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JVADAS

Jtaigi interpretacija ir $iuolaikiSkas muzikos atlikimas, saviraiska ir sékminga
komunikacija su klausytoju visada buvo vieni pagrindiniy atlikéjy tiksly. [vairios
interpretacijos ir jy nagrinéjimai praturtina naujomis idéjomis ir suteikia Ziniy.
Fleitininky pasirodymuose daznai pasigendame suplanuoto, apmastyto vibrato;
kartais jis biina nepamatuotas, neatitinkantis stilistikos, jau¢iama jtampa ir
susikaustymas. Atlikéjai nepakankamai démesio skiria tam, kad oru paremtas
garsas buty lygus. Neretai pradedantys atlikéjai naudoja daug nekontroliuoja-
mo vibrato. Vibruojancio garso tapatinimas su graziu garsu kyla dél savotisky
ugdymo spragy. I$ nuosekliy tyrimy yra Zinoma ir keletas istoriniy vibrato
atlikimo techniky, kurios XX-XXI a. atlikéjy paprastai nenaudojamos.

Skersiné fleita yra unikali tuo, kad grojant ja atlikéjas turi pats formuoti
oro srovés plotj ir kryptj: néra pastuko, kuriuo bty valdomas oras. Lapomis
suformuojama pozicija kontroliuoja oro srovés parametrus — kryptj ir plotj,
kurie kartu su oro grei¢iu lemia garso tembrg ir kokybe. Neatsiejamas fleitos
garso komponentas, nuo kurio priklauso garso kokybé, yra vibrato.

Kartu su garso spalva, jvairiais dinaminiais niuansais ir vibrato nesudétin-
ga sukurti jvairias nuotaikas. Vibravimo daznis ir amplitudé padeda atlikéjui
siekti i§raiskingesnio atlikimo. Vibrato stipriai iSplecia fleitininko tembrines
galimybes - nuo lygaus, matinio, bespalvio iki zérincio, skambaus garso. Reikéty
nepamirsti, kad vibrato neturéty buti tapatinamas su sodriu, skambiu garso
iSgavimu: atlikéjas turi pasiekti jtaigy, dainingg tembrg lygiu, nevibruojanciu
garsu. Deja, kartais naudojant vibrato maskuojamas silpnas garsas ar intona-
ciniai netikslumai.

Vibrato - tai samoningai virpinamas oras, sukeliantis ekspresyvy garso
bangavima, savoti$ka atlikimo maniera, kai atlikéjas truputj pakeicia garso
tembra, intensyvumg ir dél to atlikimas tampa i$raiSkingesnis. Vibrato ir jo
pirmtakai, kurie buvo iSgaunami jvairiai judinant instruments, taip pat pirsty,
lapy ar smakro judesiais, aprasyti istoriniuose XVII a. traktatuose. Vibrato
buvo labai jvairiai uzraSomas ir Zymimas natose, ir tai daugiausia priklausé
nuo vyravusiy atlikimo tradicijy. Atliekant klasicizmo epochos karinius, re-
komenduota saikingai naudoti vibrato, o romantinéje muzikoje vibrato buvo
itin daznas, juo siekta i$raiskingumo, platesniy tembriniy galimybiy. Siuolai-
kinéje muzikoje vibrato i$gavimo budy spektras pleciasi, jvairios technikos
ir non vibrato kontrastuoja su nesibaigian¢iu, nuolatiniu romantiniu vibrato.
XX-XXI a. pradzios lietuviy kompozitoriy kiiryba fleitai néra gausi, daugiausia
tai - smulkiy Zanry kariniai, kuriuose skirtingai jzvelgiamas ir vibrato aspektas.
Vieni autoriai pageidauja tiksliai jgyvendinti jy nurodymus (Jurgis Juozapaitis,
Andrius Maslekovas), kiti palieka laisve atlikéjui ir pasikliauja jo kompetencija
(Antanas Ku¢inskas, Zita Bruzaité, Andrius Siurys).



Temos aktualumas ir naujumas sietinas su nepakankamai istirta darbo
tematika, informacijos, literattros stygiumi ir dideliais vibrato aspekto kon-
trastais fleitininky interpretacijose.

Tiriamojo darbo objektas — vibrato, istorinés jo atlikimo technikos, Zymé-
jimo natose problematika, vibrato reik§mé lietuviy kompozitoriy karyboje.

Tyrimo tikslas — apibrézti fleitos vibrato technines ir menines galimybes, ap-
tarti $ios technikos naudojimo istorijg ir ypatumus, apzvelgti vibrato vaidmenj
muzikos kirimo ir atlikimo procese bei lietuviy kompozitoriy karyboje.

Tikslui jvykdyti buvo iskelti $ie uzdaviniai:

« apzvelgti jvairig literatiira, susijusig su vibrato istorinémis technikomis,

akustika ir kvépavimu;

o i$skirti ir apibrézti rySkiausius vibrato atlikimo badus, nustatyti vibrato

Zymeéjimo natose poreikj is atlikéjy ir kompozitoriy perspektyvy;

o atliekant akustinj garsy tyrima, atskleisti grojimo jvairiuose registruose

ir skirtingy vibrato iSgavimo techniky jtaka garso stipriui ir intonacijai;

« atskleisti autoriaus ir atlikéjo dialogo svarbg karimo ir atlikimo procese;

« apzvelgti lietuviy kompozitoriy karinius fleitai ir vibrato juose;

« uzra$ymo ir atlikimo aspektais i§analizuoti vibrato Jurgio Juozapaicio,

Antano Kucinsko ir Andriaus Maslekovo kiariniuose fleitai solo;

o pateikti vibrato Zyméjimo rekomendacijas Jurgio Juozapai¢io kariniui

fleitai solo ,, Afrodité“ (1978) (,, Afrodité. Penkios metamorfozés®).

Tyrimui atlikti buvo taikomi analitinis, istorinis, lyginamosios analizés
metodai.

Literataros ir Saltiniy apZvalga. Rengiant tiriamojo darbo teorine dalj
buvo remiamasi moksliniais darbais apie muzikos atlikima: G. R. Wilcocks
2006; J. Armstrong 2005; W. Montgomery 1978; vadovéliais: M. Debost 2002;
M. J. Hotteterre 1983; M. Moyse 1973; Ch. Potter 2010; E. Putnik 1970; N. Toff
2012; J. J. Quantz 2001. Siekiant pagrjsti kvépavimo, akustikos svarbg buvo
remtasi $ia literatiira: D. Vaigauskaité 2005; E. Taleikis 1998; A. Budrys 1980;
S. Gazarianas 1988; D. Hall 1991; T. D. Rossing, E. R. Moore, A. P. Wheeler
2002. Apzvelgiant Zyméjima natose buvo remtasi Siomis kariniy fleitai pub-
likacijomis: Lietuviy kompozitoriy kuriniai obojui solo 1997; Solitude 2007;

»Cassandra’s dream song* 1975; ,, Dreisam-Nore“ 1975; Suite d deux fliltes No. 2
1717; Concerto ,,La notte* 1729.

Darbo struktira. Darbg sudaro jvadas, trys skyriai, i$vados, literataros ir
$altiniy sarasas bei priedai.

Pirmajame skyriuje analizuojami istoriniai vibrato atlikimo faktai, svar-
biausiy fleitos mokykly apzvalga ir Zzymiausiy pedagogy nuomonés apie vibrato
naudojimg ir mokyma. ApraSomos istorinés vibrato technikos, kalbama apie
atlikimo problemas, susijusias su per dideliu ar nepakankamu vibravimu,
vibrato Zyméjimu natose. Aptariamos ir paaiSkinamos XVIII-XIX a. dazniausiai

minimos $esios vibrato technikos rasys: fleitos purtymas (angl. shaking the
flute), prancuziska flattement technika, kratininis vibrato (angl. chest vibrato),
martellement / schwebungen (vok. plakimas), lankstus virpesys (pranc. tremb-
lement flexibile) ir smakro vibrato (angl. jaw vibrato). Taip pat analizuojamas
vibrato zyméjimas natose.

Antrajame skyriuje aptariami kvépavimo ir akustikos ypatumai, pateikiami
autorés vykdyto fleitos garsy akustinio tyrimo rezultatai. Aiskinamos techni-
nés vibrato naudojimo problemos ir jy sprendimo budai, tiriama vibrato jtaka
meninei rai$kai ir interpretacijai. Analizuojamas patalpy akustikos, unikaliy
instrumento savybiy ir vibrato poveikis tembrui. Siame skyriuje buvo siekiama
susieti interpretacinius ir techninius vibrato atlikimo aspektus.

Treciajame skyriuje apzvelgiamos vibrato tradicijos, susiformavusios
lietuviy kompozitoriy kariniuose fleitai solo. Vibrato aspektu analizuojami
skirtingy laikotarpiy kompozitoriy kariniai fleitai: Jurgio Juozapaicio ,,Afro-
dité“ (1978) ir ,,Segles” (1995), Antano Kucinsko ,,Uzburtoji fleita® (1995) ir
Andriaus Maslekovo ,,Incantation of a freezing haze“ (2013). Pastarojo skyriaus
paskutiniame poskyryje pateikiamos vibrato rekomendacijos Jurgio Juozapaicio
kariniui fleitai solo ,, Afrodité.

Darbas papildytas astuoniais priedais, tiesiogiai susijusiais su $iame darbe
i8keltais tikslais.

1. FLEITOS VIBRATO:
XVIII-XXI A. ISTORINIS KONTEKSTAS

Vibrato yra muzikinis efektas, kurio pagrindas - reguliaraus, pulsuojancio garso
aukscio svyravimas, atliekamas siekiant gyvesnio skambesio, intensyvesnés
dinamikos, i$raiskingesnés muzikos. Fleitininkai jvairiai apraso vibrato atlikime
dalyvaujancius raumenis, jo iSgavimo ypatybes ir interpretacinius aspektus.
Vibravimo greitis ir amplitudé plecia atlikimo iSrai$kos galimybes, ta¢iau nuo-
latinis, vienodas vibrato pasirodymo metu tampa erzinanciu, jkyriu elementu.
Vibrato poky¢iai turi jtakos frazuotei, kiirinio nuotaikai, leidzia atlikéjui geriau
suvokti skirtingus kompozitoriy sumanymus.

1.1. Vibrato - termino ir atlikimo biido - genezé

Vibrato dazniausiai skirstomas pagal garso aukscio svyravimo plotj (vibrato
»apimtj“) ir jo svyravimo greitj (vibrato ,daznj“). Apibendrinant visus vibrato
apibudinimus galima teigti, kad vibrato yra tarsi ekspresyvumo sinonimas,
tac¢iau nataralus garso skambesio virpesys dar neturéty bati vadinamas vib-
rato. Vibrato — samoningai virpinamas oras, sukeliantis ekspresyvy garso
bangavima, savoti$ka atlikimo maniera, kai atlikéjas nedaug pakeicia garso



tembrg ir intensyvuma, o atlikimas tampa iSrai$kingesnis. Vibravimo daznis
ir intensyvumas priklauso nuo atliekamos muzikos nuotaikos. Apie vibrato
buvo kalbama nuo pat XVII a.: traktatuose vibrato technika buvo minima kaip
tremolo ar flattement, ta¢iau dél jvairuojancios i§gavimo budy terminologijos ne
visada aprasoma tiksliai, daugelyje istoriniy darby neaptariama i§samiai. Flat-
tement technika daznai buvo siejama su crescendo. Mediniams puc¢iamiesiems
atliekant crescendo garso intonacija daznai aukstéja, taigi flattement puikiai
kompensuoja §j netiksluma.

1.2. XVIII-XIX a. vibrato atlikimas ir naudojimas

Nancy Toff duomenimis, terminas vibrato kaip ,virpantis oras“ minimas jau
1528 m. Martino Agricolos (1486-1556) veikale Musica instrumentalis deudsch
(»Vokieciy instrumentiné muzika®, Toff 2012: 109). Pranctzy grojimo technika
XVIII a. pradzioje daré didele jtaka vokieciy ir angly fleitininky atlikimo tradi-
cijoms. XVIII a. pradzia zymi fleitos solinio repertuaro suklestéjima ir pirmajj
traktatg apie barokine fleitg. Jacquesas-Martinas Hotteterre’as (1674-1763)
savo veikale Principles of the flute, recorder and oboe (,,Grojimo fleita, isilgine
fleita ir obojumi pagrindai®), pirmasyk igleistame 1707 m. (Hotteterre 1983),
aptaria pirsty vibrato, vadinama flattement, kaip jprasta ir naudojama technika.
Si veikala galima vadinti vadovéliu, jame pirma karta minima fleita. Pirmasis
fleitai skirtas traktatas yra Hotteterreo LArt de préluder sur la flilte traversiére
(»Skersinés fleitos preliudijy menas®), isleistas 1719 m. Paryziuje. Sis trakta-
tas buvo puikiai Zinomas Vokietijoje ir Anglijoje. XVIII-XIX a. veikaluose,
skirtuose grojimui fleita, dazniausiai minimos $esios vibrato technikos rasys:
flattement technika, kratininis vibrato (angl. chest vibrato), fleitos purtymas
(angl. shaking the flute), martellement (pranc. barbenimas, taukséjimas) /
schwebungen (vok. plakimas), lankstus virpesys (pranc. tremblement flexibi-
le) ir smakro vibrato (angl. jaw vibrato). Fleitos purtymo ir smakro vibrato
technikos - instrumento judinimas rankomis ar oro srovés krypties keitimas
zandikauliu - budavo naudojamos abi kartu arba kaip kity vibrato techniky
pakaitalas. Pirstais iSgaunamas vibrato — flattement technika ir martellement /
schwebungen. Kratininis vibrato atliekamas kei¢iant oro srovés greitj, o likusiy
trijy rasiy vibrato i§gaunamas oro srovés ir pastuko skylutés atzvilgiu lapomis
kei¢iant oro srauto kryptj ir plotj. Aptariamuose traktatuose vibrato dazniausiai
buvo siejamas su léto tempo muzikos atlikimu ir priskiriamas prie pagrindiniy
pagrazinimu.

1.3. XX-XXI a. pradzios fleitos vibrato techniky apzZvalga

Nors vibrato buvo rekomenduojamas jau Agricolos laikais, iki $iol jis priklauso
nuo atlikéjo individualaus skonio ir to, kaip $is supranta kompozitoriaus su-
manymus. DaZniausiai fleitininkai yra pagrindiniai $ios priemoneés $alininkai,

ir tai sietina su prancuzisko atlikimo tradicijomis. Laisvesnis vibrato atlikimo
stilius suklestéjo XIX a. antrojoje puséje Prancuzijoje, kai Paulis Taffanelis
(1844-1908), tuometinis Paryziaus konservatorijos profesorius, buvo bene
jtakingiausias déstytojas ir fleitininkas visoje Vakary Europoje. Jo kaip solisto
pasirodymai daré didele jtaka atlikéjams, grojusiems mediniais pu¢iamaisiais
instrumentais, ir kélé bendra profesionalaus atlikimo lygj. Yra prielaidy, kad
vibrato, kaip ir artikuliacija, priklauso nuo gimtosios atlikéjo kalbos: kuo
daugiau balsiy vartojama, tuo gilesnis atlikéjo vibrato, o priebalsiy gausa kal-
boje lemia aiskesne artikuliacijg, raiSkesne tartj. Naudojant vibrato i$gavimo
technika, pasiekiami skirtingo greicio virpesiai. Pavyzdziui, diafragmos vibrato
néra toks greitas kaip gerkle i$gaunamas vibrato, kadangi stambesni pilvo
raumenys juda lé¢iau negu smulkas gerklés raumenys. Interpretatoriai randa
savity subtilybiy - ne vien padedanciy atskleisti kompozitoriaus uzmojus, bet ir
sukurian¢iy naujas prasmes, jzvalgas. Tam labai pravercia profesionalus garso
valdymas, vibrato reikémés suvokimas ir prasmingo atlikimo siekis.

1.4. Vibrato Zyméjimo natose problematika

XVII-XVIII a. kariniuose fleitai vibrato retai tenurodomas: specifiniy nuorody
natose randama mazai, nebent kariniuose mokiniams. Dazniausiai vibrato
zymédavo vingiuota linija (pavyzdziui, Jeano-Baptisteo Lully (1632-1687) ir
kity kompozitoriy arijose, parasytose instrumentui, atliekan¢iam melodine
linijg). XVIII-XIX a. pirmojoje puséje vibrato naudojimas daznai budavo sa-
vaime suprantamas crescendo ar diminuendo epizoduose, taip pat atliekant ilgas
natas ir natas su fermatomis, kurios nurodytos kompozitoriaus arba pridétos
atlikéjo. Klasicizmo ir romantizmo laikotarpiais vibrato buvo Zymimas retai.
Romantizmo muzikoje jis gerokai populiaresnis nei klasicizmo kariniuose:
XIX a. vibrato naudotas siekiant iSgauti emociskai turtingesnj garso skambesj,
aistringesne, pakyléta, jaudinancig nuotaika. Turint omenyje any laiky inst-
rumenty technologines galimybes, visi$kai suprantama, kodél vietoj sunkiai
i$gaunamy, nepatogiy triliy autoriai naudodavo vibrato technikos pirmtakus.
Baroko kompozitoriai natose vibrato pazymédavo vingiuota linija, tadiau tai
nereiskia, kad karinyje vibrato nebuvo pageidautinas, lygiai kaip ir retas $io
termino vartojimas XX a. kariniuose nereiskia, kad jis nebuvo naudojamas.
Siuolaikinéje muzikoje vibrato yra tarsi atskira muzikinés kalbos priemoné;
grojimas be vibrato tapo norma ir dauguma kompozitoriy tai laiko jprastu
garso i$gavimo budu, daZniausiai dar sustiprinamu senza vibrato arba non vib-
rato. Remiantis istoriniais $altiniais galima teigti, kad vibrato i$sivysté i$ triliy,
iki XX a. kompozitoriai dazniausiai palikdavo atlikéjui pasirinkimo laisve.
Siuolaikinéje muzikoje fleitai vis daugiau autoriy vertina vibrato kaip svarbia
muzikos i$raiskos priemone ir skiria tam daugiau démesio — pazymi konkrecius
nurodymus natose ar isreiskia juos bendraudami su atlikéjais. Fleitininkai savo



ruoztu iesko geriausiy sprendimy atliekamuose kariniuose, atsizvelgdami j jy
sukarimo laikmet;, stilistika, susiklosc¢iusias atlikimo tradicijas, savita skonj ir
i$prusimg. Pastebima tendencija, kad vibrato atsisakoma tik tada, kai tai lemia
samoningas muzikinis sprendimas. Siekiant jtaigaus, prasmingo vibrato, jo
naudojimas turéty bati saikingas.

2. VIBRATO ATLIKIMAS:
TECHNINES IR MENINES PARALELES

Muzika yra neatsiejama nuo jvairiy fizikiniy reiskiniy: akustikos, garso sklaidos
ypatybiy, instrumento gamybos bado, medziagos pasirinkimo ir unikaliy jos
virpéjimo, skambesio savybiy. Kiekviena fleita yra i§skirtiné, netgi to paties
gamintojo, tos pacios gamybos serijos. Itin svarbi yra akustikos reik§mé, to-
dél butina aptarti garso ir tembro sgvokas, patalpy akustikos ypatybes, garso
atsiradimo, jo sklidimo ir suvokimo aspektus.

2.1. Vibrato atlikimo budy ypatumai

Galima i$skirti du mediniy pu¢iamuyjy tipus: instrumentai, turintys virpantj
liezuvélj, ir instrumentai, kuriy skambesj sukelia oro srovés virpesiai. Sie ins-
trumentai gerokai skiriasi. Kaip ir dauguma muzikos instrumenty, mediniai
puciamieji bégant laikui pakito. Grojant mediniais puc¢iamaisiais naudojamas
griZtamasis virpancio oro srauto ry$ys — taip kontroliuojama oro srové ir pa-
laikomi virpesiai. Tai lemia arba virpantis liezuvélis, arba virpanti oro srove.
Mediniy pu¢iamyjy rezonansy aukstis kontroliuojamas uzdengiant ir atiden-
giant skylutes pirstais arba voztuvéliais. Garsas sklinda ir i§ atviry skyluciy,
taigi sudétingiau nei variniy pu¢iamujy, kuriy garsas i§ esmés sklinda tik i§
instrumento Ziociy.

Skersine fleitg 1847 m. sukonstravo kompozitorius, fleitininkas, pedagogas
Theobaldas Bohmas (1794-1881). Tai labiausiai pakites fleity grupés, kurios
istorija siekia kelis takstanc¢ius mety, instrumentas. Pagrindiniai oro paramet-
rai — greitis, plotis ir kryptis, lemiantys tembra, garso sklaidg, intensyvuma,
intonacija, dinamika. Nuo kity pu¢iamyjy instrumenty fleita skiriasi garso
iSgavimo budu: fleitininkas pats formuoja oro srauto plotj ir kryptj. Fleitos
garso i$gavimo ypatumus lemia oro srauto sklaida ir jo lazis pustuko briau-
nos atzvilgiu. Skersiné fleita veikia tuo paciu principu kaip ir isilginé, taciau
$iuo atveju oro srové sklinda tiesiogiai i§ atlikéjo lapy, be pustuko, tai padeda
iSgauti jvairesnj, skirtingo stiprumo, spalvingesnj garsa. Grojant fleita, galimi
jvairas vibrato i§gavimo budai. Ypa¢ gausu jvairiy senoviniy techniky, tokiy
kaip instrumento judinimas, sukiojimas ,,nuo saves — link saves® Taip pat
galimas zandikauliu, lapomis, gerkle i$gaunamas vibrato. Nattraliausias ir
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labiausiai rekomenduojamas - vibrato, i§gaunamas diafragma kontroliuojamu
oru. Grojant i$ilgine fleita, oro srautas, sklindantis pro atlikéjo lapas, teka pro
fleitos pustuko skylute ir sukelia oro stulpo virpesius fleitos viduje. Skyluciy
dengimas arba Bohmo fleitos mechanizmo valdymas trumpina arba ilgina
oro srautg, o tai lemia garso aukstj. Moderni skersiné fleita veikia tuo paciu
principu, taciau $iuo atveju oro srové sklinda tiesiogiai pro atlikéjo lapas, o
ne pro pustuka. Pakitus oro stulpo dydziui, slégiui ir kryp¢iai, garsas keiciasi.
Taip galima i§gauti jvairaus stiprio, spalvingesnj garsa, taciau tokia fleita groti
yra sudétingiau.

2.2. Taisyklingo kvépavimo ir akustikos svarba atliekant vibrato

Grojant fleita, kiinas ir instrumentas yra neatsiejami, todél techniniams muzi-
kos uzdaviniams jgyvendinti kiinas turi bati itin gerai paruostas. Pagrindinis
parametras, lemiantis garso kokybe ir tembra, yra oras, jo formavimas, greitis
ir srovés apimtis. Tobulinant kvépavimo technikg labai svarbi yra taisyklinga
grojanciojo laikysena, tik tada raumenys funkcionuoja laisvai. Jkvépimas ir
iSkvépimas turi buti nataralas, nejverziant raumeny, atpalaidavus kang. [kvépi-
mo metu tarp$onkauliniai raumenys susitraukia, $onkauliai pakyla, diafragma
susitraukia ir pasidaro plokscia, nusileidzia zemyn, plauciy taris padidéja.
ISkvepiant tarpSonkauliniai ir diafragmos raumenys atsipalaiduoja, $onkauliai
nusileidzia, plauc¢iy taris sumazéja, oro slégis juose padidéja, oras is alveoliy
stumiamas lauk. Jkvépimo metu neturéty buti ryskiy judesiy (peciy, ranky,
jvairiy grimasy), reikia vengti triuk$mingo, garsaus jkvépimo. Kai kuriems
atlikéjams instrumento specifika diktuoja kiek kitokj kvépavima: pavyzdziui,
obojininkams oro daznai buna per daug, jie turi iSkvépti likusj, kad galéty
jikvépti i§ naujo. O fleitininkams taip nenutinka, nes oro sunaudojama kur
kas daugiau ir jo pertekliaus paprastai nebana. Pu¢iamo oro srové turi bati
koncentruota, intensyvi, valdoma kvépavimo raumeny - kad oras i§ plauciy
tekéty reikiama kryptimi, be trak¢iojimy, kurie reiksty, kad gerklé jverzta. Dél
taisyklingo kvépavimo pageréja frazuoté, iSgaunamas garsas tampa lygesnis,
kokybiskesnis, lengviau pasiekti reikiamg tembrg, atlikti dinaminius niuansus,
sujungti placius intervalinius $uolius.

Atlikimo kokybei didele jtaka daro atlikimo vietos akustinés savybés. Nuo
to priklauso, ar atlikéjas jauciasi patogiai, laisvai; karinio dinamikg, netgi tempa
lemia garso sklidimo tam tikroje erdvéje savybés. Atlikimo metu suskambus
vienai natai, klausytoja i§ pradziy pasiekia tiesioginis garsas, o tada garsai,
atsimu$e nuo sieny ir luby - jvairas garso atspindziai. Nuo esamo atstumo
priklauso, kada jie pasieks klausytoja. Jei jie skamba greitai vienas po kito, juos
suvokiame kaip bendrg akustinj efektg.
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2.3. Fleitos garsy akustikos tyrimas

Siekiant i$samiau paaiskinti fleitos garso ypatybes, vibrato sasajas su garso auks-
¢iu ir stiprumu (intensyvumu), buvo atliktas fleitos garsy tyrimas naudojantis
Praat akustikos tyrimy programa. Iki $io darbo Lietuvoje fleitos garso vibrato
akustikos tyrimai nebuvo atlikti. Jie reikalingi tam, kad buty galima vizualiai
pateikti garso sklaidos parametrus, parodyti, kaip susije garso aukstis ir inten-
syvumas, skirtingy registry garsai esant nevienodai dinamikai, pademonstruoti
specialius efektus — non vibrato, gerklinj vibrato ir diafragminj vibrato. Nagri-
néjami du garso aspektai: aukstis, kuris nurodomas pustoniais (semitones), ir
garso stiprumo lygis, matuojamas decibelais. Atlikus tyrimg paaiskéjo, kad
vibruojant gerkle intensyvumo ir aukscio kreivés daznai nesutampa, prasilen-
kia, o naudojant diafragmos vibrato, garso aukscio ir stiprio parametrai kinta
panasiai, jy rodmeny bangos supanaséja. Grojant non vibrato, garso intensy-
vumas silpsta palengva, intonacija islieka nepakitusi. Aukstasis fleitos registras
skamba garsiau, vibrato amplitudé yra platesné aukséio ir intensyvumo aspek-
tais. Intonaciskai fleitos garsas aukstame registre yra aukstas, Zemame - Zemas,
taigi reikalingas itin ,,lankstus® oro srautas, o daznai ir papildomi (pagalbiniai)
pirStuotés variantai sudétingai intonuojamoms natoms.

2.4. Vibrato jtaka meninei raiskai ir interpretacijai

Siandieninéje kultiroje daznai susiduriama su kiirybiskumo stygiumi. Daznai

pamir§tama, kad meng ir vaizduote sieja abipusis rysys, vaizduoté ugdo meng,
o menas - vaizduote. Nepaisant visy kompozitoriaus dinamikos, garso aukscio,
artikuliacijos nuorody, papildomy nuorody ir paaiskinimy, instrumento skam-
besys bei kurinio perteikiama emocija, idéja vis délto priklauso nuo atlikéjo

galimybiy ir sugebéjimo uzkoduotg mintj pajusti ir perteikti klausytojui - bati

tarpininku tarp kompozitoriaus ir publikos. Daznai pastebima tendencija -
tam tikras atlikéjy egocentriskumas, noras pademonstruoti savo galimybes

ir savitumg uzgoziant karinio prasme. Objektyviai traktuoti autoriaus teksta

yra vargiai jmanoma, taigi atlikéjas, susidares su kirinio daugiareik§miskumu,
tampa individualiy, savity prasmiy karéju ir kartais persistengia netgi ne geraja

prasme. Nudienos apibréZzimuose atlikimo interpretacija yra siejama su atlikéjo

asmenybe ir kirybiskumu, individualia menine koncepcija. Labai svarbus pa-
tiky interpretacijy, ypac iSgaunant vibrato, aspektas — scenos jaudulys, baimé

pasirodymo metu, sukelianti nevaldomg ,,oro stulpo® trikinéjima, drebéjima.
Budamas streso buisenos ir nebekontroliuodamas savo kvépavimo, putikas

netenka pagrindinio jrankio - oro valdymo, taigi bet kokios pastangos siekiant

sékmingos interpretacijos ir meninio poveikio tampa bevaisés. Oro vientisumo

trikdZiai ir drebéjimas sukuria vadinamajj ,,gerklés (arba ,0zkos®) vibrato.
Kvépavimo sritj privalu nepaliaujamai tobulinti, nuolat save pasitikrinti. Grojant
vibrato garsas kinta trejopai: $iek tiek svyruoja garso aukstis, jo stiprumas arba
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jvairuoja vir§toniai. Vibruojant styginiu instrumentu, svarbiausia yra garso
aukscio vibracija, o puc¢iamyjy instrumenty atveju vyrauja garso stiprumo
kaita ir virStoniy jvairové. Frazés prasme atitinkantis vibrato, stipresnis tam
tikrose natose ar pasazuose, kitur uzgniauZtas arba visai neryskus, priklausomai
nuo tariamos frazés yra batinas interpretacijai, taciau sistemingas jo taikymas
kiekvienai natai, viliantis suteikti frazei daugiau iSraiskingumo, buty visiskai
netikslingas. Kiekvienam kuariniui reikia vis kitokio sprendimo. Kiekviena
vibrato i$gavimo technika pasiekiami skirtingo greic¢io virpesiai. Pavyzdziui,
diafragmos vibrato néra toks greitas kaip gerkle i§gaunamas vibrato, kadangi
stambesni pilvo raumenys negali judéti taip greitai kaip smulkas gerklés rau-
menys. Kiekvieno atlikéjo, interpretatoriaus tikslu turéty bati originalus, iSsi-
skiriantis skambesys, savirai$ka ir kompozitoriaus sumanymo perteikimas.

3. VIBRATO ASPEKTAS
XX A. ANTROSIOS PUSES - XXI A. PRADZIOS
LIETUVOS KOMPOZITORIYU KURINTUOSE FLEITAI SOLO

Lietuviy kompozitoriai fleitai daugiausia karé smulkius Zanrus: paminétinos
pjesés — Jurgio Juozapaicio (g. 1942) ,,Mintis®, Snieguolés Dik¢itteés (g. 1966)
»Solitude®, Zitos Bruzaités (g. 1966) Preliudas ,,...buvau as su ausra pakilus ir
saulés spinduliuos nuskendus...“ ir kt., taciau yra ir sonaty - jas parasé Anta-
nas Rekasius (1928-2003), Viktoras Miniotas (g. 1963). Vieni kariniai daznai
atliekami, pvz., Juozapaicio ,Afrodité* (1978), Algirdo Martinaicio (g. 1950)
»Strazdo mokinys® (1997), kiti liko rankrasc¢iuose ar skambéjo tik premjerose.
Vienintelis lietuviy kompozitoriy pjesiy fleitai solo rinkinys yra Solitude, kurj
2007 m. parengé ir redagavo profesorius Valentinas Gelgotas. Lietuviy autoriy
karyba fleitai solo néra gausi: minétame rinkinyje yra tik $esi kiiriniai - tai Jono
Tamulionio ,,Diptikas®, Juozapaicio ,,Segles“ ir ,, Afrodité®, Bruzaités Preliudas
»...buvau a$ su ausra pakilus ir saulés spinduliuos nuskendus..., Dik¢iatés
»Solitude®, Budriuno ,,Eskizai“ ir Galinos Savinienés ,,Parcelle”. Paminétinas ir
kitas lietuviskos muzikos leidinys fleity ansambliams - 2006 m. profesoriaus
Gelgoto redaguotas ir sudarytas rinkinys Flautando, kuriame yra Justés Januly-
tés fleity kvartetas ,,Kas yra iStyres liepos nakties bedugne, kiek sieksniy reikia
lékti gilyn j tustuma, kurioje nieko nebejvyksta...?“ (2003), Jono Tamulionio
kvartetas ,,Jura“ (1995), Valentino Bagdono ,,Improvizacija ir scherzo® (1995)
trims fleitoms, Eglés Sausanaviciatés-Ramanos ,,Ritualas“ (1988) keturioms
fleitoms ir varpui.
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3.1. Lietuviy kompozitoriy kariniai fleitai solo: karéjo ir atlikéjo dialogas
Lietuvoje nedaug fleitai komponuojanciy autoriy vertina vibrato kaip svarbia
ir zymeéting muzikos iSraiSkos priemone, dazniausiai tai paliekama atlikéjo
pasirinkimui. Vienas pirmyjy kompozitoriy, atkreipusiy démesj j §j muzikinés
kalbos elementg, yra Jurgis Juozapaitis (g. 1942). Pasak paties autoriaus, jis
vertina nattraly instrumento skambesj ir remiasi jvairiomis atlikimo tech-
nikomis, susipaZings su instrumenty specifika ir galimybémis, kiekviename
karinyje siekia sklandZios muzikos tékmés, nataralumo. Kiekvieng karta
prie§ komponuodamas karinj, technines Zinias apie instrumentg jis gilinda-
vo bendraudamas su atlikéjais. Pavyzdziui, padedamas profesoriy ir atlikéjy
Valentino Gelgoto ir Juozo Rimo, artimiau susipazino su fleita ir obojumi.
Toks gilus instrumento pazinimas daro jtaka ,,gyvam® kompozitoriaus ben-
dravimui su atlikéjais kiirybos procese, ne tik jy akistatai su uzbaigtu tekstu.
Juozapaitis teigia, kad muzika ,persisotino“ daugiagarsiais ir virstoniais, o
naujos israi$kos priemonés késinasi uzgozti muzikos prasme ir karéjy bei
atlikéjy individualuma.

Kompozitoriaus Antano Kucinsko (g. 1968) manymu, atlikéjas turi pats
rinktis, kokio vibrato reikia atliekant kompozicijg, o autorius nuorodas natose
turéty Zyméti tik ypatingais atvejais. Pasak Kucinsko, atlikéjai vibrato prilygina
jausmingumui, todél persistengia per daznai jj naudodami - kaip ir visy kity
priemoniy naudojima, taip ir vibrato turi nulemti tikslas, kontekstas, profesio-
nalumas ir saikas. Kompozitorius stengiasi, kad kariniuose fleitai vibrato (taip
pat ir jo nebuvimas) baty suvoktas kaip akivaizdi meniné priemonég, o kartais
vibrato pasirinkimg kompozitorius palieka atlikéjo kompetencijai ir skoniui.

Andrius Maslekovas (g. 1985) yra jaunosios kartos lietuviy kompozitorius,
savo muzikoje daugiausia démesio skiriantis skambesio aspektui. Autoriaus
teigimu, jo kuryboje skambesio paieskos daznai susipina su ryty estetikos
elementais, o tai lemia démesio koncentracija j mazas detales. Butent jy gro-
Zio ir kompleksiskumo, Zvelgdami j makrokarinj, neretai nepastebime. Fleita
Maslekovas doméjosi dar budamas Lietuvos muzikos ir teatro akademijos
pirmakursiu. Jam rapéjo iSbandyti $io instrumento galimybes, panaudoti
viska, kg apie jj Zino.

3.2. Vibrato zyméjimas lietuviy kompozitoriy kariniuose fleitai solo: Jur-
gio Juozapaicio ,Segles®, ,, Afrodité“, Antano Kucinsko ,,Uzburtoji fleita“,
Andriaus Maslekovo ,,Incantation of a freezing haze“

Juozapaicio kompozicija fleitai solo ,, Afrodité®, sukurta 1978 m., buvo ra§oma
lygiagreciai dviem instrumentams solo - fleitai ir obojui. Sukurti ,, Afrodite®
kompozitoriy jkvépé graiky mitas, kuriame pasakojama apie i§ kriauklés gims-
tancia meilés deive. Karinys yra variacijy formos, sudarytas i§ penkiy viena
kitg papildanciy daliy (06’). Karinio pradZioje autorius pazymi tempo rubato
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ir nurodo vibrato bei non vibrato vietas (vibrato néra tiesiogiai siejamas su
dinamikos nuorodomis). Kita Juozapaicio kompozicija fleitai solo yra ,,Segles’
(1995). Pavadinime uz$ifruotos natos yra karinio muzikiné tema: mi bemol
(es-S)- mi (E)- sol (g-G)- la (a-L) - mi (E) - mi bemol (es-S). Pazymétina,
kad pjesé ,,Segles (07°) buvo sukomponuota praéjus beveik 20 mety nuo

»Afrodités sukarimo. Jvairiy nuorody, skirty vibrato atlikimo subtilybéms,

»Segles“ kompozicijoje jau kur kas maziau — autorius nusprendé suteikti daugiau
laisvés individualiai atlikéjo raiskai. Karinio partitiroje atsirado kitos iraiskos
priemonés: stipri ataka liezuviu, daugiagarsiai.

Kitas vibrato panaudojimo pavyzdys lietuviy kompozitoriy karyboje yra
Kuc¢insko karinys fleitai ir juostai ,,Uzburtoji fleita“ (1995), sukiirimo metais
pelnes Lietuvos kompozitoriy sgjungos Muzikos fondo konkurso III premija, o
2000 m. - Maria Thomas tarptautinio kompozicijos konkurso Londone premija.

»Uzburtoji fleita® (10’) buvo sukomponuota kompozitoriui bendradarbiaujant
su fleitininku Dariumi Gedvilu. Karéjui ir atlikéjui komponavimo procese kilo
jvairiy idéjy, pavyzdziui, karinio eigoje iSardyti instrumentg. Karinio pradzioje
skamba melodiniai motyvai, kuriy judéjimas pagristas jvairiy kryp¢iy uoliais
ir skirtingy veréiy natomis, jvairios dinamikos skale. Siomis priemonémis ir
pakartojimais (2,4, 6, 8, 16 karty) sukuriamas hipnotizuojantis, démesj prikaus-
tantis pojutis, primenantis ritualg. Karinyje naudojamoje juostoje trimis balsais
jrasyta pasikartojanti, kanono principu eksponuojama muzikiné tema.

Analizuojant Maslekovo kirinj fleitai solo ,,Incantation of the freezing haze’
(2013) tampa akivaizdu, kad vibrato gali buti keliy lineariy kaitos budy - auks-
¢io, trukmés ir garsumo (dinamikos) - jrankiu, ta¢iau kartu jis sudaro statiska
specifinés garso spalvos jvaizdj, kuris gali i$ry$kéti supriesinant skirtingg vibrato
kiekj turincius garsus ar reflektuojant atskirus girdéto kiirinio elementus. Savo
karyboje, taip pat karinyje ,,Incantation of the freezing haze (10’), Maslekovas
i$ atlikéjo tikisi nedidelio vibrato, kuris dazniausiai jvardijamas kaip ,,grazus
garsas“. Visais kitais atvejais vibrato turéty buti interpretuojamas kaip artiku-
liacijos Zenklas, lygiavertis tokioms i$raiSkos priemonéms kaip staccato, legato
ir pan. Maslekovas i§ karinio ,,Incantation of the freezing haze naty tikisi
nataraliai skambancio garso (atlikéjas sprendzia, kur reikalingas vibrato), o
flazoletai ir kitos i§raiSkos priemonés yra pazymétos non vibrato. Visi autoriaus
sumanymai natose yra tiksliai nurodyti, tad atlikéjo fantazijai ir norams palikta
erdvé yra labai siaura. Maslekovas $iame karinyje naudoja tembrinius trilius
(bisbigliando), orinius garsus, instrumento perputima, voztuvéliais sukeliamus
garsus, quasi-pizzicato, flazoletus, daugiagarsius ir kitas technikas. Pazymétina ir
tai, kad natose nurodytas greitéjantis ir létéjantis vibrato, taciau jie abu karéjui
asocijuojasi su greicio koreliacija ir amplitude (tai ypac gerai pasireiskia garso
aukscio pokyciuose - lapy vibrato).

3
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3.3. Vibrato atlikimo ir uZrasymo rekomendacijos Jurgio Juozapaicio ,, Af-
rodités“ redakcijai

Apizvelgus lietuviy karyba fleitai solo galima teigti, kad vibrato nuorodos yra
gana retos. Vienas daZniausiai atliekamy kariniy, kuriuose randami fiksuoti
kompozitoriaus nurodymai vibrato atlikimui, yra Jurgio Juozapaicio ,, Afrodité®
Atsizvelgiant j dinamika, muzikinés minties plétojima, kulminacijas, frazuote,
$io karinio redakcijai pateikiama rekomendacija dél vibrato.

ISVADOS

1. Atlikime ir muzikos pedagogikoje daznai nelygiavertés buna kokybisko garso
ir muzikalumo paieskos: besimokantieji tiesiog negali muzikuodami i$reiksti
savo jvaizdziy dél nepakankamos technikos, siaury garso spektro galimybiy.
Siejant tai su prasmingo vibrato paieskomis, galima teigti, kad jvairis dirbtiniai
garso ,,purtymai“ atlikéjams dazniau kenkia nei padeda; labai svarbu yra i$lai-
kyti kokybiska, lygu, tinkama garsa ir jo silpnumo ar nestabilumo nemaskuoti
vibrato. Vibrato taip pat gali buti iSgaunamas lapomis ar skruostais, ta¢iau Sie
metodai néra pageidaujami. Taisyklingas gilus kvépavimas, jau¢iant diafragmos
raumenis, oro sroves greitis, plotis bei kryptis itin svarbu vibrato iSgavimui, nes
tai lemia garso stiprj, tembra. Vibrato yra unikalus muzikos kalbos elementas,
neatsiejama fleitos skambesio dalis. Zymiausi fleitininkai dazniausiai atsisako
vibrato tik tada, kai ta lemia sgmoningas muzikinis sprendimas. Jtaigaus, pa-
veikaus vibrato naudojimas turéty buti saikingo vibrato sinonimas.

2. Apzvelgus istorine literatirg galima daryti i$vada, kad XVIII-XIX a.
dazniausiai buvo minimos $esios vibrato technikos rasys: fleitos purtymas
(angl. shaking the flute), flattement technika, kratininis vibrato (angl. chest
vibrato), martellement / schwebungen (vok. plakimas), lankstus virpesys (pranc.
tremblement flexibile) ir smakro vibrato (angl. jaw vibrato). Fleitos purtymo
ir smakro vibrato technikos - instrumento judinimas rankomis ar oro srovés
krypties keitimas zandikauliu - badavo naudojamos abi kartu arba kaip kity
vibrato techniky pakaitalas. Pir$tais i§gaunamas vibrato yra budingas flattement
ir martellement / schwebungen technikoms. Kratininis vibrato i§gaunamas
keic¢iant oro srovés greitj, o likusiy trijy rasiy vibrato — oro srovés ir pastuko
skylutés atzvilgiu lapomis keic¢iant oro srauto kryptj ir plotj.

3. XVII-XIX a. kariniuose fleitai vibrato retai tenurodomas, specifiniy
nuorody randama mazai, nebent kiiriniuose mokiniams. Remiantis istoriniais
Saltiniais galima teigti, kad vibrato i§sivysté i$ triliy. Pastebéta, kad jei vibrato
ir buvo nurodomas, ji dazniausiai zymédavo tik vingiuota linija. XVIII-XIX a.
pirmojoje puséje vibrato naudojimas daznai budavo tarsi savaime suprantamas
crescendo ar diminuendo epizoduose arba abiem atvejais, taip pat natose su
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fermatomis. Klasicizmo ir romantizmo laikotarpiais vibrato buvo Zymimas retai.
Atliekant romantizmo muzikg jis buvo gerokai populiaresnis nei klasicizmo

kariniuose: XIX a. vibrato naudotas siekiant i$gauti emociskai turtingesnj garso

skambesj, aistringesne, pakyléta, jausmingesne nuotaikg. XX a. kompozitoriai

dazniausiai palikdavo atlikéjui pasirinkimo laisve ir natose nefiksuodavo vibrato

atlikimo. XXT a. pradzioje vis daugiau autoriy vertina vibrato kaip svarbig muzi-
kos iSraiskos priemone ir skiria tam daugiau démesio, pazymédami konkrecius

nurodymus natose ar i$reik§dami juos bendraudami su atlikéjais. Fleitininkai

savo ruoztu iesko geriausiy sprendimy atliekamuose kariniuose, atsizvelgdami

i ju sukarimo laikotarpj, stilistika, susiklosc¢iusias atlikimy tradicijas, savita
skonj ir i§prusimg. Pastebima tendencija, kad vibrato atsisakoma tik tada, kai

ta lemia samoningas muzikinis sprendimas.

4. Siekiant i$samiau paaiskinti fleitos garso ypatybes, vibrato sasajas su
garso auks$ciu ir stipriu (intensyvumu), buvo atliktas fleitos garsy akustinis
tyrimas naudojantis Praat akustikos tyrimy programa. Tyrimas $iam darbui
buvo reikalingas tam, kad baty vizualiai pateikti garso sklaidos parametrai,
atskleidZiantys, kaip susije¢ garso aukstis ir intensyvumas. Atlikus tyrimg ga-
lima daryti i$§vada, kad grojant non vibrato, garso aukstis beveik nesikeicia, o
intensyvumas po garso pradzios nuosekliai silpnéja. Gerklés vibrato - tankios,
nestabilios bangos, grei¢iau kinta bangy intensyvumas, ne taip reguliariai, kaip
bangy aukstis, tik dalyje garso jos atitinka. Diafragmos vibrato auks¢io ir in-
tensyvumo bangos koreliuoja ta pacdia faze, garso aukscio ir stiprio parametrai
kinta panagiai. Aukstasis fleitos registras skamba garsiau, vibrato amplitudé
yra platesné tiek aukscio, tiek intensyvumo aspektais. Intonaciskai fleitos
garsas auks$tame registre yra aukstas, Zemame - Zemas, taigi reikalingas itin
»lankstus® oro srautas, papildomi (pagalbiniai) pir§tuotés variantai sudétingai
intonuojamoms natoms.

5. Nepaisant visy kompozitoriaus pateikty dinamikos, garso aukscio, ar-
tikuliacijos nuorody ir paaiskinimy, instrumento skambesys bei kirinio per-
teikiama emocija, idéja priklauso nuo atlikéjo galimybiy ir sugebéjimo pajusti
uzkoduota mintj ir pateikti ja klausytojui - buti tarpininku tarp kompozitoriaus
ir publikos. Vibrato atlieka labai svarby vaidmenj muzikos i$raigkoje, o autorius,
pazymédamas, kada ir koks vibrato pageidautinas, gerokai palengvinty atlikéjy
interpretacinius ieSkojimus. Galima i$vada, kad objektyviai traktuoti autoriaus
teksta, kai vibrato néra nurodomas, - vargiai ijmanoma. Atlikéjas, susidares
su karinio daugiareik$mis$kumu, tampa individualiy, savity prasmiy karéju.
Siuolaikingje muzikoje vibrato yra tarsi atskira muzikinés kalbos priemoné;
grojimas be vibrato tapo norma ir dauguma kompozitoriy tai laiko jprastu
garso i$gavimo budu, dazniausiai dar sustiprinamu nuoroda senza vibrato
arba non vibrato.
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6. Apzvelgus lietuviy kompozitoriy karinius fleitai daroma i$vada, kad
nedaug fleitai kurianciy autoriy vertina vibrato kaip svarbig ir Zyméting mu-
zikos i$rai$kos priemone, nors daznai vibrato atlikimas paliekamas fleitininko
iSmonei. Lietuviy kompozitoriai fleitai solo daugiausia karé smulkius zanrus.
Vienintelis lietuviy kompozitoriy pjesiy fleitai solo rinkinys yra Solitude, kurj
2007 m. parengg ir redagavo profesorius Gelgotas. Vibrato atlikimo nuorodas

savo kariniuose fleitai solo naudojo Juozapaitis, Kucinskas ir Maslekovas.

7. Darbe i$samiau aptariami ir analizuojami keturi kariniai fleitai solo,
kuriuose kompozitoriai Zymi pageidaujama vibrato atlikima. Juozapaicio
kompozicija fleitai solo ,, Afrodité. Penkios metamorfozés“ (1978) buvo rajoma
lygiagreciai dviem instrumentams solo - fleitai ir obojui. Karinio pradzioje
autorius pazymi tempo rubato ir nurodo vibrato bei non vibrato atlikimo vietas
(8iuo atveju vibrato néra tiesiogiai siejamas su dinamikos nuorodomis). Pjese

»Segles (1995) Juozapaitis sukomponavo praéjus beveik 20 mety nuo ,,Afro-

dités“ sukarimo. [vairiy nuoroduy, skirty vibrato atlikimo subtilybéms, ,,Segles’

<

kompozicijoje jau kur kas maziau — autorius nusprendé suteikti daugiau laisvés
individualiai atlikéjo raiSkai. Taciau atsirado kitos iSrai$kos priemoneés: stipri
ataka liezuviu, daugiagarsiai. Kitas vibrato panaudojimo pavyzdys lietuviy

kompozitoriy kiiryboje yra Kucinsko kirinys fleitai ir juostai ,,Uzburtoji fleita

«

(1995). Sio kiirinio eigoje fleita po truputj ardoma, apatinés dalies (foot joint)
nuémimo epizode vibrato pazymétas vienintelj kartg - tik ten, kur autorius
neabejotinai jo pageidauty. Analizuojant Maslekovo kiirinj fleitai solo ,,Incan-
tation of the freezing haze® (2013) akivaizdu, kad vibrato gali buti keliy lineariy
kaitos budy - auks¢io, trukmeés ir garsumo (dinamikos) - jrankiu, ta¢iau kartu
jis sudaro stati$ka specifinés garso spalvos jvaizdj, kuris gali i$ryskeéti suprie-
$inant skirtingg vibrato kiekj turincius garsus ar reflektuojant atskirus girdéto

karinio elementus.

8. Remiantis $io tiriamojo darbo rezultatais ir padarytomis i$vadomis,
buvo parengta Juozapaicio kirinio ,,Afrodité (Solitude, Vilnius: Muzikos in-
formacijos ir leidybos centras, MILC AT004, 2007) nauja redakcija su vibrato

rekomendacijomis ir komentarais.
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INTRODUCTION

Suggestive interpretation and contemporary music performance, self-expres-
sion and successful communication with the audience have always been among

the principal goals of performers. Different interpretations and their analyses

enrich one with new ideas and provide with knowledge. In flutist perform-
ances, the planned and well-considered vibrato is often missed: sometimes it

is not calculated, not compliant with the style, with the performer being tense

and transfixed. Performers do not pay sufficient attention to making the air-
based sound smooth. One frequently hears beginner flutists using abundant

uncontrolled vibrato. This is a kind of educational gaps when vibrating sound is

considered as synonymous with beautiful sound. Consistent research revealed

some historical vibrato performing techniques, no longer used by the perform-
ers of the 20th or the 21st centuries.

The transverse flute is unique since performers who play the instrument
have to shape the width and the direction of the air flow by themselves: there
is no mouthpiece through which the air is controlled. The lips form the posi-
tion that controls the air flow parameters: the direction and the width which,
together with the air flow speed, define the sound timbre and quality. Vibrato is
an integral component of the flute sound that determines the sound quality.

Through the sound colour, different dynamic nuances, and vibrato, it is not
difficult to create various moods. Vibration frequency and amplitude contribute
to the flutist’s expressive performance. By means of vibrato, the flutist’s timbral
possibilities are significantly extended from smooth, lustreless, and colourless
to sparkling and sonorous sound. It should be borne in mind that vibrato is
not to be identified with rich and sonorous sound production: performer has
to achieve suggestive, melodious timbre through smooth, vibration-free sound.
Regretfully, sometimes vibrato is used to mask weak sound or intonational
inaccuracies.

Vibrato means conscious pulsation of air resulting in expressive air waves, a
specific performing manner when performer insignificantly changes the sound
timbre and intensity to make the performance more expressive. Vibrato and its
predecessors, related to different kinds of the instrument moving and produced
by the fingers, lips, or chin movements, were described in historical treatises of
the 17th century. Vibrato recordings and notation in the sheet music were very
different, largely predetermined by the predominating performing traditions.
In the performance of the Classicist period compositions, moderate vibrato
was recommended, while in Romanticist music, vibrato was especially frequent,
used to achieve expressiveness and wider timbral possibilities. In contemporary
music, the range of the vibrato production techniques expanded, and different
techniques and non-vibrato became important means contrasting with endless,
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permanent romantic vibrato. Works of the 20th and 21st century Lithuanian
composers for flute are not abundant; those are mainly small form compositions
with different approaches to the vibrato aspect. Some authors insist on precise
implementation of their indications (Jurgis Juozapaitis, Andrius Maslekovas),
while others leave it to the performers’ discretion and trust their competence
(Antanas Ku¢inskas, Zita Bruzaité, Andrius Siurys).

The relevance and novelty of the topic is to be related to the lack of re-
search on the topic, a shortage of information and specialist literature, and
large contrasts in the vibrato aspect in flutists’ interpretations.

The research object is vibrato, the historical techniques of its performance,
the issue of its notation in the sheet music, and the significance of vibrato in
Lithuanian composers’ works.

The research aim is to define the technical and artistic possibilities of the
flute vibrato, to discuss the history and characteristics of the use of the technique,
and to overview the role of vibrato in the music composition and performing
processes and in the works of Lithuanian composers.

To achieve the aim, the following objectives were set:

o to overview specialist literature related to the vibrato historical techniques,

acoustics, and breathing;

« to identify and define the most outstanding techniques of the vibrato
performance and to establish the need for the vibrato notation in the
sheet music from the viewpoints of composer and performer;

« through the acoustic examination of sounds, to reveal the impact of play-
ing in different registers and of different vibrato production techniques
on the sound strength and intonation;

« to disclose the significance of the author and performer’s dialogue in the
composing and performing processes;

« to overview Lithuanian composers’ musical works for flute and vibrato
in them;

« to analyse vibrato from the viewpoints of its notation and perform-
ance in the compositions for flute solo by Juozapaitis, Ku¢inskas, and
Maslekovas;

« to provide recommendations for the vibrato notation in Juozapaitis’
composition Afrodité [ Aphrodite] (1978) (Five Metamorphoses for flute
solo).

In the present research, the analytical, historical, and comparative research

methods were used.

Overview of the literature and sources. In the development of the
theoretical part of the research, scientific publications on music perform-
ance: G. R. Wilcocks 2006; J. Armstrong 2005 and W. Montgomery 1978, as
well as textbooks: M. Debost 2002; M. J. Hotteterre 1983; M. Moyse 1973;
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Ch. Potter 2010; E. Putnik 1970; N. Toff 2012; and J. J. Quantz 2001 were used.
The significance of breathing and acoustics was justified, based on the following
literature: D. Vaigauskaité 2005; E. Taleikis 1998; A. Budrys 1980; S. Gazaria-
nas 1988; D. Hall 1991; T. D. Rossing, F. R. Moore, and A. P. Wheeler 2002.
The overview of the notation in the sheet music was based on the following
publications of compositions for flute: Lietuviy kompozitoriy kiiriniai obojui
solo [Lithuanian Composers’ Works for Oboe Solo] 1997; Solitude 2007; Cas-
sandra’s Dream Song 1975; Dreisam-Nore 1975; Suite a deux fliites No. 2 1717;
and Concerto La notte 1729.

The structure of the research paper. The present artistic research paper
consists of an introduction, three chapters, conclusions, a list of literature and
sources, and appendices.

Chapter 1 deals with historical vibrato performance facts and presents
an overview of the major flute schools and the opinions of outstanding peda-
gogues about the use and teaching of vibrato. Historical vibrato techniques are
described, the problems of performance related to too strong or insufficient
vibration and the vibrato notation in the sheet music are discussed. The six
types of the vibrato techniques, most often referred to in the period from
the 18th to the 19th century, are discussed and explained. Those include the
shaking the flute, the flattement technique, the chest vibrato, the martellement/
schwebungen, the tremblement flexibile, and the jaw vibrato. Vibrato notation
in the sheet music is also analysed in the chapter.

Chapter 2 is devoted to the characteristics of breathing and acoustics and
presents the findings of the author-conducted acoustic study of flute sounds.
The technical problems of the vibrato use and the ways of their solution are ex-
plicated, and the impact of vibrato on the artistic expression and interpretation
is studied. The impact of the acoustics of the premises, the unique characteristics
of the instrument, and of vibrato on the timbre is analysed. The chapter seeks
to relate interpretational and technical vibrato performing aspects.

Chapter 3 overviews the vibrato traditions formed in the works of Lithua-
nian composers for flute solo. Musical works of composers from different period
are analysed from the vibrato perspective: Aphrodite (1978) and Segles (1995)
by Jurgis Juozapaitis, Uzburtoji fleita [The Magic Flute] (1995) by Antanas
Kucinskas (1995), and Incantation of a Freezing Haze by Andrius Maslekovas
(2013). In the last subchapter, vibrato recommendations for Jurgis Juozapaitis’
composition Aphrodite for flute solo are provided.

The paper is supplemented with eight appendices, directly related to the
aims and objectives raised in the present research paper.
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1. THE FLUTE VIBRATO:
THE HISTORICAL CONTEXT
OF THE 18TH TO THE 21ST CENTURY

Vibrato is a musical effect consisting of regular, pulsating pitch variation and

produced when seeking more vibrant sound, more intense dynamics, and more

expressive music. Flutists describe the muscles participating in the vibrato

performance, the characteristics of its production, and interpretational aspects

in different ways. The vibration speed and amplitude expand the performance

expression possibilities, however, a regular, uniform vibrato during the per-
formance becomes an irritating, boring element. The changes in vibrato affect

the phrasing and the composition mood and make it easier for the performer
to get to know different conceptions of composers.

1.1. Genesis of vibrato as a term and a performance technique

Vibrato is typically classified by the width of the pitch variation (extent of
vibrato) and the speed with which the pitch is varied (rate of vibrato). To sum

up all the vibrato definitions, one could argue that vibrato is a synonym for
expressiveness, however, the mere vibration of sound should not be called

vibrato. Vibrato means the deliberate vibration of air which creates expressive

sound oscillation, a specific manner of performance: when the performer in-
significantly changes the pitch and the intensity of the sound, the performance

becomes more expressive. The vibration rate and intensity depend on the mood

of the performed music. The performance of vibrato has been discussed since

as early as the 17th century, and in the treatises, vibrato was referred to either
as tremolo or flattement. Due to the changing terminology of its production,
the techniques have not always been described precisely, and no exhaustive

descriptions can be found in a number of historical works. The flattement tech-
nique was often associated with crescendo. When the woodwind instruments

perform crescendo, the sound intonation often becomes higher, thus flattement
perfectly compensates for that inaccuracy.

1.2. Vibrato performance and use in the 18th-19th centuries

In accordance with the data of Nancy Toff, the term vibrato as “vibrating air’
was mentioned as early as in 1528 in the treatise Musica instrumentalis deudsch
[German Instrumental Music] by Martin Agricola (1486-1556) (Toff 2012: 109).
The French flutists’ performing techniques in the early 18th century strongly
affected the German and English flute playing traditions. The early 18th century
marks the flourishing of the flute solo repertoire and the first treatise on the
Baroque flute. Jacques-Martin Hotteterre (1674-1763) in his study Principles
of the Flute, Recorder and Oboe, first published in 1707 (Hotteterre 1983),

>
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discussed the finger vibrato, or the so-called flattement, as an established,
common, and well-used technique. The study can be considered as a kind of a
textbook that first referred to the flute. The first treatise devoted to the flute was
LArt de préluder sur la fliite traversiére [The Art of Prelude on the Transverse
Flute] by Hotteterre, published in Paris in 1719. The treatise was well known
in Germany and English. In the period of the 18th to the 19th centuries, the
works on playing the flute mainly referred to six types of the vibrato technique:
flattement, chest vibrato, shaking the flute, martellement/schwebungen, tremble-
ment flexibile, and jaw vibrato. The shaking the flute and jaw vibrato techniques
implied moving the instrument with one’s hands or changing the direction of
the air flow by means of the jaw; they were either used both together or as a
substitute for other vibrato techniques. The fingers-produced vibrato meant the
flattement and martellement/schwebungen techniques. The chest vibrato was
performed by changing the air flow speed, and the remaining three types of
vibrato were produced changing the angle with respect to the air flow and the
mouthpiece hole, by establishing the air flow direction and width by lips. In
the said treatises, vibrato was most frequently associated with the performance
of slow tempo music and assigned to principal embellishments.

1.3. Overview of the flute vibrato techniques in the 20th-early 21st century
Even though vibrato was recommended as early as in Agricola times, up to the
present it depends on the performer’s individual taste and his understanding of
the composer’s conception. Flutists have mainly been the principal proponents
of the means, and that is to be related to the French performance traditions.
A freer vibrato performance style flourished in France in the second half of
the 19th century, when Paul Taffanel (1844-1908), then professor at the Paris
Conservatoire, was probably the most influential teacher and flutist all over
Western Europe. His solo performances strongly affected woodwind players and
raised the overall level of professional performance. An assumption exists that
vibrato, like articulation, depends on the performer’s native language: the more
vowels it boasts, the deeper is the performer’s vibrato, meanwhile the abundance
of consonants in the language leads to clearer articulation and more expres-
sive pronunciation. By means of vibrato production techniques, vibrations of
different speed are achieved. Thus, e.g., the diaphragm vibrato is not as fast as
the throat-produced vibrato, since larger abdominal muscles cannot move as
fast as small throat muscles. Interpreters find unique subtleties that both help
to reveal the composer’s conception and also create new meanings and insights.
Professional sound control, the understanding of the vibrato meaning, and an
aspiration for meaningful performance provide significant help.
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1.4. An issue of the vibrato notation

In the 17th-18th century compositions for flute, vibrato was seldom indicated:
specific indications in the sheet music were rarely found, except in compositions
for learners. In case vibrato was notated, it was usually marked by a wavy line
(as, e.g., in the arias of Jean-Baptiste Lully (1632-1687) and of other composers
for an instrument performing the melodic line. In the 18th to the first half of
the 19th century, the use of vibrato was usually taken for granted in crescendo or
diminuendo episodes, as well as in the performance of long notes or notes with
fermatas, and was either indicated by the composer or added by the performer.
In the periods of Classicism and Romanticism, vibrato was seldom indicated.
In the performance of the Romanticist music, its use was much more popular
than in the works of the Classicist period: in the 19th century, vibrato was used
in order to produce emotionally richer sound and a more passionate, elevated,
and excited mood. Given the technological capabilities of the instruments at
that time, it is totally understandable why, instead of the difficult-to-produce
and inconvenient trills, composers used the predecessors of the vibrato tech-
nique. Baroque composers notated vibrato by a wavy line, however, it did not
mean that vibrato was not desired in other parts of the composition, just as
rather rare use of the term in the 20th century compositions did not mean
that vibrato was not used in practice. In contemporary music, vibrato is like a
separate means of the music language; playing without vibrato became a norm,
and most composers considered it to be a customary means of sound produc-
tion, frequently also supported by senza vibrato or non vibrato. As, based on
historical sources, one can argue that vibrato evolved from trills, before the
20th century, composers tended to leave the performer the freedom of choice.
In contemporary music for flute, increasingly more authors consider vibrato to
be an important means of musical expression and tend to pay more attention
to it by making specific indications in the sheet music or presenting them in
talks with performers. Flutists, in turn, look for best solutions in the performed
musical works, given the period of their composition, stylistics, the formed
performing traditions, individual taste, and education. The trend has been
noted that vibrato is given up only in case of a deliberate musical solution. To
have suggestive and meaningful vibrato, its use has to be moderate.

2. VIBRATO PERFORMANCE:
TECHNICAL AND ARTISTIC PARALLELS

Music is inseparable from different physical phenomena: acoustics, the

characteristics of sound propagation, the instrument manufacturing technol-
ogy, the choice of material, and unique properties of its vibration and sound.
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Each flute is unique, even if produced by the same manufacturer and coming
from the same production series. Acoustics is of special importance, therefore,
itis necessary to discuss the concepts of sound and timbre, the acoustic charac-
teristics of the premises, and the aspects of sound production, its propagation,
and its perception.

2.1. Characteristics of the vibrato performance ways

There are two types of woodwind instruments: the ones with a vibrating reed
and the ones that sound due to air flow vibrations. Those instruments sig-
nificantly differ. As most of the musical instruments, woodwind instruments
evolved over time. When playing woodwind instruments, a returning relation
with a vibrating air column is used: in that way, the air flow is controlled and
vibration is maintained. That is predetermined either by a vibrating reed or by
a vibrating air flow. The resonance pitch in woodwind instruments is control-
led by covering or exposing the holes with fingers or valves. The sound also
comes from open holes, therefore, it is more complicated than in the case of
brass instruments where the sound essentially comes from the mouth of the
instrument.

The transverse flute was invented by composer, flutist, and pedagogue
Theobald Bohm (1794-1881). It is the most developed instrument in the fam-
ily of flutes whose history goes back several thousand years. The principal air
parameters include the speed, width, and direction, accounting for the timbre,
sound propagation, intensity, intonation, and dynamics. The flute differs from
other wind instruments by the sound production principle: flutist himself
forms the air flow width and direction. The characteristics of the flute sound
production are predetermined by the airflow propagation and its break with
respect to the edge of the mouthpiece. The transverse flute works on the same
principle as the longitudinal one, however, in that case, the air flow comes
directly from the performer’s lips, without the help of the mouthpiece, which
helps to produce more diverse, different strength, and colourful sound. When
playing the flute, different vibrato production techniques are possible. There are
plentiful ancient techniques, such as the moving of the instrument or twisting
it away and toward oneself. Vibrato can be produced by the jaw, lips, or throat.
The most natural and most recommended vibrato is produced by means of the
diaphragm-controlled air. When playing the longitudinal flute, the air flow
coming through the performer’s lips flows through the flute mouthpiece hole
and creates the air column vibrations inside the flute. Covering of the holes, or
the management of the Bohm flute mechanism, shortens or lengthens the air
flow and thus predetermines the pitch. The contemporary transverse flute works
on the same principle, only in that case the air flow comes directly through the
performer’s lips instead of flowing through the mouthpiece. As the air column
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size, pressure, and direction change, the sound changes, too. One can produce
different strength and more colourful sound, however, playing that kind of
flute is more complicated.

2.2. The importance of correct breathing and acoustics for vibrato
performance

When playing the flute, the body and the instrument are inseparable, there-
fore, to implement the technical tasks of music, the body has to be especially
well-prepared. The principal parameter responsible for the sound quality and
timbre is air, its formation, speed, and the flow volume. For the improvement
of the breathing technique, the correct posture of the instrument player is very
important, as then the muscles function freely. Inhaling and exhaling have to
be natural, with muscles and the whole body relaxed. During the inhaling,
intercostal muscles contract, the ribs rise, the diaphragm contracts, becomes
flat and lowers, and the lung volume increases. During the exhaling, intercostal
and diaphragm muscles relax, the ribs lower, the lung volume decreases, the
air pressure in them increases, and the air is pushed out of the alveoli. When
performer inhales, no obvious movement should be noticed (of shoulders
or arms, or different grimaces), and noisy, loud inhaling should be avoided.
To some performers, the specificity of their instrument dictates a slightly differ-
ent type of breathing: thus, e.g., oboe players frequently get too much air, and
they have to exhale the remaining air before inhaling again. It never happens
to flutists, as much more air is used and usually there is no excess. The blown
air flow has to be concentrated, intense, and controlled by breathing muscles,
so that the air from the lungs would flow in the necessary direction, without
stoppage which would mean the invasion of the throat. Due to regular breath-
ing, the phrasing improves, the produced sound becomes smoother and better
quality, it is easier to get the desired timbre, to perform dynamic nuances, and to
join wide interval leaps. The quality of performance is undoubtedly affected by
the acoustic properties of the premises. They are responsible for the performer
feeling comfortable and free, while the dynamics and even the tempo of the
composition are predetermined by the characteristics of the air propagation in
certain space. When one note sounds during the performance, the audience is
first of all reached by the direct sound, followed by sounds bouncing off the walls
and the ceiling - different sound reflections. The speed of the sound reaching
the audience depends on the distance. If they follow each other quickly enough,
we perceive them as a general acoustic effect.

2.3. Acoustic analysis of the flute sounds

With the aim to more exhaustively explain the flute sound characteristics and
the relationships of vibrato with the pitch and strength (intensity) of sound,
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an analysis of flute sounds was carried out by means of the Praat acoustic
analysis software. Before that, no studies of the flute sound vibrato acoustics
have been carried out in Lithuania. The analysis was needed in order to be
able to visually present the sound propagation parameters, to demonstrate the
kind of relationship between the pitch and the sound intensity, the sounds of
different registers in different dynamics, and special effects: non vibrato, the
throat vibrato, and the diaphragm vibrato. Two sound aspects were analysed:
the pitch, indicated in semitones, and the level of the sound strength, meas-
ured in decibels. The findings proved that in the throat vibration, the intensity
and pitch curves frequently did not coincide and passed each other, while in
case of the diaphragm vibrato, the parameters of the sound pitch and strength
changed in a similar way, and the waves of their indicators became similar.
When playing non vibrato, the sound intensity was weakening gradually, and
the intonation remain unchanged. The high register of the flute sounded louder,
and the vibrato amplitude was wider in terms of pitch and intensity. In terms
of intonation, the sound of the flute in the high register was high, and in the
low register, low, therefore, an especially “flexible” air flow was needed, and
frequently also additional (auxiliary) fingering versions in case of complex
intoning of notes.

2.4. Vibrato impact on artistic expression and interpretation
In contemporary culture, a lack of creativity is often faced. We frequently forget
that art and imagination are mutually interrelated, as imagination develops
art, and art develops imagination. Despite all the composer’s indications
with respect to dynamics, pitch, and articulation, additional notations and
explanations, the sound of the instrument and the conveyance of the emo-
tion and conception of the composition finally depend on the performer’s
ability to perceive the encoded idea and to render it to the audience, since
the performer acts as a mediator between the composer and the audience.
A frequently observed trend is certain egocentrism of performers and a wish
to demonstrate their abilities and uniqueness by overshadowing the meaning
of the composition. To objectively treat the author’s text is hardly possible,
therefore the performer, faced with the polysemy of the text, turns into a crea-
tor of individual and unique meanings, sometimes overdoing things, and not
in the best sense of the word. In contemporary definitions, the performance
interpretation is associated with the performer’s individuality and creativity, as
well as with an individual artistic conception. A very important aspect in the
wind instrument players’ interpretation, and especially the vibrato production,
is stage fright, a fear during the performance which results in the uncontrolled
“air column” cracking and shivering. In the state of stress and no longer able
to control his breathing, the performer loses his principal instrument, i.e. air
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control, therefore any effort to achieve successful interpretation and artistic
effect becomes fruitless. Interference in the homogeneity of air and shivering
create the so-called “throat” or “goat” vibrato. Breathing is the area in which
one has to constantly improve and check oneself. When playing vibrato, the
sound changes in three ways: the pitch slightly varies, as well as the strength of
the sound, or the overtones vary. When vibrating on a string instrument, the
most important is the pitch vibration, while in the case of wind instruments, the
change in the sound strength and a variety of overtones predominate. A vibrato
compliant with the meaning of the phrase, stronger in certain notes or passages
and suppressed or negligible in other places, depending on the performed
phrase, is necessary for interpretation, however, its systematic application to
each note in the hope to provide the phrase with more expression would be
totally inappropriate. Each composition requires an individual solution. Each
vibrato production technique results in different speed vibrations. Thus, e.g.,
the diaphragm vibrato is not as fast as the throat vibrato, as larger abdominal
muscles cannot move as fast as the small throat muscles. The goal of each
performer, interpreter ought to be original, distinctive sound, self-expression,
and the conveyance of the composer’s conception.

3. THE ASPECT OF VIBRATO IN THE SECOND HALF
OF THE 20THAND EARLY 21ST CENTURY
LITHUANIAN COMPOSERS’ WORKS FOR FLUTE SOLO

Lithuanian composers mainly wrote small form compositions for flute; the
compositions worth mentioning include Mintis [A Thought] by Jurgis Juoza-
paitis (b. 1942), Solitude by Snieguolé Dik¢iaté (b. 1966), Prelude ...buvau as
su ausra pakilus ir saulés spinduliuos nuskendus...[Once I had Risen with the
Dawn and Drowned in the Sunshine] by Zita Bruzaité (b. 1966), etc., as well
as sonatas composed by Antanas Rekasius (1928-2003) and Viktoras Miniotas
(b. 1963). Some compositions are frequently performed (e.g., Aphrodite by
Juozapaitis (1978), Strazdo mokinys [Thrush’s Apprentice] (1997) by Algirdas
Martinaitis (b. 1950), while others remain in manuscripts or are performed
merely during their premieres. The only collection of Lithuanian composers’
pieces for flute solo is Solitude, prepared and edited by Professor Valentinas
Gelgotas in 2007. There are not many works of Lithuanian composers for flute,
and the above-mentioned collection includes only six compositions: Diptikas
[Diptych] by Jonas Tamulionis, Segles and Aphrodite by Juozapaitis, Prelude
... Once I had Risen with the Dawn and Drowned in the Sunshine by Bruzaite,
Solitude by Dik¢iaté, Eskizai [Sketches] by Budritinas, and Parcelle by Galina
Saviniené. Another publication of Lithuanian music compositions for flute
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ensembles is the collection Flautando, compiled and edited by Prof. Gelgotas
in 2006. It includes a flute quartet Kas yra istyres liepos nakties bedugne, kiek
sieksniy reikia lékti gilyn j tustumgq, kurioje nieko nebejvyksta...? [Whoever has
Traced the Abyss of a July Night, How Many Miles Does One Have to Dart
Down to the Hollow where Nothing Else Happens...?] (2003) by Justé Janulyte,
the quartet Jitra [The Sea] (1995) by Jonas Tamulionis, Improvizacija ir scherzo
[Improvisation and scherzo] for three flutes (1995) by Valentinas Bagdonas,
and Ritualas [A Ritual] (1988) by Eglé Sausanavi¢iaté-Ramana.

3.1. Lithuanian composers’ works for flute solo; a dialogue between creator
and performer
In Lithuania, not so many composers writing for flute consider vibrato to be
an important means of musical expression to be notated, and most frequently
it is left to the performer’s discretion. One of the first composers who paid
attention to that music language element was Jurgis Juozapaitis (b. 1942). To
quote the composer, he appreciated the natural sound of an instrument and,
based on different performing techniques, upon becoming familiar with the
specificity and possibilities of instruments, in each composition he sought a
fluent flow of music and naturality. According to Juozapaitis, each time before
composing he specified his technical knowledge of the instrument by talking
to performers. Thus, e.g., assisted by professors and performers Valentinas
Gelgotas and Juozas Rimas, he got better acquainted with the flute and the
oboe. A profound knowledge of the instrument resulted in the composer’s “live”
communication with performers in the process of composition instead of the
performers’ confrontation with a completed text. Juozapaitis believes music is
“satiated” with multiphonics and overtones, and the new means of expression
threaten to obscure the meaning of music and the individuality of creators
and performers. As argued by composer Antanas Kucinskas (b. 1968), the
performer had to choose what kind of vibrato is necessary in the performance
of a composition, and the author is to use indications in the sheet music merely
in exceptional cases. According to Kucinskas, performers tend to equate vibrato
with emotions, therefore, they are overdoing things by using it too frequently;
just like the use of any other means, the use of vibrato has to be predetermined
by the aim, context, professionalism, and moderation. The composer wants
vibrato, as well as its absence, in his compositions for flute to be perceived as
an obvious artistic means, and sometimes he leaves the choice of vibrato to the
performer’s competence and taste. Andrius Maslekovas (b. 1985), Lithuanian
composer of the young generation, concentrates on the aspect of sound in his
music. According to him, the search for sound in his compositions often in-
tertwines with the Oriental aesthetic elements, which predetermines the focus
on minute details. It is the beauty and complexity of those small details that

31



we often miss when considering a macro-composition. Maslekovas has been
interested in the flute since his first-year studies at the Lithuanian Academy
of Music and Theatre. He wanted to test the potential of the instrument and
to use all his knowledge about it.

3.2. Vibrato notation in Lithuanian composers’ works for flute solo: Segles
and Aphrodite by Jurgis Juozapaitis, Uzburtoji fleita [The Magic Flute] by
Antanas Kucinskas, and Incantation of a Freezing Haze by Andrius Masle-
kovas

Juozapaitis’ composition Aphrodite for flute solo (1978) was parallelly developed
for two solo instruments: the flute and the oboe. The composer was inspired
by the Greek myth about the goddess of love being born out of a shell. The
composition has the form of variations and consists of five complementary
parts (06°). At the beginning of Aphrodite, the author indicates tempo rubato
and notates the places of vibrato and non vibrato (vibrato is not directly related
to the dynamic indications). Another composition for flute by Juozapaitis is
Segles (1995). The notes encoded in the title define the musical theme of the
composition: es-S - E - g-G — a-L - E — es-S (E flat—-E-G-A-E-E flat). It should
be noted that Segles (07°) was composed almost 20 years later than Aphrodite.
The composition boasts much fewer indications for the subtleties of the vibrato
performance: the author leaves more freedom for the performer’s individual
expression. In the score of the composition, other expressive means appeared:
a strong tongue attack and multiphonics. Another example of the use of vib-
rato in Lithuanian composers’ works is Kucinskas’ composition for flute and
tape The Magic Flute (1995), which won the 3rd Prize in the competition of
the Music Foundation of the Lithuanian Composers’ Union in the year of its
completion, and in 2000, a prize in Maria Thomas International Composition
Competition in London. The Magic Flute (10’) was composed in cooperation
with flutist Darius Gedvilas.

The composer and the performer developed various ideas in the composing
process, as, e.g., to dismantle the instrument in the process of the composition.
The piece begins with the melodic motifs whose movement is based on leaps
in different directions, notes of different values, and the scale of different dy-
namics. By the said means and repetitions (for 2, 4, 6, 8, 16 times), a hypnotic
and compelling effect is created, which reminds of a ritual. In the tape used in
the composition, a repeating musical theme, exposed on the canon principle,
is recorded in three voices. The analysis of Maslekovas’ composition for flute
solo Incantation of the Freezing Haze (2013) makes it obvious that vibrato can
be an instrument of several linear ways of change - of the pitch, duration,
and loudness (dynamics), however, simultaneously it creates a static image
of a specific sound colour that can be highlighted by contrasting sounds that

32

have different amounts of vibrato or by reflecting on individual elements of
the heard composition. In his works, including the composition Incantation
of the Freezing Haze (10°), Maslekovas expects the performer to produce light
vibrato, most frequently referred to as “beautiful sound” In all the other cases,
the vibrato ought to be interpreted as a sign of articulation equal to such means
of expression as staccato, legato, etc. In the notes of the composition Incantation
of the Freezing Haze, Maslekovas expects natural sound (with the performer
deciding on where vibrato is necessary), while flageolets and other means of
expression are marked non vibrato. All the author’s ideas in the sheet music
are precisely indicated, therefore, the space left for the performer’s imagina-
tion and wishes is very narrow. In the composition, Maslekovas uses timbral
trills (bisbigliando), airborne sounds, overblowing, valve-created sounds,
quasi-pizzicato, flageolets, multiphonics, and other techniques. It should also
be noted that both the accelerating and the decelerating vibrato can be met in
the sheet music, however, for the composer, both of them associate with speed
correlation and amplitude (which especially well manifests itself in the changes
in the pitch - the lip vibrato).

3.3. Vibrato performance and notation recommendations for the edition of
Aphrodite by Jurgis Juozapaitis

As proved by the analysis of Lithuanian compositions for flute solo, vibrato
indications are seldom found. One of the most frequently performed composi-
tions where the composer’s indications for the vibrato performance are notated
is Aphrodite by Jurgis Juozapaitis. For the edition of the composition, vibrato-
related recommendations are provided, given the dynamics, the development
of a musical thought, the climax, and the phrasing.

CONCLUSIONS

1. In performances and in music pedagogy, the search for the sound quality
and for musicality is frequently non-equivalent: learners simply cannot ex-
press their images by means of music due to a lack of techniques, the sound
spectrum, and the narrowness of possibilities. By relating all that to the search
for a meaningful vibrato, we can argue that different artificial sound “shaking’
more frequently causes damage than helps the performer: it is very important
to maintain the concept of the high-quality, smooth, and healthy sound and not
to mask its weakness or instability by vibrato. Vibrato can also be produced by
lips or cheeks, however, those methods are not desirable. Regular deep breathing
while feeling the diaphragm muscles and the speed, width, and direction of an
air flow are of special importance for the vibrato production, because all that

>
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predetermines the strength and the timbre of the sound. Vibrato is a unique
element of the music language, an integral part of the flute sound. Outstanding
flutists most frequently refuse from vibrato only in cases of a conscious musical
solution. A suggestive and effective use of vibrato ought to be a synonym for
a moderate vibrato.

2. An overview of historical literature results in the conclusion that, in
the 18th to the 19th century, 6 types of vibrato techniques were used most
frequently: shaking the flute; flattement; chest vibrato; martellement/schwe-
bungen; tremblement flexibile; and jaw vibrato. The shaking the flute and jaw
vibrato techniques — moving the instrument with hands or changing the air
flow direction by the jaw — were used either both together or as a substitute
for other vibrato techniques. The fingers-produced vibrato included flattement
and martellement/schwebungen techniques. The chest vibrato was produced
by changing the air flow speed, and the vibrato of the remaining three types
was produced with respect to the air flow and the hole in the mouthpiece, by
changing the direction and width of the air flow with lips.

3. In the 18th-19th century compositions for flute, vibrato was seldom
notated, and there were few specific indications, except for the compositions
for learners. Based on historical sources, one can argue that vibrato evolved
from trills. As noted, even if vibrato was indicated, it was most frequently
marked by a wavy line. In the 18th and the first half of the 19th century, the
use of vibrato was frequently as if taken for granted in crescendo or diminu-
endo episodes, or in both cases, as well as in the notes with fermatas. In the
Classicist and Romanticist periods, vibrato was seldom notated. In Romantic
music, the use of vibrato was much more popular than in the compositions
of the Classicist period. In the 19th century, vibrato was used in order to get
emotionally richer sound and a more passionate, elevated, and excited mood.
In the compositions of the 20th century, the performer was left the freedom
of choice, and vibrato was not notated. In the early 21st century, increasingly
more authors started appreciating vibrato as an important means of musical
expression and devoted more attention to it by indicating in the sheet music
or discussing it in the talks with performers. Flutists, in turn, looked for the
best solutions in the performed compositions, given the period of their writ-
ing, stylistics, the formed performing traditions, and an individual taste or
education. The trend was noticed of refusing from vibrato only in the cases
predetermined by conscious musical solutions.

4. In order to more exhaustively explain the characteristics of the flute
sound and the relationships of vibrato with the pitch and strength (intensity)
of the sound in the present research paper, an acoustic analysis of the flute
sounds was carried out by means of the Praat acoustic examination software.
The analysis was necessary for the paper in order to visually present the sound
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propagation parameters that revealed the type of relationship between the pitch

and intensity of sound. As proved by the analysis, when playing non vibrato,
the pitch hardly changed, and the intensity after the beginning of the sound

consistently weakened. The throat vibrato implied dense, unstable waves, and

the intensity waves changed faster and not as regularly as the pitch waves,
coinciding with them only in part of the sound. In the diaphragm vibrato, the

pitch and intensity waves correlated by the same phase, and the parameters of
the pitch and strength of the sound changed in a similar way. The high register
of the flute sounded louder, and the vibrato amplitude was wider both in terms

of the pitch and intensity. In terms of intonation, the sound of the flute in the

high register was high, and in the low register, low, therefore, an especially
‘flexible” air flow was required, as well as additional (auxiliary) fingering op-
tions for the notes complex for intoning.

5. Despite all the composer-presented indications and explanations for
dynamics, pitch, or articulation, the sound of the instrument and the rendered
emotion and conception of the composition depends on the performer’s abili-
ties and the capability to feel the encoded idea and to present it to the audience:
to act as a mediator between the composer and the audience. Vibrato plays
a very important role in musical expression, while the author by indicating
when and what type of vibrato is desirable greatly facilitates the performers’
interpretive search. The conclusion may be drawn that it is hardly possible to
objectively treat the author’s text when vibrato is not indicated. The performer,
when facing the polysemy of the composition, becomes a creator of individual,
unique meanings. In contemporary music, the vibrato is like a separate means
of the music language; playing without vibrato has become a norm, and most
of the composers consider it a usual way of sound production, frequently also
supported by the senza vibrato or non vibrato indications.

6. The overview of Lithuanian composers’ compositions for flute proved
that not many authors composing for the flute considered vibrato to be an
important means of musical expression to be notated, although frequently the
performance of vibrato was left to the flutist’s discretion. Lithuanian composers
wrote mainly small form compositions for flute solo. The only collection of
Lithuanian composers’ pieces for flute solo was Solitude, prepared and edited
by Valentinas Gelgotas in 2007. The composers who used indications for
the vibrato performance in compositions for flute solo included Juozapaitis,
Kucdinskas, and Maslekovas.

7. Four compositions for flute solo were more exhaustively discussed and
analysed in the present artistic research paper. Jurgis Juozapaitis’ composition
Aphrodite (Aphrodite. Five Metamorphoses) for flute solo (1978) was written
simultaneously for two instruments: the flute and the oboe. At the beginning
of the composition, the author indicated tempo rubato and notated the places
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of the performance of vibrato and non vibrato (in that case, vibrato was not
directly related to the indications of dynamics). Juozapaitis’ piece Segles was
composed 20 years after the completion of Aphrodite. In Segles, there were much
fewer indications for the subtleties of the vibrato performance: the author de-
cided to give more freedom to the performer’s individual expression. However,
other means of expression appeared: a strong tongue attack and multiphonics.
Another example of the use of vibrato in Lithuanian composers’ works was The
Magic Flute for flute and tape (1995) by Antanas Kucinskas. In the process of
the composition, the flute was gradually dismantled: in the episode of remov-
ing its foot joint, vibrato was indicated only once and in the place where the
author decidedly wanted it. The analysis of Andrius Maslekovas’ composition
Incantation of the Freezing Haze (2013 ) for flute solo made it obvious that vibrato
could be an instrument of several linear ways of change - of pitch, duration,
and loudness (dynamics), however, simultaneously it created a static image of
a specific sound colour that could be highlighted by contrasting sounds with
different amounts of vibrato or by reflecting on individual elements of the
heard composition.

8. Based on the findings of the present research paper and the drawn
conclusions, a new edition of Juozapaitis' composition Aphrodite (Solitude,
Vilnius: Music Information and Publishing Centre, MILC AT004, 2007) with
recommendations and comments on vibrato has been prepared.
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