taciau jy yra ir daugiau (pvz., J. Kalcas, L. V. Lopas, L. Vilkoncius, V. Mazintaité,
J. Serebrinskas etc.), o jy religiné / liturginé kiaryba netyrinéta apskritai arba
tirta labai menkai, epizodiskai. Darbo autorius viliasi, kad $is tiriamasis darbas
paskatins ir kitus menininkus ar mokslininkus atkreipti démesj j dirvonuojancius
religinés muzikos barus.

17






LITHUANIAN ACADEMY OF MUSIC AND THEATRE

Linas Balandis

CHOIR IN THE LITURGY
OF THE CATHOLIC CHURCH

Summary of the artistic research project

Music (P03)

Vilnius, 2018



Artistic research project was conducted during 2014-2018 at the Lithuanian Academy of
Music and Theatre.

Research Supervisor:

Assoc. Prof. Dr. Danuté Kalavinskaité (Lithuanian Academy of Music and Theatre, Hu-
manities, Art Research 03H, Musicology)

The artistic research project will be defended at the Defence Board of Music of the
Lithuanian Academy of Music and Theatre.

Defence Board:

Chairperson:
Prof. Vaclovas Augustinas (Lithuanian Academy of Music and Theatre, Music P03)

Members:

Prof. Vytautas Migkinis (Lithuanian Academy of Music and Theatre, Music P03)

Assoc. Prof. Artiras Dambrauskas (Lithuanian Academy of Music and Theatre, Music P03)
Prof. Dr. (hp) Grazina Daunoravi¢iené (Lithuanian Academy of Music and Theatre,
Humanities, Art Research 03H, Musicology)

Prof. Dr. Martin Boiko (Jazeps Vitols Latvian Academy of Music, Humanities, Art Research)

Reviewer:

Assist. Prof. Dr. Jonas Vilimas (Lithuanian Academy of Music and Theatre, Humanities,
History 05H)

The artistic research project will be defended at the public meeting of the Defence Board
of Music the Lithuanian Academy of Music, Juozas Karosas Hall, on 14th December,
2018, at 10.00 a.m.

Address: Gedimino Ave. 42, LT-01110, Vilnius, Lithuania.

Phone (+370-5) 261 26 91, fax. (+370-5) 212 69 82

The artistic research project is available for review at the library of the Lithuanian Academy
of Music and Theatre.



INTRODUCTION

In various historical periods, the choir was one of the most active participants
in the rituals of the Catholic Church. Next to the clergy, the community (con-
gregation), and other participants of the liturgy, the choir has for centuries
occupied a privileged, exclusive position, as testified by a rich repertoire of
the ecclesiastical music of the 1st through 19th century. However, after the
liturgical reform initiated by the Second Vatican Council, the old choir rep-
ertoire in many cases became out of place in the rituals, the traditional choirs
were replaced by vocal-instrumental groups, and musicians (including choirs)
were encouraged to settle down along the other church goers, so that all the
congregation would be involved in singing. Due to a more active participation
of believers in the liturgy and the establishment of the native language in the
rituals, composers of church music were faced with new challenges. In the
contemporary rituals of the Church, we tend to hear not professionally singing
choirs, but rather individual organists who perform the function of the leaders
of singing, i.e. they sing simple pop-style pieces well known to the congregation.
Quite frequently, church choirs perform light, charismatic-meditative musical
compositions in the liturgy.

In Lithuania, ecclesiastical art was reborn and the activity of church choirs
flourished only after the restoration of independence. The establishment of
church choirs and the initiation of religious music competitions became more
active; moreover, professional composers also started cultivating sacred music
more intensely. Among them, choirmasters took up a phenomenal position and,
next to training choirs (and not only church ones), began to intensely compose
music for liturgical texts. Under the Soviet occupation, the Catholic Church was
unable to fully carry out the updating of the liturgy, therefore, at the beginning
of Independence, church choirs occupied their traditional place in the liturgy
and sang the traditional repertoire. However, over the last decade of the 20th
century, the liturgical reform was also implemented in Lithuania, and church
choirs, choirmasters, and composers of sacred music faced the same challenges
and tasks that Western musicians had been dealing with in the second half of
the 20th century.

An array of arising and previously discussed problems prompted the author
of the present research paper to study the chosen theme through the concept
of the church choir in the documents of the Catholic Church and the pastoral
literature, the views of choirmasters, the clergy, and composers on the church
choir in Lithuania as well as the prisms of sacred compositions of Lithuanian
choirmasters-composers.
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The research object is the church choir in the history of the Catholic Church
and in Lithuania in the late 20th and the early 21st century. The author focuses
both on the development of the concept of the choir as revealed in the docu-
ments of the Catholic Church and its interpretations in the theological-pastoral
literature of the late 20th and the early 21st century. In order to find out what the
situation of ecclesiastical music in Lithuania is and whether the instructions of
the Catholic Church documents are carried out, the research paper examined
the opinions of two groups that had the greatest influence on the church choir:
the clergy and choirmasters. Another object is religious music by choirmasters.
Rituals are rarely “silent”, i.e. they are mainly accompanied by singing or playing
the organ. Frequently in the Church liturgy, compositions written by choirmas-
ters are performed. Some of them compose specifically for rituals, while others,
having chosen liturgical texts, compose opuses more suitable for concerts. This
research paper deals with the difference between those composers as well as
with the religious-liturgical music of Lithuanian choirmasters-composers of
the 21st century.

The aim of the research is to investigate and reveal the former and the
present concepts of the choir in the documents of the Catholic Church and
the pastoral literature of the early 21st century, the views of the contemporary
liturgy participants in Lithuania on the choir and choral music in the Church
rituals, and to characterise the religious music of Lithuanian choirmasters in
the period of 1990 to 2015.

Research objectives:

1. Through the analysis of the documents of the Catholic Church of the 1st
to the 20th century, to reveal the changes in the concepts of the church
choir, the repertoire, and the character of performance.

2. To evaluate and summarise the views of theologians and liturgists on the
choir, its repertoire, and its role in the rituals of the Catholic Church after
the liturgical reform.

3. To present how choir singers were, and are, educated in Lithuania after 1990.

4. Upon evaluating the views of the ritual participants on the church choir
in Lithuania, to reveal the differences and similarities between them.

5. To overview the religious compositions of Lithuanian choirmasters over
the period of 1990 to 2015 and to evaluate their possibilities to be per-
formed in the liturgy.

Novelty and relevance of the research. The references of the documents
of the Catholic Church to music have already drawn substantial attention of
musicians and theologians (e.g., the works of Kalavinskaité, Sikorskas, Joncas,
Ruff, Swain, Senkus), however, deeper analysis of the Church documents, with
a special focus on the choir and the characteristics of choral music, is still
missing (the works of Gudelis, Stubbs, Harris, and partly of Sikorskas should
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be noted). The author of the present research, through the analysis of the 1st
to the 20th century documents of the Catholic Church, presents the changes
in the concept of the choir, the repertoire, and the character of performance in
different historical periods; the references of the latest documents of the Church
are discussed, based on the insights of contemporary theologians (Joncas, Ruff,
Ratzinger, and Galea).

Chapter 2 of the research paper deals with little examined, or totally unex-
amined, aspects: the views of the ritual participants on the choir in the liturgy of
the Catholic Church, the nuances of the education of choir singers in Lithuania,
and religious compositions of Lithuanian choirmasters. The situation of choral
music in the Catholic Church in Lithuania was episodically investigated or
overviewed merely in the works of Bal¢itinaité and Aidukas. The originality of
the paper is predetermined not merely by the discussion of the concept of the
church choir or the examination of the religious compositions of Lithuanian
choirmasters, but also by the interpretive analysis of the selected religious com-
positions (from the liturgical viewpoint) presented in the paper. The research may
be useful not only for musicologists or choirmasters willing to get acquainted
with the changes in the concept of the choir in the Catholic Church and other
above mentioned aspects, but also for the musicians and the clergy working in
churches and seeking harmonious cooperation between all the participants of
the liturgy and the beauty of the ritual.

Research methods. The research paper employs both qualitative and
quantitative research methods: analysis and summary of scientific literature,
comparative, descriptive, and interpretive methods, qualitative content analysis,
interview, and survey.

The structure of the paper. The paper consists of an introduction, two
chapters, conclusions, a list of literature, and appendices.

Chapter 1 presents a discussion of the former and the present concepts of
the choir, its repertoire, and the character of performance in the liturgy of the
Catholic Church as well as the views of the contemporary theologians on the
choir. In Subchapter 1.1, based on Hayburn’s study (1979), the latest documents
of the Catholic Church published on the Adoremus website (www.adoremus.org),
and the works of Gudelis (2001), Saulnier (2014), and other authors, the changes
in the role of the choir in the documents of the Catholic Church (the 1st to the
20th century) are presented, while in Subchapter 1.2, the views of theologians
Joncas (1997), Ruff (2007), Ratzinger (2012), and Galea (2016) are summarised
and supplemented by the arguments of musicologists such as Swain (2012) and
Kalavinskaité (2011).

Chapter 2 looks into the situation of the choir and choral music in the Catho-
lic Church in Lithuania. The chapter is based on the talks with choirmasters
Krauceviciateé (2015), Nenénaité (2015), Savickaité-Pacitniené (2015), Venislovas
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(2015), Augustinas (2016), Jautakiené (2016), Liaudanskaité- Vaitkevic¢iené (2016),
Migkinis (2016), Zakaras (2016), Abarius (2017) and Grazinis (2017), priests

Cernius (2016), Naujokaitis, (2016), Sikorskas (2016), and Paliksa (2017), com-
poser Sokaité (2018) as well as the studies of Aidukas (1996), Bal¢itinaité (2008),
and other authors. Subchapter 2.1 presents an analysis of two music schools of
church singing, the principles of church singer education, etc., as well as unique

research (surveys) in order to find out the views of secular choir singers on the

performance of liturgical / religious music. Subchapter 2.2 deals with the views

on the choir in the Church liturgy in Lithuania of three groups performing

specific functions in church rituals (the clergy, choirmasters of church choirs,
and choirmasters-composers). The author finds out what the respondents think
of music in the contemporary church rituals, what the relationship between the

church choir and the singing congregation is, when the choir alone can perform

in the liturgy, what the situation of the youth quasi choirs is, what should the

repertoire of the church choir be, etc. Special attention is paid to the attitudes

and opinions of composing choirmasters: Section 2.2.3 deals with their creative

inspirations and their knowledge of the Catholic Church documents as well as

the issues of the suitability of their religious opuses for concerts and the pre-
dominance of Latin in their ecclesiastical compositions. Subchapter 2.3 overviews

the religious compositions of Lithuanian choirmasters: Section 2.3.1 looks into

the characteristics of religious compositions of contemporary choirmasters,
and Section 2.3.2 presents an interpretive analysis of four typical compositions

accompanied by recommendations so that the works could be used in contem-
porary rituals.

The majority of the sheet notes of choirmasters-composers required for the
research were found in the library of the Lithuanian Academy of Music and
Theatre, and others were received from the authors and kept in the personal
archives of the author of the research paper.

The research paper was supplemented by Appendices containing extracts
from the talks with the clergy and choirmasters, the lists of compositions of
some choirmasters, an interpretive analysis of a fragment of the composition
Os justi by Anton Bruckner, and the scores of the compositions analysed in
the paper.
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1. THE CHOIR IN THE LITURGY
OF THE CATHOLIC CHURCH

1.1. Changes in the role of the choir in the Catholic Church documents

In various historical periods (the 1st through the second half of the 20th century),
the functionality of the choir in the liturgy was regulated differently: in the early
Church, instructions of a more general character predominated, while with the
establishment of the multi-part singing, they became increasingly specific and
more differentiated. The analysis of the Church documents (covering the 1st
through the second half of the 20th century) enabled the author to reveal the
changes in the concept and functionality of the choir. The sub-chapter is based
on Danuté Kalavinskaité’s classification of Church documents (Kalavinskaité
2011), focusing on the development of music, the changes in its styles, and the
most important events of the Catholic Church.

1.1.1. The stage of monody formation and establishment (the 1st through the 10th
century)

Church singing as an integral part of the ritual was regulated from the very
first centuries of Christianity. The instructions and orders of the Popes in the
1st millennium suggested the place of music in the liturgy, however, the choir
was not paid great attention. The documents of the period were related to the
development of one-voice singing. During that period, the activity of the choir
in the church rites was still little regulated by Church documents, however, the
choir, as schola cantorum, became an organised element and the main performer
of singing.

1.1.2. The development of polyphonic part-singing music up to the Council of Trent
inclusive (the 11th through the 16th century)

Even though chorale singing as the main style of church music was mentioned by
the Popes of the later centuries (the 13th to the 14th), polyphonic part-singing
music got increasingly established in the Church rituals. With the repertoire
becoming more sophisticated so that it could be performed only by people
with musical education, the importance of the choir was increasing: according
to Sikorskas, the choir often performed all the liturgical singing, and singing
became the activity of specialists (Sikorskas 2012). Choral polyphonic music
thrived in the epoch of the Renaissance - compositions devoted to solemn oc-
casions “consisted of a lot of parts and were usually subdivided into subchoirs”
(Unger 2010: 3). In the period of the church music in question (the 11th through
the 16th century), the instructions in the Catholic Church documents related to
music and the activity of choirs in the liturgy became more specific and authori-
tative. In the development of polyphonic music, the Gregorian chant was still
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considered to be the main and the most important singing form in the Church
rituals. Church documents, and especially the resolutions of the Council of
Trent, tried to stop the secularisation of the liturgical music manifested through
multitextuality, non-pious chanting, or instrumental music.

1.1.3. The stage of the Baroque and Classicism (the 17th through the 18th
century)

The Council of Trent outlined the guidelines, based on which the church music
and the choir activity in the liturgy, despite the changes in styles, was developed
for several subsequent centuries (until the Second Vatican Council). Begin-
ning with the Baroque epoch, the concert style was established, including also
religious compositions. According to Ruff, the increasing separation of music
performance and the liturgy was symbolised by the transfer of the choir to the
organ in the attic at the back of the church (Ruff 2007). The papal documents
of the 17th through the 18th century established the provisions of the Council
of Trent related to the importance of the Gregorian chant and its priority in the
Church rituals, the homogeneity of the approved liturgical texts, and the pos-
sibilities of the use of polyphonic music and musical instruments in the liturgy.
The documents laid out the personal responsibility of choirmasters for the music
sounding in the rituals, while the choir was perceived as the main singer and
separated from the congregation.

1.1.4. The stage of the liturgical movement (the 19th through the early 20th
century)

The trends of the music development in the 19th century posed new challenges
to the clergy and musicians. As Unger pointed out, most of the ecclesiastical
compositions of the epoch of Classicism were intended for relatively small church
and manor choirs, while the compositions of Romanticism were developing
towards grandiosity, reflecting the growing artistic autonomy of composers. The
concert-type character and theatricality of religious compositions encouraged
the birth of the movements of church musicians who sought to bring back the
multi-part singing without accompaniment to the Catholic Church (see Unger
2010): in the 19th century, St. Cecilia Societies started emerging in various
countries which “sought to restore the purity that they believed to have existed
in the earlier <...> epochs” (Ruff 2007: 385).

1.1.5. The stage of the 20th century reforms before the Second Vatican Council

By motu proprio Tra la sollecitudini of Pius X (1903), choir activities were equated
to the liturgical service. Over the period in question, it was Gregorian chant and
church polyphony that were considered as the most appropriate for the rituals,
while modern music could be allowed only in cases when it excited spiritual,
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godly feelings. Before the encyclics Musicae sacrae disciplina of Pope Pius XII,
women were not allowed to take part in choir activities. Choir singers could only
sing in Latin, and the lyrics of the compositions had to be approved and not
abridged. The documents noted that choirmasters and singers were requested to
have a good knowledge of church music and to be devout Catholics, while choirs
and scholas were recommended to be established at all churches. As indicated in
some documents of the first half of the 20th century, another important (singing)
participant in the rituals next to the choir was the congregation.

1.1.6. The stage of the liturgical reform after the Second Vatican Council

After the Second Vatican Council had initiated the liturgical reform, the role of
the choir changed: it became part of the congregation, and its main mission was
to help church goers sing. The repertoire of the choir could consist of composi-
tions of different genres and styles: from psalms to contemporary pieces of music
adapted to specific groups of the community; the possibility of non-liturgical
opuses was not excluded. Choirs were allowed to sing in their native language,
and the importance of Latin diminished. The role of the choirmasters changed,
too: they became the leaders of hymn singing in charge of both the choir and
the congregation singing in the rituals.

1.1.7. The dynamics of the concept of the choir in the Ist through the 20th

century

As testified by the documents of the Catholic Church of the 1st through the 20th

century, one can argue that the choir in the liturgy was important and necessary
at all times. The autonomy of the church choir kept increasing: since the 4th cen-
tury, it became a separate group in the congregation, and in the 8th century, the

functions of the choir (schola cantorum) were first defined. In the long run, the

choir took over all the liturgical singing. The culmination of the choir autonomy

in the rituals was reached in the 19th through the 20th century. The repertoire of
the choir also kept increasing and diversifying, and it became “accessible” only to

professional singers; it also acquired a concert-type character (especially since the

17th century), in which church compositions separated from the natural process

of the liturgical rituals. Next to chorale, polyphonic compositions a cappella were

recognised - after the two types had been “canonised”, in the documents of the

18th through the 20th century, “contemporary” vocal-instrumental music was

also allowed with some reservations. After the liturgical reform in the second half
of the 20th century, the diversity of the music performed in the rituals reached

the maximum, while the regulation declined.
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1.2. The concepts of church music and church choir in the contemporary
(the second half of the 20th through the early 21st century) theological and
pastoral literature

In order to reveal the similarities and differences between the concepts of church
music and choir in the theological and pastoral literature of the second half of
the 20th through the early 21st century, subchapter 1.2 summarises the views of
theologians (Jan Michael Joncas, Joseph Ratzinger, Anthony Ruff) and musicolo-
gists (Joseph Peter Swain, Danuté Kalavinskaité) on church music and choir.

1.2.1. The choir in the Liturgy of the Catholic Church

As seen from the considerations of liturgists, theologians, and musicologists
investigating church music, before the Second Vatican Council, the choir was
understood as a quasi spiritual ensemble (made exclusively of men); the concept
started declining just before the Council. The involvement of women in choir
activities and the actualisation of congregational singing was related to the
changes in the status of the church choir. After the Second Vatican Council, the
choir, according to contemporary theologians and liturgists, became part of the
community of believers assisting the singing of the congregation, and in case the
latter was not able to glorify God with hymns, to replace it in singing.

1.2.2. The choir repertoire in the liturgy of the Catholic Church

The prominence given to the congregational singing contributed to the disap-
pearance of hymns sung in parts and Gregorian chant, which used to be a Church
tradition, from the choir repertoire; they were replaced by easy, mostly mono-
phonic, pop-style hymns. The process of the decline of professional music was
also influenced by pre-Council documents that allowed the singing of popular
religious hymns and post-Council documents that permitted the singing in the
liturgy both in Latin and the native language.

1.2.3. The character of choir singing in the liturgy of the Catholic Church

The discussion (interpretation) of the documents of the Catholic Church in the
studies of theologians, liturgists, and musicologists proved that the opinions
of the specialists of church music differed (especially on the singing of certain
parts of the ordinarium): some supported the case of the choir alone singing in
the rituals, while others defended the singing of both the choir and the congre-
gation. Even if the multi-part choral music more specifically characterised the
Catholic Church, its dissemination in the rituals after the liturgical reform was
made limited: it was found more suitable for spiritual concerts, but not for the
liturgy. The choir was unable to perform all the traditional ordinarium cycle in
the updated rituals, however, multi-part compositions could be sung as elements
of the proprium.
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2. THE CHOIR IN THE CATHOLIC CHURCH
OF LITHUANIA

As Lithuania was liberating itself from occupation (the 1980s), the freedoms of
religion and speech were regained, choirs were forming, church-singing schools
were set up, competitions-festivals of religious music started, etc. The processes
stimulated Lithuanian composers, including choirmasters, to compose religious
music.

For the church rituals, the implementors and interpreters of theory (i.e. the
references of the Church documents) are of great importance, therefore, the
present chapter looks into, and summarises, the positions of the clergy, choirmas-
ters and choirmasters-composers, as well as (partly) of choir singers. Assuming
that the situation of the present culture in Lithuanian churches is to be related
to the schools of church singing set up in the late 20th century, the conditions
of foundation of Kaunas Sacred Music and Vilnius Bernardine Church Singing
Schools, their activities, and the main principles of choir singer education (both
musical and spiritual) are overviewed.

2.1. Education of choir singers in Lithuania

2.1.1. Church singing schools in Lithuania after 1990

The Bernardine Church Singing School and Kaunas Sacred Music School were
founded on the bases of the previously formed choirs. Upon analysing the
conditions of the foundation of those schools, the conceptions of education,
and the differences and similarities between the activities of the choirs, one
can argue that both schools were, and are, important educational centres for
church music in Lithuania. Both choirs regularly participate in secular events
in Lithuania and abroad, however, their activities are primarily inseparable from
the Church rituals - the choirs systematically sing in their parish churches dur-
ing the Holly Mass. At Kaunas Sacred Music School, the traditional education
is implemented (as supplementing the formal education), only with a religious
orientation, while at the Bernardine Church Singing School, the education is
extraordinary (theoretical subjects are taught in forms 1 to 4, however, pupils
have individual singing lessons). Therefore, one can argue that the conception of
education at the Bernardine Church Singing School is more focused on church
singing (a choir school), while at Kaunas Sacred Music School, on traditional
music education.

2.1.2. The views of secular choir singers on the performance of liturgical/
religious music

Religious music is performed not only by church choirs, but also by secular ones.
The members of the latter are frequently more professional, however, they do not
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have sufficient experience of participation in the liturgy, do not know Latin, and
are not acquainted with the history of religious art (including Church documents
and their requirements for the composers and performers of religious music).
In the period of 2015 through 2016, the author of the present paper prepared
and performed with the Vilnius state choir two programmes of religious music
in concerts: of old music (compositions of the 16th-17th century) in 2015 and
of the music of Late Romanticism (compositions of the 19th century) in 2016.
The choir members were introduced to the materials briefly presenting the docu-
ments of the Catholic Church of the 16th-19th century; they were referred to in
the rehearsals when preparing the concert programmes. Certain discrepancies
between the instructions of the Church and the opinions of the respondents
(e.g., related to the sound of the compositions in that time and contemporary
rituals) arose from the lack of education in the field of liturgical music in general.
It is probable that the choir members’ opinions were based not on the instruc-
tions of specific Church documents, but rather on their empirical experience
in the performance of both the Renaissance - the early Baroque and the Late
Romanticism compositions.

2.2. The views of the ritual participants on the choir in the liturgy of the
Catholic Church

2.2.1. The views of the clergy on the choir in the liturgy of the Catholic Church
The views of the Lithuanian clergy on the choir in the rituals of the Catholic
Church were revealed through their talks with the author of the paper (2015 to
2017), the insights of the Lithuanian clergy presented in the research of Justina
Balcitnaité (2005), and the book Dievo garbei ir Zmoniy dziaugsmui [To God’s
Honour and the Joy of People] (2016) by Rev. Kazimieras Senkus. The views
of the clergymen who served, or serve, in 11 churches of the cities of Vilnius,
Kaunas, and Siauliai on the concept, functions, the repertoire, etc. of the church
choir were overviewed. In summary, one can argue that, in the present liturgy
of the Catholic Church, the clergymen found the following musical styles ac-
ceptable: Gregorian chant, traditional part-singing, folk hymns, and meditative-
charismatic compositions. Although congregational singing was closer to the
last few centuries-long Protestant tradition, it was encouraged by the Lithuanian
Catholic clergy (in response to the instructions of the Catholic Church docu-
ments). The church choir was primarily an assistant of the congregation, therefore,
its repertoire should be oriented to the ability of the congregation to sing. Even
though the clergymen supported congregational singing, they did not rule out
the possibility of the choir alone singing in the rituals. The choir alone was pro-
posed to sing the proprium parts of the Mass as well as hymns (compositions)
devoted to rare and festive liturgical occasions.
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2.2.2. The views of the church choirmasters on the choir in the liturgy of the
Catholic Church

The views of the choirmasters were revealed, based on the talks of the author
(in 2015 through 2017) with Rita Nenénaité, Violeta Savickaité-PaciGniené,
Rita Krauceviciute, Vita Liaudanskaité-Vaitkevi¢iené, Gintautas Venislovas,
and Romualdas Grazinis. The choirmasters, differently from the clergy, con-
sidered the church choir to be an almost separate part of the congregation. In
their opinion, the singing of the choir alone was important and could be used
primarily in solemn rituals, while the Catholic congregation singing in unison
could be aspired to in Lithuania. The choirmasters, as well as the clergy, did
not condemn the activity of the youth quasi choirs in the Church rites - it was
primarily considered as pastoral, but they criticised the primitiveness of the
hymns performed by those groups.

2.2.3. The views of the choirmasters-composers on the choir in the liturgy of the
Catholic Church

The views of the composing choirmasters on the choir in the liturgy of the Catho-
lic Church was revealed, based on the talks of the author (in 2016 through 2017)
with Vaclovas Augustinas, Vytautas Migkinis, Donatas Zakaras, and Leonidas
Abaris. As proved by the survey, the principal source of choirmasters-composers’
religious compositions was a liturgical text. It was considered to be an equiva-
lent component of the music in a composition, and they sought the unity of the
music and the lyrics. Migkinis, Augustinas, and Zakaras composed focusing on
concert activities, and in their compositions, for the sake of universality and
greater possibilities of dissemination, Latin predominated. Miskinis and Zakaras
spoke for the choir alone performing in the liturgy, while Augustinas ir Abaris
supported the idea of the choir singing together with the congregation. The
choirmasters (except for Abaris) did not see a negative impact of the liturgical
reform on church choirs and compositions for part-singing in their repertoire;
according to the respondents, it was the hierarchs of the Catholic Church who
were responsible for a poor state of the church music in Lithuania.

2.3. Religious compositions of choirmasters-composers

The creative activity of choirmasters can be twofold. First of all, they train

choirs, prepare concert programmes, and interpret compositions. Second, quite

a number of choirmasters, next to the practical activity of choir conducting,
engage in composing. In the field of religious (church) composition, in various

historical periods, choirmasters were among the most active composers. For a

long time, religious (choral) compositions were of an applied character — could

be appropriately performed in churches during the rituals, and the composers

themselves were liturgically active. In the long run, with the freedom and eman-
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cipation of the composer (creator) increasing, another category of composers,
liturgically passive, emerged: their religious compositions were intended more
for concerts than for the liturgy of the Church. The difference between liturgi-
cally active and passive composers is also disclosed through the compositions of
Lithuanian choirmasters of the late 19th to the mid-20th century. In the second
half of the 1980s, church choirs were actively formed, and the choirmasters
started to actively cultivate religious music, even if their creative activity was
restricted by the lack of faith and the knowledge of the liturgy and the Church
documents (Kalavinskaité 2009).

2.3.1. The characteristics of the contemporary religious compositions by
choirmasters

The current religious creative output by Lithuanian choirmasters-composers is

presented through an analysis of the compositions for choir by four composers:

Augustinas, Abaris, Miskinis, and Zakaras. The said authors were chosen because

of the popularity of their music in Lithuania and abroad. Augustinas, Miskinis,
and Zakaras are liturgically passive, and Abaris liturgically active, which allows

us to reveal the differences between the religious compositions of liturgically
active and passive composers. The opuses of Kraucevic¢iaté and Liaudanskaité-
Vaitkevi¢iené were also added to those of liturgically active composers. The

liturgically passive composers (Augustinas, Miskinis, Zakaras) are characterised

by a more sophisticated language of music and experiments, while liturgically
passive ones often use extraordinary performer compositions. Liturgically active

composers (Abaris as well as Liaudanskaité-Vaitkevi¢iené and Krauceviciaté)

use a simpler language of music: simple rhythmics, consistent voice leading, and

the tessitura convenient for singers.

2.3.2. Interpretive analyses of the religious compositions by choirmasters-
composers

The aim of the interpretive analyses was to introduce potential difficulties of the

composition performance in the liturgy and to propose the ways of coping with

them. The choice of the pieces was predetermined by the following reasons: 1) the

chosen opuses were typical of the religious creative output of Zakaras, Miskinis,
Augustinas, and Abaris; 2) the author of the research paper had rehearsed and/
or performed those compositions in the Church rituals or concerts; and 3) the

compositions were popular in the repertoires of church and secular choirs in

Lithuania and abroad. The interpretive analyses presented the ways of perform-
ance/interpretation (related to caesuras, the phrase centre(s), and the choice of
dynamics) ensuring quality sound in the liturgy of the Catholic Church.
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2.3.2.1. Analysis of In monte Oliveti by Donatas Zakaras (possibilities of adaptation
to the liturgy)

In monte Oliveti (2005) is a motet of a small scale (66 bars) and short duration
(about 4 minutes). In the liturgy, it would be appropriate for the period of Lent,
and especially in the rituals of Good Friday. The language of music of the com-
position is not simple, which makes it difficult to perform together with the
congregation. It would be best for the choir alone to perform it during the periods
of silence and concentration (sacrifice, communion) or after the Holy Mass.

2.3.2.2. Analysis of Jubilate Deo No. 2 by Vytautas Miskinis (possibilities of adaptation
to the liturgy)

Jubilate Deo No. 2 (2005) is an opus of a hymnal character, of a small scale (63
bars) and short duration (about 4 minutes) for 6-part mixed choir a cappella. In
the border parts of the composition, fast tempo predominates, in contrast with
the quiet character of the middle part and more than twice slower tempo. The
opus is based on the principle of contrast, by choosing rather striking changes
in the tempo and extreme and inconsistent changes in the dynamics. From the
viewpoint of the liturgy, Jubilate Deo No. 2 would be most appropriate in the
Easter rituals as well as on other solemn occasions. The composition can be
performed at the beginning of the Easter liturgy as an introductory hymn or at
the end of any festive ritual after the blessing of the priest.

2.3.2.3. Analysis of Jerusalem, surge by Vaclovas Augustinas (possibilities of adaptation
to the liturgy)

Jerusalem, surge (2012) is an opus of a small scale (54 bars) and short duration
(about 4 minutes) for eight-part mixed choir a cappella. The grim mood is
evident not only in the liturgical text, but also in the language of music used by
Augustinas: at the beginning and end of the composition, the composer uses the
consonances of the minor seconds (or simultaneously of the minor and major
seconds) which produce the impression of fear. By its liturgical function, Jeru-
salem, surge belongs to the rites of Holy Saturday in the unreformed Liturgy of
the Hours. After the reform of the Liturgy of the Hours, that responsorium was
gone from the Hours (the liturgy). The composition in question by Augustinas
could be performed during the Lent, in the moments of concentration (silence
of the congregation) - during the sacrifice, communion, before the Holy Mass,
or immediately after it.

2.3.2.4. Analysis of Psalm No. 3 by Leonidas Abaris (a liturgical aspect)

Psalm No. 3 is a choral miniature (11 bars), and its duration depends on the tempo
chosen by the conductor and the number of repetitions. The hymn is intended
for four-part mixed choir a cappella. The composition is rather simple, of clear
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harmony, and the text is organised in a syllabic pattern. The range of the parts
is not wide, the voice leading is consistent, and the melody is easy to remember,
therefore, the piece can be performed by all the congregation. It can join either
after the choir sings the first sentence (and sings only the second sentence) or the
entire piece in full. By its liturgical function, Psalm No. 3 belongs to an ordinary
period and can be frequently performed in the rituals of the Church. In case
the choir sings alone, it is appropriate as an introductory, sacrifice, communion,
or the final hymn. As an introductory or final hymn, it can be performed by all
the congregation.

CONCLUSIONS

Upon investigating the documents of the Catholic Church of the 1st through the
20th century, overviewing the views of theologians, liturgists, and musicologists
on the issues of the church choir and religious/liturgical music, and analysing
the religious compositions of the contemporary choirmasters-composers, the
author concludes:

1. The instructions of the Catholic Church on music and music making of
the Ist through the 20th century indicate that the choir has been important
in church rituals at all times. In the first millennium of Christianity, the choir
became an organised element (schola cantorum) and the principal performer
of church singing; in the 12th through the 14th century, with the emergence of
part singing, the choirs became more professional, and a standard model of the
ensemble was formed (the Rome Pope’s Choir); in the 18th through the 19th
century, the choir was perceived as the main performer of music in the liturgy
and separated from the congregation; in the 20th century, before the Second
Vatican Council, the choir activity was equated to the liturgical service (singing
in the choir being the privilege of men), while after the Second Vatican Coun-
cil, the choir became part of the congregation. On evaluating the documents
of the Catholic Church of the 1st through the 20th century, one can argue that
the documents prior to the Second Vatican Council were oriented towards the
professional development of choirs as organised elements of the Church, while
the documents adopted after the Second Vatican Council were rather destructive.
The choir became part of the congregation (and had to adapt to its needs).

2. In the repertoire of the church choir, Gregorian chant was considered as
the most appropriate style over the period from the 1st through the 20th century.
In the first millennium, hymns and psalms were named; in the 12th through
the 16th century, multi-part ecclesiastical music; in the 17th through the 19th
century, ecclesiastical polyphony and simple hymns prevailed, and instrumental
accompaniment was allowed to the extent that it did not drown the singing (a
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capella singing style remained a value); in the 20th century, prior to the Second
Vatican Council, ecclesiastical polyphony and contemporary music were allowed
in the choir repertoire, while after the Council, different genres were allowed
(ecclesiastical polyphony and contemporary music adapted to specific groups
of believers, etc.). Gregorian chant has been, and still is, considered as the most
appropriate for the Church rituals. Other styles kept changing and increasing,
however, next to chorale, only the Renaissance a cappella got established. In the
contemporary Church rituals, it is almost impossible to perform more sophis-
ticated (multi-part) music, while the choir repertoire has to be formed taking
certain aspects into account, e.g. the ability of the congregation to sing.

3. The documents of all centuries indicated the necessity of clear pronuncia-
tion, the text being specified as the main component of musical compositions;
they emphasised music education (church singing schools) and elimination of
profane elements both from the composition and its performance. From the 17th
century, the personal responsibility of choirmasters for the music performed in
the liturgy was pointed out (the choice of the repertoire, professional training
of the choir, etc.), and after the Second Vatican Council, choirmasters were
called hymn leaders (having to lead the singing not only of the choir, but also
of the congregation). As we see, the church hierarchs always found, and find, it
important that liturgical music be purified and isolated from profane elements.
Before the Second Vatican Council, the instructions were more authoritative, and
choirmasters were directly responsible for the implementation of the instructions.
After the Council, when church choirmasters lost their status (i.e. became leaders
of hymns who had to adapt to the needs of the church congregations) and the
instructions in the church documents became less demanding, the dissemination
of secular elements in the rituals became rather active. That is also confirmed
by the empirical experience of the author of the present research paper (in the
church liturgy, hymns reminding pop-style songs were often performed, and
sometimes secular compositions from films).

4. Theologians, liturgists, and musicologists seconded the instructions of the
Catholic Church documents: before the Second Vatican Council, they perceived
the church choir as a quasi spiritual ensemble (formed only of men), while after
the Council, the idea of the congregational choir (as part of the Church congrega-
tion) was raised. The congregation as the main participant of the ritual reduced
the significance of the choir in the liturgy of the Catholic Church. The diversity
in the views of theologians, liturgists, and musicologists confirmed the idea that
the role of the liturgical choir in contemporary rituals was not sufficiently defined
(the choir being part of the congregation and leading its singing).

5. In the opinion of liturgists and theologians, the liturgical music was of a
logocentric nature, oriented towards the word and its pronunciation. The rep-
ertoire of the traditional (multi-part) choir before the Second Vatican Council

35



was very negatively affected by the possibility of singing in the Church rituals
not only in Latin, but also in other languages: the significance of the multi-
part (polyphonic) choral music and Gregorian chant in the choir repertoire
diminished. After the liturgical reform and the integration of the congregation
into singing, the church choir was no longer able to perform all the ordinarium
cycle in the rituals. The opinions of theologians, musicologists, and liturgists on
individual parts, e.g. Sanctus, differed; parts of the proprium could be the place
for the choir alone to sing.

The analysis of the activity of Lithuanian church singing schools, the work
with a secular choir (in rehearsing liturgical/religious music) as well as the
findings of the choir member surveys and the summary of the opinions of the
clergymen, choirmasters, and choirmasters-composers led to the following
conclusions:

6. In Vilnius Bernardine Church Singing School, childrens education is fo-
cused merely on the singing in a choir (with the possibility of singing in it after
leaving the school), while in Kaunas Sacred Music School, children are educated
through non-formal education (characteristic of music schools). Both schools
ensure full participation of church singers in the Church liturgy. Presumably, by
educating choir singers from early childhood not only musically, but also spiritu-
ally, comprehensive outcomes can be achieved: they will be able to professionally
perform liturgical/religious opuses in the Church rituals or in concerts and will
understand the meaning and the significance of the compositions in the Church
rituals. The opposite situation is observed in the activity of secular choirs: even
if they frequently perform religious/liturgical opuses (usually not in the liturgy,
but in concerts), the singers of the latter choirs participate in the Church rituals
in accordance with their individual needs (and not with all the ensemble). The
author of the paper believes that, in order to properly understand the religious/
liturgical music, next to the knowledge of the documents of the Catholic Church,
itis very important to take an active part in the liturgy. That is confirmed by the
findings of the conducted survey (the liturgical education and a survey of the
choir members): the dissonance of some of the answers with the instructions of
the documents of the Catholic Church must have been caused by the respondents’
indifference to religious rituals and the requirements of the Church.

7. The Lithuanian clergy, in response to the instructions in the documents
of the Catholic Church, supported and encouraged congregational singing.
The choir, according to them, had to be part of the congregation (an idea of the
Church singing in unison), however, the clergymen did not rule out the possibil-
ity of the choir alone singing in the Church liturgy (parts of the proprium, the
rituals of the major Christian festivals, or hymns rarely performed in a liturgical
year). As emphasised by Lithuanian clergymen, the liturgical text in the church
composition was more important than the music. Music was perceived as a
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servant of the liturgy” whose function was to appropriately reveal the mean-
ing of the prayer words and to enhance their effect. Thus, the clergymen fully
or partially seconded the instructions of the Church documents. For the latter
to be observed and for the activity of church choirs to develop properly (in
terms of the quality of hymn singing), the author of the paper would propose
to the Church clergy in Lithuania to initiate the composing of liturgical opuses
complying with the instructions of the documents by commissioning musical
works where both the choir (e.g., multi-part episodes of compositions) and the
congregation (e.g., one-part, melodious, and simple episodes of compositions)
could sing together.

8. The choirmasters of Lithuanian church choirs, even if they supported the
singing of the congregation together with the choir, tended to consider the church
choir as a more or less separate part of the congregation. Both the clergymen
and the choirmasters proposed the choir singing alone on certain occasions, in
certain moments of the liturgy. Contrary to the clergy, the choirmasters found the
harmony of the liturgical and musical texts important in a church composition,
while the musical aspect ought to be treated as a condition of a) the professional
and physical abilities of the performers (the choir had to be able to perform
the composition), and b) the initial inspiration (the choirmaster had to like the
music). The choirmasters considered Gregorian chant and the 20th and the 21st
century religious compositions as a standard of the church music.

9. The choirmasters-composers defined the choir in the Church liturgy
in different ways: as an individual participant of the ritual (supporting merely
choir singing) or as integral part of the Church congregation (approving the
co-existence of the choir and the congregation). The composers were interested
in having their works performed in the Church liturgy, however, they were not
inclined (with the exception of Abaris) to take into account the instructions of the
Church documents: they seldom used the native language in their compositions,
preferred opuses of long duration, unusual performer compositions, etc. It is
obvious that the possibility for the compositions to be performed in the Church
rituals was restricted by the orientation of the choirmasters-composers towards
concert performances of religious/liturgical opuses and insufficient interest in
the Church requirements for liturgical music.

10. The analysis of religious compositions of the choirmasters-composers
brought out two major groups of composers (liturgically active and liturgically
passive) and one intermediate subgroup. The compositions of the liturgically
passive choirmasters who wrote religious music for concert performances were
more sophisticated and diverse, while those of the liturgically active ones, more
moderate and simple. The interpretive analyses of the compositions of Lithuanian
choirmasters carried out in the research paper, based on the empirical practice,
e.g. work with both ecclesiastical and secular ensembles, were intended to
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enhance the possibilities of the compositions to be performed in the rituals of
the Catholic Church.

11. As revealed by the overview of the religious/liturgical compositions of the
contemporary Lithuanian choirmasters, the choirmasters (next to composers)
were very prolific. Even if the author of the research paper studied in-depth the
religious/liturgical compositions merely of several choirmasters-composers, next
to those presented in the paper, a number of other authors existed (e.g., Jurijus
Kalcas, Laurynas Vakaris Lopas, Laimis Vilkonc¢ius, Vilija Mazintaité, Jeronimas
Serebrinskas). Their religious/liturgical compositions had not been studied at
all or had been studied little or episodically. The author hopes that his research
paper will encourage other artists or scholars to pay attention to the still non-
analysed fields of religious music.
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