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JVADAS

Karybingumo fenomeno pazinimo istorija, ko gero, skaic¢iuoja tiek pat mety
kiek ir zmonijos civilizacijos istorija. Nuo kiny ir antikos laiky iki pat XX a.
karybingumas pirmiausia buvo siejamas su genialumo, nusvitimo, i§skirtinumo,
»dovanos i§ auks$¢iau“ fenomenais, suteikusiais kiirybingumui holistiskai (neskai-
dant j sudedamasias dalis) suvokiamo objekto statusg. Padétis pasikeité XX a.
5-ajame deSimtmetyje, kai J. P. Guilfordas pradéjo naujg moksliniy tyrimy kryptj,
kviesdamas tirti ne i$skirtiniy genijy atvejus, o ,karybinguma kasdien®

Pristatomame tyrime nagrinéjami karybingumo veiksmai, kuriy rezultatas
yra skambantis karinys. Kadangi ir $iy veiksmy laukas yra vis dar labai platus,
nagrinéjami tik ritmikos ir formos komponavimo veiksmai, ta¢iau metodas gali
buti taikomas ir kitiems muzikos kalbos elementams - melosui, tembrui ir atli-
kimui. Bet kuris i$ $iy elementy tyrime suvokiamas kaip pradinis komponavimo
veiklos kontekstas, kuris karybingais veiksmais yra turtinamas — sukuriamas
naujas kontekstas. Pastarajam vél gali buti pritaikomi turtinimo veiksmai - tokiu
rekursiniu badu komponavimo procesas gali bati tesiamas iki begalybés.

Sio darbo tyrimo objektas yra Zinios, bitinos projektuojant kirybingais
veiksmais komponuojamos muzikos naujos ritmikos audityvine kokybe, kuri
grindziama kognityviniu skambesio pazinimo kontekstu ir apibréziama kom-
ponavimo gesty' struktiira.

Tyrimo problemos: pirmoji — audityvinio konteksto struktiira, jos batina
apimtis komponavimo karybingumo audityvinés kokybés prognozei; antro-
ji — komponavimo veiksmy i$skirtuose kontekstuose turinys, iai$kinantis
karybingus (naujus ir kokybiskus audityviniu poziariu) veiksmus, tinkamus
komponavimui muzikinés ritmikos fraziy ir karinio formos kirybos etape.

Tyrimo $altiniai. Apibréziant karybingumo savoka remtasi Vakary Eu-
ropos karybingumo tyrimy teoriniais darbais, pirmiausia Kembridzo uni-
versiteto autoriy - J. C. Kaufmano (2010), R. J. Sternbergo (1988, 1999, 2010),
M. A. Runco (2007), J. Baerio (2010), taip pat vieno pirmuyjy darbo autoriaus
studijuoty i$samiy muzikos komponavimo kiirybingumo tyrimy - G. Mazzolaos
(2002, 2011) darbais. Audityvinio konteksto struktara suformuluota remian-
tis muzikos suvokimo tyrimy autoriy Saltiniais - L. B. Meyerio (1961, 1963,
1997), E. Narmouro (1990, 1992), F. Lerdahlio (1996, 1998), R. S. Jackendoffo
(1998) muzikos informacijos, meloso ir klausymo gramatikos studijomis.

! Sudétinga ,,gesto* savoka retai taikoma muzikos moksle. Ja galima paaiskinti kaip mentalinj fizinio

gesto atitikmenyj, t. y. muzikinio teksto ,,judesius, potencijg tapti garsu. B. Snyderis (2001: 31)
nurodo, kad fiziniai gestai turi jtakos atminties struktiroms, ypa¢ informacijos grupavimui j
susiety elementy rinkinius (angl. chunks). G. Mazzola (2011: 14) gesta apibudina veiklos kon-
tekstais: pradinis kontekstas - gestiné operacija - naujas kontekstas. Siy poziiiriy amalgamos
laikomasi darbe formuluojamame gestinés analizés metode: gestas yra galimybiy visuma judéti
tolyn komponavimo procese, laiduojama struktiruoty sukaupty raiskos muzikoje Ziniy.



Muzikinés atminties funkcionalumas jvertinant §j konteksta gristas kognityviniy
tyrimy koriféjy D. B. Hurono (2001, 2006), B. Snyderio (2001), R. Jourdaino
(2008) darbais. Trimatés konteksto percepcijos (horizontalés, vertikalés ir erd-
vés) modelis paremtas W. E. Thompsono (2008), L. M. Zbikowskio (2004), taip
pat kognityvinés percepcijos eksperimenty autoriy — D. Deutsch (1975, 1981),
A. Treisman (1980, 1982), 1. Peretz (1996) studijomis. Gesto sgvoka tikslinta
remiantis R. S. Hatteno (2005) koncepcijomis, naujo turinio generavimo idéjy
i$ dalies pasisemta J. Pressingo (1998, 2001) darbuose. Suvokti karybingumo
vieta meno karyboje padéjo H. G. Gadamerio (1991) meno hermeneutika, o
apibadinti muzikos teorijos ir praktikos santykj - A. N. Whiteheado (1928)
karybingumo percepcijos metafizinés jZvalgos; j muzikinio teksto jtaka karybos
ir atlikimo analizei atsizvelgta remiantis J.-J. Nattiez (1990) muzikine semio-
tika. Muzikinés formos tyrimy budai i§skirti pasitelkus T. W. Adorno (1998),
C. Dahlhauso (1983), ]. D. Kramerio (1988), J. Kermano (1986) teorijas, ritmikos
tyrimo objektus apibrézti padéjo R. Parncutto (1994, 2002), J. Londono (2001,
2008), J. Dunsby (2011), D. Arnoldo (2011), K. Stockhauseno (1959) tyrimai.
Audityvinio konteksto trimacio atvaizdavimo koncepcija grista darbo autoriaus
garso rezistros praktika bei D. Gibsono (2005) jsivaizduojamo garso lauko (angl.
imaging sound field) modeliu, daugialygmeninés karybingumo konteksty struk-
taros idéja nusizitiréta is H. S. AltSulerio (1979) karybingumo teorijos. Daugelis
komponavimo veiksmy turinio jZvalgy paremtos autoriaus ilgamete muzikos
komponavimo ir muzikos teorijos déstymo praktika.

Tyrimo tikslas yra suformuluoti vientisg daugialygmeniniy karybingumo
konteksty bei komponavimo juose veiksmy turinio teorijg, leidzian¢ig analizuoti
ir kurti muzika remiantis kognityviniais tyrimais gristomis trimacio (percepcinés
horizontalés, vertikalés ir erdvés) audityvinio komponavimo veiksmy rezultato
prognozémis. Tokiu budu darbas suteikty papildomg alternatyva karinio ana-
lizés ir komponavimo teorijoms, apimancia veikimo galimybes ir algoritmus
ne tik ritmikos, bet ir kity muzikos kalbos elementy (kurie galbat bus atskleisti
basimuose darbo autoriaus tyrimuose) komponavimui.

Darbo uzdaviniai:

o I8skirti salycio taskus ir sutelkti teorijas, nagrinéjancias karybingumo veiksnius,
veiksmus ir kontekstus, garso percepcija, muzikos ritmika bei karinio forma,
atminties struktiirg, komponavimo ir klausymo kognityvine psichologija.

« Remiantis i$skirta teorine medziaga, suformuoti kiirybingumo konteksty
ir karybingy veiksmy juose analizés metoda, darbe pritaikyta muzikos
ritmikos ir karinio formos tyrimui.

o Sukurtu karybingumo analizés metodu i$analizuoti pakankamg skaiciy
(iki 10) Vakary Europos akademinés muzikos stilius reprezentuojanciy
kariniy, atrandant juose audityvinés raiSkos skirtumy ir pana$umy dés-
ninguma, projektuojama istorijos laiko testinume.

« DPateikti savo karinio karybingo proceso ir audityvinio rezultato analizés
pavyzdi.

« Kaip $alutinis darbo uzdavinys iskyla kognityvinés bei muzikos teorijos
terminijos adekvaciy vertimy norminimas, gestinés kiirybingumo analizés
metodo dokumentacijos rengimas.

Temos istirtumas ir aktualumas. Kognityviniai tyrimai yra labai aktuali
ir sparciai besiplétojanti muzikos tyrimy sritis, bet tik nedaugelyje $iy darby
formuojamos i$baigtos muzikos komponavimo sistemos. Tarp rety pavyzdziy
galima paminéti E Lerdahlio (1998), D. Hurono (2006), E. Narmouro (1990;
1992) audityvinés (klausymo) gramatikos analizés sistemas, bet su karybin-
gumu ir jo funkcionavimu tiesiogiai siejami tik J. Pressingo (1998, 2001) ir
G. Mazzolaos (2011) komponavimo hermeneutiniai (spekuliatyvis) modeliai.
Trimatis horizontalés, vertikalés ir erdvés percepciniy dimensijy modelis, jeigu
toks ir egzistuoja muzikos analizés ir kognityvinése teorijose, autoriui jtakos ne-
turéjo, bet $io modelio formulavimui labai padéjo trimaté garso lauko traktuoté,
naudojama garso inZinerijoje, muzikos prodiusavimo ir liejimo (miksavimo)
praktikoje. Daugialygmeniniai muzikinio laiko atminties kontekstai ir jy jtaka
muzikos komponavimui bei audityviniam rezultatui chrestomatiskai i$aiskinti
B. Snyderio (2001) darbe, daugialygmeninius karybingumo kontekstus taikliai
jvardijo Henrikas S. AltSuleris (1979).

Komponavimy veiksmy trimatéje horizontalés-vertikalés-erdvés dimensijoje
funkcinio turinio sisteminiai tyrimai, kaip vienas i§ $io darbo tiksly, beveik
neturi analogy mokslinéje literataroje. Keli kiek artimesni pavyzdziai randami
E Lerdahlio ,Komponavimo sistemy kognityvinése gairése“ (Lerdahl 1998) ir
Hurono darbe ,,Balsavados taisykliy i$vedimas percepcijos principais“ (Huron
2001). Taciau $ie darbai nusviecia audityvinio atpazinimo ribojimus kompona-
vimo veikloje (pvz., kaip dermés ir tonacijos batinybé), o ne muzikinés kalbos
komunikacines galimybes, jgyvendinamas muzikos ra§ymo veiksmais, kaip
yra pristatoma $iame teoriniame tyrime. Metodologiskai imli komponavimo
gesty sgvoka nedaznai taikoma, reta iSimtis Roberto Hatteno analitinés studijos
(Hatten 2004, 2005). Muzikos komponavimo sferoje vienintelis autoriui Zinomas
pavyzdys yra Mazzolaos karybingo komponavimo vadovélis (Mazzola ir kt.
2011). Pristatomo teorinio tyrimo originaluma pazymi gestine analize i§skirtos
Raiskos modeliy ir juy Kognityvinio stiprio analitinés kategorijos.

Tyrimo metodai. Darbe taikoma kokybiné turinio analizé, naudojamasi to-
kios analizés hermeneutiniais, kognityviniais, semiotiniais bei muzikos teorijos
$altiniais. Karybingumo tyrimy kontekstas pateikiamas apraSomuoju metodu,
kariniy analizés lyginamos hermeneutiniu ir istoriografiniu metodais. Gestinés
karybingumo analizés metodas suformuluotas remiantis sisteminiu tyrimu.

Darbo struktiira. Darbg sudaro jvadas, trys skyriai, i$vados, literataros
sgrasas ir priedai.



Pirmajame skyriuje i$skirtos ir sutelktos analizés modelio pagrindimui
reikalingos mokslinés teorijos. Pirmajame poskyryje (1.1) aptariamas karybin-
gumo tyrimy Vakary Europoje kontekstas, AltSulerio daugialygmeniniy kary-
bingumo konteksty teorija. Antrajame poskyryje (1.2) atskleidziama atminties
jtaka muzikos percepcijai, paaiskinamos audityvinés trijy dimensijy patirties
kognityvinés prielaidos ir jomis pagrindziamas muzikinés rai$kos percepcinio
momento trimatés projekcijos modelis.

Antrajame skyriuje pristatomi gestinés analizés pagrindai. Pirmajame
poskyryje (2.1) i$aiskinama muzikinio gesto sagvoka ir jo analitinés potencijos.
Antrajame poskyryje (2.2) gesty semantika siejama su ritmikos kirybingumo
lygmenimis. Tre¢iajame poskyryje (2.3) atskleidZiamas ritmikos veikseny (metro,
metroritmo ir ritmo) komponavimo gesty funkcinis turinys ritmikos kairyboje.

Trecdiajame skyriuje pateikiamos Vakary Europos jvairiy akademinés muzi-
kos stiliy kiriniy karybingumo analizés. Pirmajame poskyryje (3.1) iSai$kinama
Raiskos modeliy (originalios kompozitoriaus veikseny gramatikos traktuotés
karyboje) naudojimo praktika Renesanso, baroko, klasicizmo, romantizmo ir
modernizmo laikotarpiais bei atliekama lyginamoji kariniy tyrimo rezultaty
analizé. Antrajame poskyryje (3.2) atskleidZiami muzikinés formos gestinés
analizés principai, pagrindinj démesj skiriant vadinamojo karinio ritmo (mikro-
formos) analizei, atskleidzianciai Raiskos modeliy jungimo i formos struktary
hierarchijas. Tre¢iajame poskyryje (3.3) aprasomas meninio tyrimo autoriaus
originalus kiirybingumo projekcijos muzikos kompozicijoje gestinés analizés
metodas.

1. KURYBINGUMO PROJEKCIJOS KOMPONAVIME
TYRIMO TEORINIAI SALTINIAI

1.1. Karybingumo samprata i§ Vakary Europos mokslo perspektyvos

Pati bendriausia tyrimo sandy skirtis implikuojama karybingumo (,,nekary-
bingumo antipodo®) poZymiuy, kurie pagal Kembridzo tradicija jvardijami kaip:
1) ,kitoks“ - naujoviskas (inovatyvus), 2) ,kokybiskas“ - suformuotos (kary-
bingumo akustinio rezultato) struktiros, 3) kontekstinis — jvertinamas bendroje
kultarinéje, budingoje stilistinéje ir konkrecioje karinio paradigmose.

1.1.1. ,Naujoviska“ ir ,,kontekstualu“ istoriniame mokslo diskurse

Siame poskyryje koncentruotai apibiidinami svarbiausi ,,kirybingumo* epis-
temologijos poky¢iai Vakary Europos moksle (nuo antikos iki postmoderniy
XX-XXI a. sandiiros takoskyry). Pazymima, kad naujumo kaip originalumo ko-
notacija minétame kontekste yra santykinai nesena — tik XVIII a. kirybingumas,
tada sietas i$skirtinai su menine, pirmiausia literataros, karyba, teoriskai buvo

apibréitas iSmonés ir iSsiskiriancios raiskos pozymiais. E. Youngas (Young ir kt.
1918) dar 1759 m. kvieté $lovinti originalius autorius ir smerkti plagiatorius.
Palyginimui, W. Shakespeareo (,,plagiatoriaus®, anot Youngo) kirybos koncepcija
jtraukia ilgy amziy literattiros tradicijos ir $altiniy koncentracijg, vengiant asme-
nisky i$kraipymy. Toks fenomenologinis lazis stipriai katalizavo modernizmo
suklestéjima, pvz., muzikoje, pradedant nuo E. Satie bandymy XIX a. pabaigoje,
kuriuos pratesé A. Schonbergo ekspresionistiniai opusai, Ch. Iveso, H. Cowello
ar E. Varéseo eksperimentai. Siuolaikinis poziiris j vadinamojo ,,kasdienio® k-
rybingumo tyrimus, paremtus psichometriniais proto veiklos parametry matavi-
mais, buvo inicijuotas J. P. Guilfordo ir juo sekusiy mokslininky, kurie pakreipé
karybingumo tyrimus (de)mistifikavimo ir (de)romantizavimo kryptimi.

Atlikta hermeneutiné karybingumo sgvokos sklaidos Vakary Europos
mobkslo tradicijoje analizé leido identifikuoti tyrimo pozicija kaip neoklasicistine
(konservatyvig), kuriai budinga Zziniy, reikalingy karybingai veiklai, analizés
dominanté. Naujumo i§samiai atskleis¢iai tokiame kontekste tarnauja jZvalga
i konvergentinio (kombinacinio) ir divergentinio (inovacinio) kurybingumo
paradigmas. Konteksto atzvilgiu tyrimo kryptimi pasirinkta J. C. Kaufmano ir
R. A. Beghetto ,,4 C kiirybingumo modelio® tipologija. Ja apibadintu ,,Pro-C*“
(»profesionalaus kompozitoriaus“) — produktyvaus (atlygintinos profesinés
veiklos prasme), bet nejgijusio istorinio vertinimo - karybingumo kontekstu
akcentuojama amato ziniy, batiny karybingai veiklai, svarba.

1.1.2. Komponavimo etapy Ziniy struktiira
Siame poskyryje atkreipiamas démesys i komponavimo proceso etapiskuma,
gretinant autoriaus komponavimo praktikos empirinius pastebéjimus ir G. Wal-
laso etapinés karybingumo teorijos modelj. I$skirti komponavimo idéjos (pagal
Wallasg - inkubacijos), idéjos jgyvendinimo priemoniy (Wallaso modelyje -
iliuminacijos) ir idéjos realizacijos (pasirinktomis komponavimo priemonémis,
Wallaso - verifikacijos) etapai. Pastarojo etapo sandas yra akustinio komponavimo
rezultato (sukurto karinio fragmento) percepcija, leidzianti spresti, kuriame ka-
rybingumo etape (ar idéjos, ar priemoniy, ar realizacijos) reikalingos tam tikros
korekcijos. Tokiame etapiniame diskurse formuluojama svarbi karybingumo
analizés metodo gairé, kreipianti darbo jzvalgas j kognityviniy tyrimy lauka.
Komponavimo etapy analizés pagrindu darbe formuluojama karybingumo
muzikos komponavime paradigma jvardijama kaip muzikinio konteksto turtini-
mo rekursinis procesas, kuriame naujas (praturtintas) kontekstas vél prilyginamas
pradiniam ir projektuojamas tolesnis karybingas veiksmas. Analizuojant Ziniy,
referuojamy kiarybingais veiksmais, specifiskumg (Wallaso modelyje - pasi-
ruosimo etapa), remiamasi autoriaus komponavimo praktikos stebésena ir APT
kirybingumo domeny modeliu. Kaip labiausiai specifiskas efektyviam karybin-
gumo tyrimui i$skirtas (komponavimo) priemoniy domenas.



1.1.3. Karybingumo projekcijos etapy semantinis daugiasistemiskumas
Daugiasistemi$kumas tyrime projektuojamas meninio rezultato originalios
rais$kos tyrimui. Remiantis AltSulerio (1979: 40) karybingumo ekrany (dau-
giasistemiskumo) analizés principu, bendriniais suvokimo (Meyer 2007: 60-62;
Langer 1996) ir specifiniais kognityviniy muzikos tyrimy (Meyer 1961, 1997;
Narmour 1990, 1992; Kenny ir Gellrich 2002) saltiniais, virssistemé, sistema ir
posistemé jvardijamos kaip rai$kos kultiiros, gramatikos ir veikseny (muzi-
kavimo veikly, angl. act of musicking®) lygmenys, tuo atspindint Zinias, batinas
daugiasisteminiam referavimui muzikinés rai$kos turtinimo (karybingumo)
projekcijoje. Aprépiant visas 1.1 poskyryje analizuotas prielaidas suformuluo-
tas karybingumo konteksty visetas, kurio formuluotémis jvertinamas ne tik
komponavimo etapy, bet ir kiirybingumo lygmeny (ekrany) specifiskumas. Siy
lygmeny sankirtoje atsiduria optimaliausias karybingumo muzikos kompona-
vime tyrimo kontekstas, apibudinantis komponavimo priemoniy gramatikg
(akustinés raiskos turtinimo projektavime).

Sio konteksto funkciniu analizés vienetu (sekant Pressingu (2001: 154)
jvardytas kiarybingumo masyvas, apimantis objekta (pradinj muzikinés rais-
kos kontekstg), savybes (raiskos konteksto percepcinés patirties apibréztis) ir
procesa (pradinio konteksto turtinimo veikla - kiarybinguma). Masyvo analizei
1.2 poskyryje kognityviniais tyrimais apibréziami klausa patiriami muzikinés
rais$kos turtinimo poky¢iai (garso jvykiai).

1.2. Kognityvinés kiirybingumo komponavime tyrimo prielaidos

Remiantis Bobo Snyderio muzikinés patirties jZvalgomis, $io poskyrio jZangoje
pagrindziami ritminiy trukmiy (IOI, angl. Inter-Onset-Intervals, pazodziui,
sintervalai tarp garsy pradziy®, vertimas i§ Ambrazevic¢ius 2010: 105) modelia-
vimo prioritetai muzikos komponavimo procese, tuo siaurinant darbo objekta
iki ritmikos karybingumo projekcijos tyrimy. Ritmikos raiskos lygmeny
modeliavimas komponavimo priemonémis ir $io konteksto turtinimo akus-
tinio rezultato percepcijos (kiirybingumo masyvo proceso ir savybiy) analizés
siejamos su atminties funkcionavimo mechanizmais: sisteminio lygmens - su
ritmikos kontary (fraziy) gramatika, kultiiros lygmens - su karinio formos
karybingumo tyrimais.

2 Ch. Smallo (1998: 14) jvesta ,muzikavimo* (musicking) savoka siekta apimti tyrinéjimo objekto

bet kokius jgudzius (jtraukiant ir, pvz., rekvizito ruo$ima), kuriais prisidedama prie muzikinés
raiskos kaip kultairinio jvykio tapsmo proceso.

1.2.3. Komponavimo rezultaty audityvinio tyrimo kognityvinés prielaidos

1.2.3.1. Garso lauko trimatés percepcijos modeliavimas

Poskyryje paai$kinami akustinio jvykio padéties garso lauke (geometrinéje trima-
téje erdvéje tarp stereo akustiniy sistemy) modeliavimo principai. Atkreiptas dé-
mesys, kad modeliavimo budas vienodas visoms trims dimensijoms (horizontalei,
vertikalei ir erdvei, sutrumpintai HVE). Lokalizacija modeliuojama garso stiprio
reguliavimu, kinta tik $io reguliavimo taikymo kontekstai ir juose taikomos garso
inZinerijos technologijos, kurios sudétingéja didéjant modeliuojamos dimensijos

»eilés numeriui® (t. y. erdvés dimensijos modeliavimas pats sudétingiausias).

1.2.3.2. Komponavimo raiskos intuityvios trimatés percepcijos psichologinés
prielaidos

Sioje dalyje paaiskinami garso lauko ir komponavimo raiskos modeliavimo
skirtumai. Pirmuoju atveju operuojama akustinj jvykj modeliuojanciais elekt-
ros signalais, antruoju atveju — atlikimo jvykj (kaip, pvz., atlikimas f dinamika)
inspiruojanciomis atlikimo instrukcijomis (karinio partittira). Abiem atvejais
modeliavimo terpé yra dvimaté (stereo akustiné sistema ir dvimatis partitaros
popieriaus lapas), tad modeliuojant batina atsizvelgti j audityvinés vaizduotés
(angl. auditory imagery) trimatéje percepcijoje procesus.

Audityviné vaizduoté Siuolaikinéje psichologijoje apibréZiama kaip proto ga-
lia hipotetiskai jsivaizduoti (angl. mental imagery) kvazipercepcine (garso) patirtj
kaip realig (Thomas 2014). Sioje suvokimo veikloje pasitelkus intuicija realizuoja-
mas tarpinis etapas (Yokota 2013), kuriame suformuojamas pirminés audityvinés
patirties percepcinis simbolis (Barsalou 1999), ,,simuliuojantis“ nervy sistemos
procesus, kurie vykty, jeigu simbolizuojama patirtis baty patiriama ,,i$ tikryjy*
(Thomas 2014). Savo ruoztu intuicijos sprendimai yra susije su asociacijomis j

»laikinai nenaudingas® (esancias pasamonéje) arba naujai asocijuojamas ,,atskiras*
samoningas zinias (Pressing 2001: 147). Psichologiniu pozitriu i$skiriamos trys
ju rasdys (taigi ir intuicijos) (Ibid.): pirmoji intuicijos rasis remiasi siekiu prisiliesti
prie pirmapradés tiesos, antrasis intuityvaus pasirinkimo $altinis yra racionalus
mastymas ir sprendimas, treciasis intuityvumo tipas i§ esmés paneigia tiesioginj
ziniy kaupimo ir jy pagrindu intuityvaus pasirinkimo mechanizma - tai tiesiog
momentinis sprendimo formulavimas ad hoc. Trimatés garso lauko patirties mo-
deliavimas audityvinéje vaizduotéje siejamas su intuityviu ad hoc orientavimusi
geometrinéje erdvéje. Komponavimo gramatikos trimatés rai$kos modeliavimas
kyla i§ muzikos teorijos Ziniy, t. y. antrosios intuicijos rasies.

1.2.3.3. Muzikineés raiskos percepciniy dimensijy kognityvinis mechanizmas
Williamas Forde’as Thompsonas (Thompson 2008: 228), apibendrindamas
skirtingus (Peretz 1989; Peretz, de Morais 2002; Peretz, Babai 1992) mentaliniy



ligy jtakos muzikinés gramatikos dimensijy (ritmikos ir meloso) percepcijai

tyrimus, atskleidé, kad audityvinis srautas i§ pradziy patiriamas i$skaidytomis

percepcinio momento dimensijomis, tik po to $ios dimensijos suliejamos j vien-
tisg patirtj. Tam tikra audityviniy mechanizmy dalis §iame dimensinio patyrimo

procese yra atsakinga uz 1) ritmo (ritminiy trukmiy poky¢iy), tam tikra uz

2) tony (aukscio skirtumy), tam tikra uz 3) melodinio kontiiro (pirmujy dviejy
dimensijy patirties vienalaikio kitimo laike) atpazinimg. Pirmyjy dviejy feno-
meny percepcija yra susijusi su garso jvykiy periody santykiy (kaip ketvirtinés

ir adtuntinés trukmiy santykio, atitinkancio tony intervalo oktavos 2:1 periody
daznio santykj) patirtimi, tad gali bati modeliuojama naudojant periodiskumo

akustmatinius archetipus.

L. Zbikowskis, remdamasis antropologiniy ir psichologiniy tyrimy jrodymais
ir koncepcijomis (Zbikowski 2004: 273), formuluoja koncepciniy modeliy
percepcine paradigma. Pagal ja, audityvinio periodiskumo atpaZinimas ir jver-
tinimas yra susijes su kiino daliy judéjimo patirtimi. Pagal Zbikowski:

1. Pirminis atpazinimas yra reguliarumas, kuris fizi$kai patiriamas ka-
dikystéje vaikuciui reguliariai judinant galines. Samoningai regulia-
rumas identifikuojamas tolygaus kvépavimo, reguliaraus $irdies ritmo
koncepcijomis.

2. Suvokiant reguliaruma, suvokiami skirtingi jo tipai. Pvz., einant skirtingai
juda kojos, rankos ir kiinas. Tokiu biidu antrasis reguliarumo atpazinimo
lygmuo yra diferenciacija.

3. Patirtas skirtingas reguliarumas apibendrinamas kaip formuojantis bendra
cikliskumo supratimg. Tokiu badu bet kuri fiziné veikla suvokiama kaip
skirtingo reguliarumo judesiy visuma.

Sie periodiskumo akustmatiniai archetipai taikytini trima¢iame kompona-
vimo rai$kos modeliavime. Pirminis reguliarumas yra vienmatis. Jis tampa dvi-
maciu, kai galima palyginti du skirtingus periodus (jy diferenciacija), pvz., ilga
ir dvigubai trumpesnj (vadinamaja tl/tc dichotomija) (Fraisse 1992: 167-169).
Audityvinéje vaizduotéje tai atpazjstama kaip raiskos vertikalé, suformuota
utilizuojant skirtingus ritmikos kontary tempus (kontrastinéje polifonijoje)
arba pulsy modelius (imitacinéje polifonijoje).

Erdviné dimensija audityvinéje vaizduotéje modeliuojama pulso iskilumo
(angl. pulse salience) (Parncutt 1994) poky¢iais. Pulso iskilumg R. Parncuttas
jvardija kaip pagrindine salyga, laiduojancia ritminiy trukmiy struktaros (met-
ro) percepcija. Tokiame kontekste iskilumas formuluojamas kaip pulso patirties
»percepciné (taigi — muzikiné) svarba, stipris ar aiSkumas® (Parncutt 1994: 413).
Ritmikos kirtis (angl. beat), formuojantis metrine takto struktiirg (atliekamg arba
diriguojama, Parncutto jvardyta kaip tactus, lot. — palietimas), apibudinamas
kaip ,,iskiliausia pulso patirtis“ (Ibid.). Analitiniu pozitriu i§skiriami trys pulso
i8kilumo kokybiniai veiksniai:
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1. Fenomeniniai akcentai — atlikimo raiskos (garsumo ir ritminiy trukmiy vari-
javimo) koncepcija. Ja modeliuojant, akcentuojamo pulso iskilumas didéja.

2. Bkilumas didéja ir gauséjant sutampantiems su pulsu garso jvykiams,
kai daugelio vienalaikiy garso pokyc¢iy suvokiamas atakos momentas
(angl. perceptual attack time, PAT) vyksta tame paciame pulso tvinksnyje
(tai galima pavadinti ritmikos homofonija).

3. Ir galiausiai, iskilumas didesnis tokios ritminés patirties, kurig kuriantis
ritmikos kontekstas projektuojamas derinant jvairiy ritminiy trukmiy
periodus, palyginamus kartotiniais santykiais — Fraisse ilgos ir trumpos
(2:1) ritminiy trukmiy skirties dichotomija. Sj veiksnj Parncuttas jvardija
kaip ,konsonansine pulso patirtj. Modeliuojant jos antipoda (,,pulso
disonansg®), jvykiai suvokiami kaip nepriklausantys kartotinei pulso ka-
tegorijai (nes dél nutolimo laike negali buti identifikuojami kaip poky¢iai,
implikuojantys pulsa).

2. RITMIKOS RAISKOS KURYBINGUMAS

Sio skyriaus jzangoje apzvelgiamos ritmikos tyrimy mokslinés tradicijos (remian-
tis Grove, MGG, H. H. Eggebrechto (1972), J. Londono (2001), J. G. Sulzerio
(Ward et al. 1998), taip pat Hugo Riemanno (Seidel 1998) darbais. Atkreipiamas
démesys, kad visi minimi tyréjai apibadina ,,ritmikos fizikg“ - ritmo ir metro
dichotomijos schemas. Pagal naujausig komponavimo proceso implikuotg api-
brézima, ritmika laikoma bet kokia garso jvykiy raiska laike (Eggebrecht 1972),
o metrika (London 2001) - bet kokie akcentai (nepriklausomai, ar reguliaras,
ar ne), kurie atlikéjy ar klausytojy gali buti laikomi struktaruojanéiais ritmikos
percepcija. Tokio ar analogisko schematigko ritmikos suvokimo trikumas yra
menka atzvalga i ritmikos tapsmo komponavime procesg.

Teoriniam tokio proceso muzikoje pagrindimui darbe remiamasi A. N. Whi-
teheado (1928) proceso (kaip ritmikos rai$kos) pazinimo analizés metodika.
Pagal ja, minétomis ankstesnéje pastraipoje neprocesinémis analitinémis katego-
rijomis (metru ir ritmu) konstatuojamos statinés ritmikos struktaros yra pavyz-
dziai ne muzikos esybiy (angl. entity), bet realiy esybiy abstrakcijy, apibendrinimy.
Realios esybés ritmikos raiskos procese yra begaliné eilé anksciau patirty rit-
mikos kontary, kuriy minimalas skirtumai palyginimu tarpusavyje kategori-
zuojami kaip logiskai nurodantys j vienoda ritminiy trukmiy poky¢iy formule
(suvokimo abstrakcija, ankstesniame pavyzdyje - ritmo ar metro konstatacija).
Si patyrimy tinklg (Whiteheado terminas ,,Nexus“) komponavimo analizéje
galima apibrézti kiirybingumo masyvo abstrakcija. Masyvo proceso démuo
(apibudinantis karybingo turtinimo veikla) ritmikos veikseny lygmeniu iden-
tifikuojamas muzikiniy gesty analize.
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2.1. Muzikinés raiskos gestai

Siame poskyryje apzvelgiama muzikinio gesto savokos vartosena muzikologi-
niuose tyrimuose remiantis Ph. Taggo (2012), D. L. Mosley (1990), W. J. Allan-
brooko (1984), Roberto Hatteno (2005) moksliniais darbais. Hermeneutine gesto
semantikos analize, kaip tinkamiausia karybingumo pazinimui (ir apimancia
minéty autoriy gesto sgvokos vartoseng), jvardyta G. Mazzolos (2011) koncep-
cija, pagal kurig gestas yra trijy etapy procesas: 1) pirmasis etapas yra suvoktas
dabartinis skambesio momentas; 2) antrasis etapas yra operacija, kurig karéjas
pasirenka pritaikyti; 3) trediasis etapas yra naujas skambéjimo momentas - re-
zultatas, gautas pritaikius gestine operacija. Tokia gesto samprata apibréziamas
muzikinio proceso (,,judéjimo”) pokytis pritaikius (2-ame gesto etape) kompo-
navimo operacija.

2.2. Ritmikos raiskos gesty kontekstai

Poskyryje atkreipiamas démesys j ritmikos implicitinés ir eksplicitinés grama-
tikos muzikos komponavime skirtumus. Implicitine gramatika yra jvardijama
percepciniy mechanizmy formuojama trimaté raiskos gesty (ritmikos judéjimo)
patirtis audityvinéje vaizduotéje (zr. 1.2.3.3). Eksplicitiné gramatika atspindi
individualy kompozitoriaus poziarj j ritmikos raiska, iSreiskiamg komponavi-
mo gestais (ritmikos judéjimo keitimo operacija). Kadangi tai intuityvi kary-
binga veikla, jai budinga daugialygmeniné struktara: 1) vir$sistemés lygmeniu
komponuojant atsizvelgiama j ritmikos kultarg — pasaulio ritmo praktika (pvz.,
valso, sambos ir pan. fenomenus); 2) sistemos lygmeniu apmastoma ritmikos
gramatika (ritmikos kontary daryba); 3) posistemés lygmeniu referuojama
i gebéjima atpazinti ir atlikti ritmo gramatikos struktaras — ritmikos veikse-
nas. Siame darbe analizé taikoma tik eksplicitinés gramatikos (sisteminiam)
lygmeniui.

2.2.1. Komponavimo priemoniy kultiiros eksplicitinis kiirybingumas
Siame poskyryje pateikiami argumentai, sulaikantys nuo kirybingumo tyrimo
kultaros ir veikseny lygmeniu.

2.2.2. Ritmikos gramatikos komponavimo priemoniy kiirybingumas

Sio poskyrio pradzioje apibiidinami ritmikos komponavimo priemoniy parink-
ties skirtumai kultdriniu ir gramatiniu lygmeniu. Kultarinés kompozitoriaus
intencijos gali apimti pastangas perzengti vyraujanc¢ius komponavimo ir klausy-
mo stilistinius jpro¢ius, mesti i$$tkj sau ir bendruomenei. Gramatiniu lygmeniu
(kuris palaikomas hipotetinés intuityvios atzvalgos j profesines amato Zzinias)
siekiama originalios ritmikos, meloso ar tembro raiskos, Siame darbe apibuadi-
namos kaip eksplicitiné kontary gramatika — komponavimo veikla. D. Huro-

nas (Huron 2006: 11) nurodo, kad pats veikimas yra atsakas j nepatenkinama
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situacija’ ir psichologiniu poziariu gali buti tik trejopas: subjektas gali su blogybe
kovoti, jos iSvengti arba su ja susitaikyti*. Kompozitoriaus netenkinanti padeétis
yra muzikinés raiskos pobudis (ritmika nepakankamai jsimenama, charakteringa
ir pan.). Kompozitorius gali j $ig padétj reaguoti:

« Bandydamas plétoti raiSka (kovoti su silpnu raiskos kraviu);

o Pazymédamas §j konkrety raiskos momentg kaip esantj silpnesnio raiskos
kravio (modeliuoti struktarine pabaiga) ir pradédamas naujg raiskos
struktiirg (taigi, iSvengdamas nepatenkinamos padéties sprendimo pradéti
naujos raiskos kiryba);

o Palikdamas muzikinés raiskos situacijg kaip tokig, neutralig (nei plétoti,
nei struktiiruoti), t. y. su ja susitaikydamas; pastarasis sprendimas skiriasi
nuo antrojo tuo, kad utilizuoja daugiadimensine muzikos gramatika: jeigu
rai$ka viena gramatikos dimensija (pvz., ritmika) yra neutrali (nei pléto-
jama, nei juda link struktarinés pabaigos), raiSkos dominanté perkeliama
i kitg gramatikos dimensijg (pvz., formuojami meloso poky¢iai kei¢iant
intervalus ir / arba meloso registro kryptis, melodijai judant priesinga
kryptimi).

Sie psichologiskai implikuoti raiskos judesiai realizuojami ritmikos veikse-
ny kontekstuose (kaip morfologiniuose ritmikos kontiiry darybos sanduose).
Du i§ jy jau buvo jvardyti ai$kinant trimatés patirties audityvine vaizduote
(1.2.3.3 poskyryje) kaip ritmas (ritminiy trukmiy poky¢iy patirtis horizonta-
léje) ir metras (iSkiliy jvykiy kirciy kaita erdvinéje dimensijoje). Optimaliai
trimatés muzikiniy gesty rai$kos percepcijai darbinéje atmintyje buatinas
treciasis kontekstas, susijes su pulso poky¢iais (jo tempu ir ritminiy trukmiy
kaitos modeliais) vertikaléje, kuris darbe jvardijamas metroritmu. Si veiksena
funkciskai (ir pagal Zodzio etimologija) jungia pirmasias dvi — smulkus (trumpy
ritminiy trukmiy) metroritmas modeliuojamas ritmu, o stambiu (santykinai
ilgesniais atstumais konttiro laiko ribose nutolusiy iskiliy jvykiy) metroritmu
laiduojama metro raiska.

D. Huronas nepatenkinamg situacija vadina neigiamo valentingumo emocija, kaip prieSpriesa
teigiamo valentingumo (pvz., dZziaugsmo) emocijoms - pastarujy patir¢iai veikimas nereikalingas,
nes teigiamos emocijos tiesiog iSgyvenamos.

Originalas Hurono terminai yra fighting, fleeing, freezing.
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2.3. Ritmikos veikseny raiskos kiirybingo turtinimo gairés

Ritmo veiksenos komponavimo gestai modeliuojami ritminiy trukmiy santykiy
derinimu: plétoté jgyvendinama kontrakumuliaciniu (greitéjanciu), pokytis —
kumuliaciniu (1étéjanciu) ir adityviniu (vienody trukmiy), neutrali raiska -
periodiniu ritmu (1 pav.).
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1 pav. Trimatis ritmo veiksenos raiskos modeliavimas
komponavimo gestais (schema darbo autoriaus)

Ritmo plétotés ir pokycio gestais modeliuojama audityvinés vaizduotés ver-
tikalés hierarchija (1 pav.), o §iy gesty asociacijomis (pakartojimu per atstuma
laike neutraliu gestu) — modusinis ritmas (kaip choréjas ar jambas, Zr. 1 pav. naty
pavyzdzius) ir laiduojama metroritmo adityvinio pulso horizontalé implicitinéje
(klausymo) gramatikoje.

Metroritmo veiksenos hierarchiné vertikalé (2 pav.) realizuojama pulso
tempo skirtumais. Sie vertikalés gestai laiduoja adityviniy ir diviziniy pulsy
(metroritmo veiksenos erdviniy asociacijy) modeliavimo skirtumus. Pirmajj
galima suvokti kaip pulso tempo kaitos ,,melodijos” plétote, antrajj — kaip tokios

»plétotés” struktiiring pabaiga.
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2 pav. Trimatis metroritmo veiksenos raiskos modeliavimas
komponavimo gestais (schema darbo autoriaus)

Adityvinés ir divizinés metroritmo veiksenos asociacijos implicitinés gra-
matikos sarysiais laiduoja metro veiksenos horizontalés iskiliy jvykiy patirtj
(3 pav.). Metro vertikaléje modeliuojamas adityvinis metras, suvokiamas kaip

»metro kontaras“ (kaip alternatyva jprastai divizinei, kaip 2/4, metro patir¢iai,

zr. London 2001), modeliuojamas metro raiskos plétotés ir pokycio gestais
(Zr. 2 pav.), atpaZjstamais atitinkamai kaip sinkopés (metriniai disonansai) ir
prieskirciai (uzlaikymai) — pastaraisiais grjztama j iskilaus konsonansiskumo
(kartotiniy sutapimy, zr. 1.2.3.3 poskyrj) kontekstg. Diviziné i$kilumo patirties
alternatyva savo ruoztu artikuliuojama dvejiniy ir trejiniy grupavimo (3 pav.).
Tikimybinis vienos i§ $iy asociacijy patirties dominavimas metro struktiros
percepcijoje sukelia vadinamajj metro nevienareik§miskumo (angl. ambiguity)
rei$kinj, generuojantj muzikinés patirties emocinj atsaka.
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3 pav. Trimatis metro veiksenos raiskos modeliavimas
komponavimo gestais (schema darbo autoriaus)

Apibudintos ritmikos veiksenos percepcijoje yra suliejamos ritmikos kontiro
patirtimi; jos modeliavimo analizé pateikta 3-iame skyriuje.

3. KURYBINGUMAS KOMPONAVIMO KONTEKSTUOSE

3.1. Karybingumo operacijos eksplicitinés gramatikos raiskos modeliavime
Kariniy tyrimai 3.1 poskyryje grindziami kompozitoriy modeliuojamy pirmuyjy
kitriniuose ritmikos kontiiry gestine analize ir palyginimu tarpusavyje. Siomis
analizémis atsekama individuali kompozitoriaus implicitinés gramatikos in-
terpretacija. Implicitinés gramatikos paradigma sieja audityvinés vaizduotés
dimensijy eilikumg percepcijoje su $ias dimensijas modeliuojan¢iomis rit-
mikos veiksenomis. Pirmoje, horizontalioje, dimensijoje atpazjstamas ritmo
reguliarumas (ritminiy trukmiy poky¢iy gestai, Zr. 1 pav.), antroje, vertika-
lés, — metroritmo pulso tempo ir modeliy (zr. 2 pav.) diferenciacija, trecioje,
erdvinéje, — metro iskilumo jvykiy (pulso viseto ritminiy trukmiy santykiy
ir fenomeniniy akcenty, zr. 3 pav.) cikliSkumas. Kompozitoriaus valia yra $ig
(klausymo) gramatika pakeisti, dimensijas realizuojant bet kuria veiksena (pvz.,
horizontale metro iskilumu) arba negramatiniu modeliavimu (kaip serijine ar
stochastine technika). Tokia originali morfologiné daryba analizéje apibréziama
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kaip Raiskos modelis (RM) - t.y. eksplicitinés gramatikos kiirybingumo masyvas.
Implicitinés ir eksplicitinés gramatiky raisky skirtis generuoja audityviniy la-
kes¢iy neissipildyma (jvairaus stiprumo netikétuma), o $is - emocinj akustinés
patirties pokyc¢iy atsaka (Meyer 1961: 22-23).

Analizéje formuluojami $e$i jmanomi RM kombinuojant ritmikos veiksenas
eksplicitinéje gramatikoje, kuriy semantika atspindi individualias kompozi-
toriaus preferencijas ritmikos tapsmui: ar determinuoti karinio laiko greitj
ritminiy trukmiy keitimu (ritmo rai$ka - standartine implicitine praktika), ar
pulsuoti teoriskai nesibaigianciais laike ir stabiliais metroritminiais tvinksniais,
ar pasitelkti laika j i8kilias atkarpas dalijanc¢ig metro kiréiy rai$ka. Pratesiant
galimy RM invarianty analize XX-XXI a. modernistinéje ir postmodernistinéje
muzikoje, nurodomas pastarosios muzikos istakose slypintis strateginis kompo-
navimo sprendimas ,,sabotuoti“ (Snyderio sagvoka) muzikos raiskos percepcijos
mechanizmus, akcentuojamus $iame tyrime. Toks vis didesnis nutolimas nuo
percepcinés ritmikos gramatikos padidina RM varianty skaiciy iki 34.

Atlikus visas poskyrio analizes pastebétas désningumas, kad né vienas
kompozitorius ritmikos raiskos inicijavimui nepanaudojo Raiskos modelio
Nr. 1 (analogisko implicitinei gramatikai), o pasirinko implicitinés gramatikos
semantikos karybingg perinterpretavima. Pastebéta tendencija - nuo Renesanso
iki XX a. 7 de$. modernizmo gana tolygiai artéjama prie percepcijos implikuoty
(minimaliy) lakes¢iy karinio pradzioje modeliavimo (grafikos kreivés virSuje).
Sis faktas atspindi poreikj komponavimo proceso inicijavimo fazéje kontroliuoti
ritmikos gramatika ir jos panaudojimo akustinj rezultatg. Vienintelis nesistemin-
gas lukesciy sumazéjimas yra susijes su klasikinio repertuaro kiriniy harmonijos
rai$kos dominante ir tai laiduojancia neutralia (psichologinio susitaikymo)
ritmikos formavimo strategija.

Kitas pastebétas désningumas atspindi Stockhauseno (1959: 31-32) ritmikos
spektro analitine abstrakcijg, apimancia ritmikos komponavimo gramatikos
akustinio rezultato viseto jvertinimg. Gestine analize parodyta, kad ritmikos
pulso iskilumas (kaip ritmikos spektro iSraiska) labiausiai konsonansiskas
(t. y. metro kiréiuose sutampanciy kartotiniy trukmiy, be sinkopiy, zr. 2 pav.) yra
klasikiniuose kariniuose (dél minétos funkcinés harmonijos raiskos dominantés).
Tadiau kariniuose, sukurtuose iki ir po XIX a. ritmikos spektras formuojamas di-
sonansiskas (sinkopuotas ir nekartotiniy tempy poliritmikos), netgi aperiodinio

»ritmikos triuk§mo“ pobudzio ir tuo labiau, kuo labiau tolstama nuo klasikinio
Vakary Europos akademinés muzikos karybos laikotarpio - j postmodernizma
ar j Renesansg. Toks pasiskirstymas koreliuoja su modernizmo tendencija ieskoti
komponavimo priemoniy inspiracijy senovés muzikoje (pvz., dodekafoniniy
serijy transformavimo sgsajos su Renesanso komponavimo kultara) ir ritmikos
kultaros jtaka repertuarinio kanono bei muzikologinio diskurso visetui (abie-
juose dominuoja L. van Beethoveno karyba).
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3.2. Inovacinis kiarybingumas kiarinio formoje

Ritmikos kontary sintaksés karinio formoje kirybingumo tyrimas grindziamas

Altsulerio kirybingumo inovacijy lygmenimis. Formos analizés istoriné apzvalga

rodo, kad realiy kariniy formy yra tiek pat, kiek ir ketinimy kurti, tad karybin-
gumo inovacijy analizei prasminga taikyti formos kaip diskurso (C. Dahlhauso)

koncepcija, kvie¢iancia analizuoti ne formos struktiry ribas, bet formos turinj.
Analiziy pavyzdziais parodomos formos diskurso (t. y. formos tapsmo) tirties

galimybés taikant reguliarumo, diferenciacijos ir cikliSkumo (HVE dimensijy

formos lygmeniu) identifikavimg ritmikos RM kontary sintaksés struktarose

(analogiska metodika galima ir kity gramatiniy dimensijy sintaksés formoje

analizei). Identifikuotais formos patirties dimensijy koncepciniais modeliais

apibréziama ,,stati$ka“ formos struktira, kurios diskursyvus tapsmas (cikliskumo

koncepcijos erdvé) jvertinamas formos plétotés, struktariniy riby ir eksponavimo

paradigmy gestais.

Analizémis poskyryje parodyta, kad RM hierarchiné sintaksé (RM kontary
tiesioginis jungimas i sekas, vadinamasis mikroformos lygmuo arba kirinio
ritmas) realizuojama 2-ojo ir 3-iojo lygmens kirybingumo inovacijomis. Makro-
formos tyrimu atskleidziamos 4-ojo ir 5-o0jo lygmens asociatyvios inovacijos,
jungiant laike nutolusias formos struktaras, kai 4-asis susijes su klasikinémis
teleologinémis formomis (kaip sonatos forma), o 5-asis — su atviros formos
karyba. Percepcijos atzvilgiu paveikesnis (labiau skatinantis emocinj atsaka)
yra pirmasis, o antrasis i§ dalies ,,sabotuoja“ formos lygmens audityvinius
mechanizmus.

Formos analizés baigiamos tyrimo autoriaus karinio ,Nusvitimas...“ (2015)
komponavimo idéjy (isreiksty grafine karinio formos schema) ir natomis
realizuoty atitinkamy karinio partitaros atkarpy palyginimu, atskleidZianciu
savianalizés galimybes komponavimo etapuose. Visas ,,Nusvitimo...“ formos
diskursyvaus tapsmo procesas pagrindziamas kiirybingumo masyvy Kognityvinio
stiprio (rodancio rai$kos eksplicitinés gramatikos nutolimg nuo ,,standartinés’
implicitinés) sklaida karinio formoje - tuo pristatomo tyrimo autoriaus gestinés
karybingumo analizés galimybés atskleisti formos struktariskuma palygintinos
su H. Kellerio (2001) funkcine ar R. Réti (1978) mikrotemine analizémis.

3

3.3. Karybingumo projekcijos muzikos kompozicijoje gestinés analizés
metodas
Darbo autoriaus apraomas kiirybingumo gestinés analizés metodas suformu-
luotas meno doktorantaros projekto tiriamosios dalies pagrindu. Metodas gali
padéti ir analizéje, ir kiryboje, pastarojoje — i$aiskinant muzikos meno Zaidimo
(H. G. Gadamerio (Tagamep 1991: 287) prasme) taisykles ir praktika.

Gestiné analizé vykdoma tokiais etapais:
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o Pirmasis etapas: muzikos komponavimo gramatika skiriama j tris dimensi-
jas, (komponavimo) gramatikos viseto sandus, - ritmika, melosg ir tembra
(percepcines muzikinés gramatikos ritmo, tony ir kontiiro dimensijas).

o Antrasis etapas: j kiekvienq i$ $iy dimensijy Zvelgiama kaip j suliety posiste-
meés veikseny visumg. Ritmikos atveju tai yra ritmo, metroritmo ir metro
veikseny liejinys. Kiekviena i$ $iy veikseny analizuojant arba kuriant
(sintezuojant) projektuojama remiantis Zbikowskio koncepciniy modeliy
morfologinés darybos hierarchijomis ir asociacijomis (Zr. 2.3 poskyrj ir
diagramas jame).

o Treciasis etapas: posistemeés raiskos veikseny dimensinis interpretavimas
leidzia sisteminiu raiskos gramatikos lygmeniu atpaZinti Raiskos mode-
lius kaip veikseny sintakseés (arba ritmikos kontiiro morfologinés darybos)
rezultatg.

o Ketvirtajame gestinés analizés etape RM KS skalés pagrindu apibréziama
virSsistemés struktira (kairinio ritmas) ir diskursyvus turinys (kirinio
forma).

Gestiné analizé yra grista rai$kos lygmeny diagramomis (1-3 pav.), kurios
apibudina atpazjstamg percepcinés dimensijos funkcijg audityvinio rezultato
kurime. Diagramose i$skirtos dimensijos Zymi analitiniy veiksmy eigg, kai
pamazu iSaiSkinamos Raiskos modeliy HVE dimensijy modeliavimo veiksenos,
pazymimas apibrézto Raiskos modelio Kognityvinis stipris, kuris savo ruoztu
projektuojamas formos sintaksinés hierarchijos tyrime.

Raiskos modeliy Kognityvinis stipris gestinés analizés diskurse sieja sistermos ir
virssistemes lygmenis — kuo KS mazesnis, tuo ryskesné yra duotojo RM ,,poetiné
funkcija®, pazyminti karybingo naujumo mastg muzikinéje raiskoje implicitinés
klausymo gramatikos atzvilgiu, taip pat yra didesni formos tapsmo percepciniai
lukesciai, bet mazesné tokio RM semantiné jtaka formos struktiros patirciai.

Formos (virssistemés) analizéje identifikuojami inovaciniai karybingumo
lygmenys pazymi tris formos karybos strategijas, artikuliuojancias formos

seey

vey

nesukuriamos formos struktiros, artikuliuojamas lokalus linijiskumas; b) 2-ojo
ir 3-iojo lygmens inovacijomis RM Kognityviniu stipriu modeliuojamos formos
struktiiry nuoseklaus jungimo laike proporcijos - apibréziama mikroforma
(nekryptingo linijiskumo karinio ritmas); c) 4-uoju ir 5-uoju lygmenimis tie-
siami nutolusiy laike formos struktary daugiakrypcio linijiskumo asocijuojantys
ry$iai (kuriantys makroforma), modeliuojami gramatiniy dimensijy (ritmikos,
meloso ir tembro) RM kaitos koordinavimu (transformuojanciais, formuojanciais
ir artikulivojanciais formos akcentais), kai forma klausant suvokiama kaip labai
uzdara (struktariska, apibrézta karybos kanony, tokiy kaip sonatos forma) ir
visiskai atvira, individualiai numanoma (vadinamosios momentinés formos XX a.

modernizme) (Dunsby 2011: 8).
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ISVADOS

Karybingumas ir kiryba, etimologiskai bendri Zodziai, ir kompozicinéje prak-
tikoje neatsiejami. Jeigu kalbama apie karyba, tai turima omenyje, kad veikla
turéty buti karybinga, t. y. nauja, kokybiska ir kontekstuali. Sie trys karybingumo
pozymiai daugelyje epochy ir dabartyje yra aktualas kompozitoriaus profesijai.
XX a. pasikeites mokslo pozitiris j kiirybinguma potencialiai gali pakeisti pozitrj
ir j kompozicija. Kognityviniai tyrimai ypa¢ praplété kiarybingumo ir muzikos
komponavimo galimybiy suvokimg. Nenuostabu, kad nemazai kompozitoriy
(tarp ju D. Huronas, E. Lerdahlis, G. Mazzola) ne tik uzsiémé komponavimo
praktika, bet ir muzikologiniais darbais gilino muzikinio komponavimo proceso
supratima, kélé esminius kompozitoriaus veiklos turinio ir principy klausimus.
Pristatomas teorinis tyrimas yra tasa minétos praktikos, bandymas pazvelgti
kitaip, nei jprasta akademinéje kompozicijos mokymo praktikoje. Nors teori-
nio tyrimo metu suformuluota komponavimo veiksmy audityvinio jvertinimo
metodika rémeési tik ritmikos komponavimo veiksmy audityvinio rezultato
tikimybiniu numatymu, ji gali bati taikoma visiems muzikinés kalbos elemen-
tams - tiek melosui, tiek tembrui, tiek atlikimui.

Teorinio tyrimo , Karybingumo fenomeno projekcija muzikinéje kompo-
zicijoje” rezultatas yra autoriaus suformuluota suvokimu grista muzikos ritmo
komponavimo ir analizés tikimybiné sistema — gestinés kiirybingumo analizés
metodas. Atsizvelgiant j tyrimui iskelt tikslg bei uzdavinius, tyrimo metu buvo
prieita prie $iy iSvady:

1. Garso suvokimas yra trimatis (kaip ir kity percepcijy, pvz., vaizdo).
Siame tyrime kognityvinés muzikos psichologijos tyrimais patvirtintos
trimacio garso lauko horizontalés, vertikalés ir erdvés (HVE) percepcinés
dimensijos buvo susietos su L. Zbikowskio koncepciniais modeliais (kaip
kompozicinémis koncepcijomis) - atitinkamai periodi$kumu, diferen-
ciacija ir cikliSkumu. Taigi trimatémis dimensijomis patiriama muzikos
audityviné rai$ka, remiantis muzikinés psichologijos tyrimais, tyrime
buvo numatyta kaip klausytojo atmintyje formuojanti naujas struktiras:
prie horizontalés dimensijos raiskos pridéjus vertikalés dimensijos raiska
klausytojo atmintyje formuojama rai$kos hierarchija, o jvedus ir erdveés
dimensijy raiska — atminties asociacijos.

2. Karybingumg apibudina trys savybés — naujumas, kokybiskumas ir
kontekstualumas. Siomis savybémis apibiidinama kiirybos operacija,
kurios algoritmas susijes su pradinio konteksto turtinimo schema:
Pradinis kontekstas > Kiirybinga operacija » Naujai sukurtas kontekstas.
Susiejant $ig koncepcijg su trimate (HVE) raiSkos koncepcija nurodytas
kirybingumo masyvo funkcinis vienetas, apimantis objekta (pradinj
kontekstg), savybes (audityvine objekto / konteksto HVE struktiirg) ir
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procesa (kirybinga konteksto turtinimg). Sio masyvo kontekstai yra
daugialygmeniniai.

. Tyrime nustatyti $ie pagrindiniai muzikos kompozicijos ritmikos kon-

teksto lygmenys: virssisteméje — ritmikos kultara, sistemoje — ritmikos
gramatika, posisteméje — ritmikos veiksenos. Karinio ritmikos analizéje
$iy lygmeny turinj, kurj lemia garso jvykiy jvairiuose laiko masteliuose
percepcijos skirtumai, sudaro: karinio mikroforma (kiirinio ritmas),
suvokiamas ilgalaikés atminties kategorijomis; ritmo kontirai (frazés) -
apriboti trumpalaikés atminties laiko ir informacinio talpumo konstanty;
ritmo—metroritmo—-metro veiksenos, suvokiamos sulietos dél vienalaikés
audityvinés raiskos. Kiekvieno lygmens turinj lemia Zemesniojo lygmens
dimensijy suliejimas. Virssisteméje i kuirinio makroformg suliejamos mu-
zikinés gramatikos viseto HVE dimensijos (ritmika, melosas ir tembras);
sistemoje | Raiskos modelius (RM - sisteminio lygmens kiirybingumo ma-
syvg) — kiekvienos gramatikos dimensijos HVE modeliavimo veiksenos
(ritmikai - ritmas, metroritmas ir metras).

. Sistemos lygmens RM suliejimo karybingumas (kontekstinis naujumas)

priklauso nuo implicitinés (suvokiamos ,,i$ apacios i vir§y“) ir eksplici-
tinés (formuluojamos ,,i$ vir§aus zemyn®) gramatiky karybingumo ma-
syvy koreliacijos. Taip kuriama komponavimo raiskos poetiné funkcija,
kurios analitiné i$raiSka yra RM Kognityvinis stipris (KS) - kuo duotojo
RM KS mazesnis, tuo ,poetiné jo audityvinés raiskos funkcija didesné.
Sistemos lygmens Raiskos modeliy karybingumas yra kombinacinis
(konvergencinis).

. Virssistemés (karinio formos) lygmens gramatiniy dimensijy suliejimo

karybingumas yra inovacinis (divergencinis) ir 5 lygmeny. Pirmojo
lygmens raiska vyksta sistemos kurybingumo lygmeniu, antruoju ir
tre¢iuoju formuojamos mikroformos strukttry hierarchijos, ketvirtuoju
ir penktuoju kuriamos makroformos asociacijos. Pagrindinis analitinis
pozymis, indikuojantis $iy inovaciniy karybingumo lygmeny skirtingus

audityvinius rezultatus, yra formos linijiskumas - teleologinio formos
plétotés priezastingumo praeityje-dabartyje-ateityje patirtis. Atitinkamai -

sistermos raiSkos lygmeniui budingas lokalus linijiskumas (pasireiskiantis
vieno kontaro plétote), virssistemeés vertikalés hierarchijy raiskai (kontiry

sintaksei komponavime) - nekryptingas linijiskumas (susijes su papras-
tyjy dvidaliy ir tridaliy formy diskursu), virssistemes erdvés dimensijos

(kontury asociacijy) karybingumui - daugiakryptis linijiskumas (artiku-

liuojantis sudétiniy formuy, tokiy kaip sonatos, diskursg). Tokie linijiskumo
svyravimai lemia audityvinj karinio formos tvaruma ir sarysj.

. Visuose minétuose kontekstuose kiarybiniy operacijy generatyvinés

kryptys kirybos psichologijos pozitiriu yra trys. Esama muzikinés raiskos
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padétj galima intensyvinti, ja atmesti ar susitaikyti su dabartine raiskos
padétimi. Gestinés analizés poZitiriu $ios trys alternatyvos atitinka plétotés,
poky¢io ir neutralumo gestus — muzikinés karybos (komponavimo ar
atlikimo) mentalinius ir fizinius judesius. Trimatéje audityviniy konteksty
sistemoje bet kuriame sisteminiame lygmenyje plétotés ir pokycio gestais
artikuliuojama raiskos vertikalés dimensija (kiirybingumo masyvo savybiy
hierarchija), neutralumo gestu formuojama erdvés dimensija (masyvo
asociacijos), o visuminiu HVE dimensijy modeliavimu jgyvendinama
trimaté audityviné raigka.

. Apibrézty muzikos komponavimo ir analizés konteksty suvokimas mu-
zikinéje kompozicijoje yra racionalus (denotacinis), komponavimo gesty
karybingy operacijy pasirinkimas — intuityvus (konotacinis). Abiem kate-
gorijoms priskirtos konkrecios didaktinés funkcijos, lemiancios tam tikrg
muzikos karybos rezultato audityvine kokybe. Komponavimo konteksty
pasirinkimg karybingam veiksmui bet kuriame muzikinés kompozici-
jos etape lemia kontekstiniy virssistemés—sisternos—posistemés lygmeny
priezastingumo ir suliejimo sarysiai (pvz., ritminés gramatikos raiska
nejmanoma be ritmikos ar negramatinés raiskos veikseny realizavimo).
Gestiniy operacijy pasirinkima lemia trejopa intuityvumo prigimtis, at-
spindinti humanitarinio pazinimo lygmenis. Intuityvumo $altinis gali bati:
1) bendrasis, padedantis siekti pirmapradés tiesos, egzistencinés prasmés,
2) ribotas - sitilantis mokslu grjsta intuicija, 3) ad hoc - leidZiantis spresti
tiesiogiai, ,,¢ia ir dabar®.

. Komponavimo veiksmy karybingumo kontekstuose prognozavimo di-
daktika, formuojama gestinés karybingumo analizés technologijos, yra
tikimybiné, nes susijusi su Zmogaus ilgalaikés atminties Ziniy struktara,
kategorizuojancia (grupuojancia pagal bendrus pozymius) audityvines
patirtis (kaip, pvz., ritminiy trukmiy santykiy patyrima). Niuansy mecha-
nizmas, aplenkiantis atmintimi kategorizuota percepcija, uztikrina, kad ta
pati raiskos konstrukcija (kairinys, sukurtas siekiant tam tikry audityviniy
kokybiy) kiekvienu klausymo atveju patiriama naujai.

. Suformuota analizés metodika buvo pateiktos 6 raiskos gramatikos (pir-
mojo karinio RM masyvo) analizés, 2 ritmikos veikseny HVE raiskos ir
3 formos (kultarinio) lygmens analizés. Pastebétas ritmikos gramatinés
rai$kos désningumas, susijes su ritmikos lauko (nedeterminuoty ritminiy
trukmiy modeliavimo) fenomeno jtaka ritmikos projektavimo koncep-
cijoms - kuo arc¢iau XX a. (pradedant XVT a. O. di Lasso ,,De profundis
clamavi® (Psalm 129), ~1565, baigiant K. Stockhauseno ,,Stimmung®
1968), tuo didesné lauko strategijos jtaka ritmikos modeliavimui. Taip
pat atskleistas intriguojantis faktas, kad né vienas i§ analizuoty kariniy
nebuvo pradétas klausymo likes¢iy suformuota (implicitine) ritmikos
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veikseny gramatika (Raiskos modeliu Nr. 1). Visi kompozitoriai rinkosi
ritmikos klausymo jprociy perinterpretavima, pabréziantj daugiau ar
maziau iSreikstg ,,poetine” komponavimo gramatikos funkcija (naudojo
kognityviai silpnesnius RM). Raiskos priemoniy kultarinio lygmens
(mikro- ir makroformos) tyrime apibadinta perspektyvi koncepciniy
modeliy (reguliarumo, diferenciacijos, cikli$kumo ir jkanijimo, sekant
Zbikowskiu) implikacijy formos darybos analizés strategija.

10. Gestiniy gramatikos analiziy skyrius uzbaigtas meninio tyrimo autoriaus
karinio ,Nusvitimas...“ styginiy kvartetui ir obojui (2015) hermeneutine
karybos paskaty, prielaidy ir konteksty, taip pat raiskos gramatikos bei
formos darybos (karinio kultiros) analize. Siuo pavyzdziu parodytas
kompozitoriaus karybinés autorefleksijos privalumas didinant kary-
bingumo projekcijos efektyvuma muzikos komponavime. Zinoma,
negalima teigti, kad vien efektyvus karybingumas laiduoja karinio kul-
tarine reikéme - ji priklauso nuo individo karybiniy pastangy, kultaros
visuomeneés ir kultiros vadybininky darnios simbiozés (eksplikuojamos
M. Csikszentmihalyi'io sisteminiu kirybingumo modeliu).

Visos paminétos kiarybingumo projekcijos muzikinéje kompozicijoje tyrimo
i$vados apibendrintos autoriaus originaliu gestinés kiirybingumo analizés
metodu, leidzian¢iu naujai, bet nepaneigiant esamos praktikos, interpretuoti
komponavimo tikslus ir badus bei prognozuoti kompozicinés veiklos audi-
tyvinio rezultato (skambancio karinio) struktirg. Formuluojant $§j metoda
buvo sukurtos kelios sgvokos (veiksena, ritmavimas ir pan.) ir sunormintos jau
zinomos siekiant lietuviskos gestinés analizés terminijos tolydumo ir sarysio.
Batina dar kartg pazymeéti, kad metodas ,,nekompiuterizuoja“ muzikos kom-
ponavimo, o praplecia suvokimo ir komponavimo veiksmy (gesty) galimybes,
kartu pripazjstant intuityvumo ir neprognozuojamo (niuansy) suvokimo jtaka
kompozitoriaus profesinés veiklos rezultatams. Kadangi metodas pritaikytas tik
ritmikos analizés, komponavimo strategijy ir audityvinio kompozicijos rezul-
tato numatymui, atsiveria placios perspektyvos gilinti likusiy muzikinés kalbos
elementy (meloso, tembro, atlikimo ir harmonijos) pazinimg.
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INTRODUCTION

The history of the creativity phenomenon perception probably dates as far back
as the history of human civilisation. From old China and the ancient world until
the 20th century creativity was primarily associated with the phenomena of ge-
niality, enlightenment, exceptionality and the “gift from above”, which granted
creativity the status of holistically (not divided into constituent components)
perceived phenomenon. The situation has changed in the 1940s, when Joy Paul
Guilford began series of new scientific research, suggesting to explore the “eve-
ryday creativity” rather than the cases of individual geniuses.

The present research investigates creative actions resulting in an audible piece.
Due to an extensive scope of these actions, the research addresses only the actions
associated with rhythm and form composition; however, the method might be
applied towards other elements of music language, such as melody, timbre or
performance. Any of these elements are perceived in the research as the primary
context of compositional activity, which is enriched by creative actions and thus
a new context is created. The latter might be subjected to enrichment actions
again - in this recursive manner the compositional process could be extended
ad infinitum.

Subject of the research is knowledge, required in projecting the auditory
quality of new rhythmic content in music composed through creative actions.
This quality relies on the cognitive context of sound perception and is defined
through structure of compositional gestures'.

Research problems: first — the structure of auditory context and the nec-
essary volume thereof for the prediction of auditory quality of compositional
creativity; second - the content of compositional actions within selected contexts,
identifying creative (new and qualitative from the auditory perspective) actions,
suitable for composition in the stage of creation of musical rhythm phrases and
the form of the piece.

Research sources: To define the concept of creativity the author relied on
Western European theoretical works devoted to research on creativity, first of
all - the works by Cambridge university authors James C. Kaufman (2010), Ro-
bert J. Sternberg (1988, 1999, 2010), Mark A. Runco (2007), John Baer (2010),
as well as the works by Guerino Mazzola (2002, 2011), which were among the

! The complex concept of “gesture” is rarely used in music studies. It could be explained as
mental equivalent of the physical gesture, i.e. the “movements” of a musical text, its potential
to turn into sound. B. Snyder (2001: 31) indicates that the physical gestures influence the
memory structures, especially for the grouping of information into chunks of associated elements.
G. Mazzola (2011: 14) describes gesture through activity contexts: primary context > gesture
operation > new context. The amalgam of these approaches is adhered to in the gesture analysis
method formed in the research: gesture is the sum of all possibilities to move forward in the com-
positional process, warranted by structured accumulated knowledge of expression in music.
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first exhaustive studies of music composition creativity investigated by the author
of the present research. Structure of auditory context was formulated based on
resources of music perception research, namely studies in music information,
melos and listening grammar by Louis B. Meyer (1961, 1963, 1997), Eugene
Narmour (1990, 1992), Fred Lerdahl (1996, 1998) and Ray S. Jackendoff (1998).
Functionality of music memory in assessing this context relies on works by co-
ryphaei of cognitive research David B. Huron (2001, 2006), Bob Snyder (2001)
and Robert Jourdain (2008). Model of three-dimensional context perception
(horizontal, vertical and spatial dimensions) is based on studies by William
E Thompson (2008) and Lawrence M. Zbikowski (2004), as well as the authors
involved in cognitive perception experiments, such as Diana Deutsch (1975,
1981), Anne Treisman (1980, 1982) and Isabelle Peretz (1996). The concept of
gesture was revised using conceptions proposed by Robert S. Hatten (2005),
while new content generation ideas were partially borrowed from the works by
Jeft Pressing (1998, 2001). Perception of creativity’s role in artistic creation relied
on art hermeneutics of Hans-Georg Gadamer (1991), while the metaphysical
insights into creativity perception by Alfred North Whitehead (1928) helped to
define the relation of music theory and practice; the influence of musical text
upon creation and performance analysis was investigated from the perspective
of musical semiotics of Jean-Jacques Nattiez (1990). Methods of research of
musical form were identified with a help of theories by Theodor W. Adorno
(1998), Carl Dahlhaus (1983), Jonathan D. Kramer (1988) and Joseph Kerman
(1986); rhythmics research subjects were defined on the basis of studies by
Richard Parncutt (1994, 2002), Justin London (2001, 2008), Jonathan Dunsby
(2011), Denis Arnold (2011) and Karlheinz Stockhausen (1959). The concept
of three-dimensional representation of auditory context relies on the author’s
sound engineering practice and the imaging sound field model by David Gibson
(2005), whereas the idea of structure of multidimensional creativity contexts was
drawn from Genrikh S. Altshuller’s (1979) theory of creativity. Many insights into
the content of compositional actions rely on the author’s long-lasting practice
of music composition and music theory lecturing.

Research objective - to formulate an integral theory of multidimensional
creativity contexts and content of compositional actions therein, which would
allow analysis and composition of music relying on cognitive research-based
prediction of three-dimensional (perceptual horizontal, vertical and spatial
dimensions) auditory result of compositional actions. This way the present re-
search work would provide a supplementary alternative to musical work analysis
and composition theories, encompassing the scope of operation and algorithms
not only in the field of rhythm, but also in the composition of other elements
of music language (likely to be identified in future studies by the author of the
present research).
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Research tasks:

« To identify the contact points and to summon the theories investigating
creativity factors, actions and contexts, sound perception, music rhythmics
and form of a musical piece, memory structure, cognitive psychology of
composition and listening.

« Based on identified theoretical materials, to form an analysis method to
address the contexts of creativity and creative actions therein, applied in
the research for the investigation of music rhythmics and the form of a
musical piece.

+ Using the developed creativity analysis method to investigate a sufficient
amount (up to 10) of musical pieces representing academic music styles
of Western Europe, identifying therein the patterns of differences and
similarities of auditory expression, projected in the continuum of histori-
cal time.

 To present an example analysis of the creative process and auditory result
of own musical piece.

o The secondary task of the research deals with standardisation of adequate
translations of cognitive and music theory terminology, along with prepa-
ration of documentation of gesture creativity analysis method.

Previous research and relevance of the topic. Cognitive studies represent
a topical and rapidly expanding field of music research, however, few of related
research works have come up with exhaustive music composition systems.
The rare examples include auditory (listening) grammar analysis systems by
E Lerdahl (1998), D. Huron (2006) and E. Narmour (1990, 1992), but only
hermeneutical (speculative) compositional models proposed by J. Pressing
(1998, 2001) and G. Mazzola (2011) are directly associated with creativity and
functioning thereof. Three-dimensional model of horizontal, vertical and spatial
dimensions, even if such model existed in music analysis and cognitive theories,
did not influence the author of this research, however, the formulation of this
model was significantly assisted by the three-dimensional approach towards the
sound field used in sound engineering, music production and mixing practice.
Multidimensional contexts of musical time memory and their influence upon
music composition and auditory result are exhaustively explained in the work
by B. Snyder (2001), while multidimensional contexts of creativity are aptly
identified by G. S. Altshuller (1979).

Systematic research of the functional content of compositional actions in
three-dimensional space, as one of the objectives of this research, has few analo-
gies in academic literature. Few somewhat associated examples include E Ler-
dahl’s Cognitive Constraints of Compositional Systems (Lerdahl 1998) and Huron’s
Derivation of the Rules of Voice-Leading from Perceptual Principles (Huron 2001).
However, these works mostly highlight the constraints of auditory recognition
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in compositional activity (such as the necessity of mode and key), rather than
addressing the communicative potential of musical language realised through
music writing actions, as presented in this theoretical research. Epistemologically
capacious concept of compositional gestures is scarcely used in music analysis,
with rare exception found in the analytical studies by Robert Hatten (Hatten
2004, 2005). In the sphere of musical composition, the sole example known
to the author is the handbook Musical Creativity by Mazzola (Mazzola et al.
2011). The originality of presented theoretical research is marked with analyti-
cal categories of models of expression and their cognitive strength identified by
gesture analysis.

Research methods. The research applies qualitative content analysis, us-
ing the hermeneutical, cognitive, semiotic and music theory resources thereof.
Context of creativity studies is presented using descriptive method; analyses of
musical works are compared using hermeneutical and historiographical methods.
Creativity gesture analysis method is formed via systematic research.

Structure of the research paper. The present research paper consists of an
introduction, three chapters, conclusions, list of literature and appendices.

First chapter identifies and accumulates the scientific theories required
for substantiation of the analysis model. First sub-chapter (1.1) discusses the
context of creativity studies in Western Europe and Altshuller’s theory of multi-
dimensional creativity contexts. Second sub-chapter (1.2) reveals the influence
of memory upon the perception of music, explains cognitive assumptions of
auditory three-dimensional experience, substantiating the model of three-
dimensional projection of the perceptual moment of musical expression.

Second chapter presents the foundations of gesture analysis. First sub-chapter
(2.1) explains the concept of a musical gesture and its analytic potential. Second
sub-chapter (2.2) associates gesture semantics with rhythmic creativity dimen-
sions. Third sub-chapter (2.3) reveals the functional content of compositional
gestures of musicking acts of rhythm (metre, metrorhythm and rhythm) in
rhythmic creation.

Third chapter presents creativity analyses of different musical pieces repre-
senting diverse styles of Western European academic music. First sub-chapter
(3.1) clarifies the use of the Models of Expression (treatment of original grammar
of composer’s musicking acts) in periods of Renaissance, Baroque, Classicism,
Romanticism and Modernism, and presents a comparative analysis of the musi-
cal works’ research results. Second sub-chapter (3.2) discloses the principles of
musical form gesture analysis, focussing on the analysis of the so-called piece’s
rhythm (microform), which reveals ways to analyse the fusion of the Models of
Expression into form structure hierarchies. Third sub-chapter (3.3) describes the
research author’s original method of gesture analysis of the creativity projec-
tion in musical composition.
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1. THEORETICAL SOURCES OF CREATIVITY PROJECTION
RESEARCH IN MUSICAL COMPOSITION

1.1. Concept of creativity from the perspective of Western European science
The most general distinction of the research components is implied by the at-
tributes of creativity (“antipode of non-creativity”), which, in line with the
Cambridge tradition, are identified as follows: 1) “Different” - original or in-
novative, 2) “Qualitative” — of formed structure (acoustic result of creativity),
3) Contextual - appreciable in the general cultural, characteristic stylistic, as
well as specific paradigm of a musical piece.

1.1.1. Innovativeness and contextuality in historical scientific discourse
This sub-chapter briefly describes the key changes in epistemology of “creativ-
ity” in Western European science (encompassing the historical period from the
antiquity to post-modern divides at the turn of the 20th-21st centuries). It is
noted that the connotation of novelty as originality within the said context is
relatively recent: only in the 18th century creativity, then associated exclusively
with artistic and, primarily, with literary creation, was theoretically defined
through attributes of ingenuity and exceptional expression. As early as 1759,
E. Young (Young et al. 1918) called to praise the original authors and to con-
demn plagiarists. For example, the concept of W. Shakespeare’s (a “plagiarist’,
according to Young) creative work encompasses a concentration of long ages of
literary tradition and resources, avoiding distortions of personal character. Such
phenomenological turn significantly catalysed the flourishing of modernism (for
example, in music): starting from Erik Satie’s experiments at the end of the 19th
century that were continued in Arnold Schonberg’s expressionist opuses and
experiments by Charles Ives, Henry Cowell or Edgard Varese. Contemporary
approach towards the research of the so-called “everyday” creativity, based on
psychometric measurements of mental performance parameters, was initiated
by J. P. Guilford and the scholars following him, who have changed the course of
creativity research in the direction of (de)mystification and (de)romanticising.
Hermeneutical analysis of the dissemination of creativity concept within
the Western European scholarly tradition allowed identifying the research posi-
tion as neo-classicist (conservative), distinguished for its dominant analysis of
knowledge required for creative activities. Within this context, an exhaustive
disclosure of novelty is achieved by taking into account the paradigms of conver-
gent (combinatory creativity) and divergent (innovative creativity). With regard
to context, the research direction was chosen based on typology of the Four C
Model of Creativity by James C. Kaufman and Ronald A. Beghetto. It defines the
significance of the craft skills emphasised in the context of creativity with regard
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to Pro-C (professional composer) — productive (in terms of professional activity
remuneration), yet having achieved no historical assessment.

1.1.2. Structure of knowledge of compositional stages

This sub-chapter pays attention to the stages of compositional process, compar-
ing the empirical observations from the author’s compositional practice with
Graham Wallas’ model of the four stages of creativity. The following stages were
identified: compositional Idea (incubation stage, according to Wallas), Means
for idea implementation (illumination, in Wallas’ model) and idea Realisation
(using selected compositional means, a verification stage, according to Wallas).
The latter stage represents a perception of the acoustic compositional result (frag-
ment of the composed piece), allowing to identify which stage of creativity (idea,
means or realisation) requires certain corrections. In this stage-based discourse,
a significant guideline of the creativity analysis method is formed, directing the
insights of the research towards the field of cognitive studies.

Based on analysis of compositional stages the research formulates a paradigm
of creativity in musical composition, which is regarded as a recursive process
of musical content enrichment, where the new (enriched) context is compared
against the original and further creative action is projected. While analysing
the specificity of knowledge referred by creative actions (preparation stage in
Wallas’ model), the research relies on observations coming from the author’s
composing practice and the APT model of creativity domains. (Compositional)
means’ domain was distinguished as the most specific for an effective research
on creativity.

1.1.3. Semantic multisystematicity of stages of creativity projection

Multisystematicity in the research is projected towards the study of the original
expression of the artistic result. Based on Altshuller’s (1979: 40) principle of
analysis of poly-screen scheme of creative thinking (multisystematicity), as well
as on general sources of perception research (Meyer 2007: 60-62; Langer 1996)
and specific sources of cognitive music research (Meyer 1961, 1997; Narmour
1990, 1992; Kenny and Gellrich 2002), the super-system, system and sub-system
were designated as levels of expression culture, grammar and musicking?, thus
reflecting the knowledge necessary for the multisystemic reference in the musi-
cal expression (creativity) enrichment projection. Generalising all assumptions
analysed in 1.1 sub-chapter, the corpus of creativity contexts was formed, the
formulae of which are used to assess the specificity of both the compositional
stages and the levels (screens) of creativity. At the intersection of these levels

2 The concept of musicking was introduced by Christopher Small (1998: 14), to encompass any

skills (including, for example, preparation of props) into the scope of research subject, as they
contribute to musical expression as a process of formation of a cultural event.
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lies the context most optimal for the research of creativity in music composition,
defining the grammar of compositional means (in projecting the enrichment of
acoustic expression).

Array of creativity was identified as functional analysis unit of this context
(according to Pressing 2001: 154), encompassing the object (original context of
musical expression), the characteristics (definitions of the perceptual experience
of the expression context) and the process (original act of context enrichment -
creativity). For the purposes of the analysis of the array in 1.2 sub-chapter the
processes of musical expression enrichment (sound event) perceived by hearing
are defined through cognitive research.

1.2. Cognitive assumptions of creativity research in music composition
Based on Bob Snyder’s insights on musical experience, this sub-chapter opens
with a substantiation of modelling priorities of rhythm durations (IOI or Inter-
Onset-Intervals, literally — “intervals between the onsets of sound”, translated
from Ambrazevic¢ius 2010: 105) in the process of musical composition, thus
narrowing the subject of the research to investigation of rhythmic creativity
projection. Modelling of dimensions of rhythmic expression via compositional
means and analyses of the perception of acoustic result from the enrichment of
this context (process and characteristics of the array of creativity) are associated
with mechanisms of memory function: on a systematic level - with the grammar
of rhythmic contours (phrases); on a cultural level - with the research into the
creativity of form of a musical piece.

1.2.3. Cognitive assumptions in the auditory research of compositional results

1.2.3.1. Modelling of three-dimensional perception of the sound field

Sub-chapter explains the engineering principles pertaining to the modelling
of “imagination” of the acoustic event source position within the sound field
(geometric three-dimensional space between stereo acoustic systems). Attention
is drawn to the fact that the modelling operation of sound volume adjustment
is the same for all three dimensions, with sole difference lying in the changing
context of application thereof and the applied sound engineering technolo-
gies, which get more complex as the “queue number” of modelled dimension
(horizontal, vertical and spatial, HVS) increases, meaning that the modelling
of spatial dimension is the most complex.

1.2.3.2. Psychological premises for the intuitive three-dimensional perception of
compositional expression

This section clarifies the differences in modelling the sound field and the com-
positional expression. In the first case, electric signals modelling an acoustic
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event are operated, whereas in the second instance the performance event (as,
for example, performance in fdynamics) is modelled through inspiring perform-
ance instructions (score of the piece). In both cases the modelling environment
is two-dimensional (stereo acoustic system and two-dimensional score sheet),
hence, in the course of modelling the processes of auditory imagery in three-
dimensional perception have to be taken into account.

In modern psychology, auditory imagery is defined as the mind’s ability to
hypothetically imagine (mental imagery) the quasi-perceptual (sonic) experi-
ence as real (Thomas 2014). In this perceptual action an interim stage is real-
ised through intuition (Yokota 2013), where the perceptual symbol of primary
auditory experience is formed (Barsalou 1999), “simulating” the processes of
the nervous system that would take place were the symbolised experience oc-
curring “in reality” (Thomas 2014). In turn, the intuitive decisions are related
with associations of “temporarily redundant” (present in the subconscious) or
newly associated “separate” conscious knowledge (Pressing 2001: 147). From the
psychological perspective, there are three types (hence, of intuition as well) of
the latter (Pressing, ibid): the first type of intuition relies on the strive to touch
upon the original truth, the second source of intuitive choice lies in the rational
thought and decision, whereas the third type of intuition essentially defies the
mechanism of direct knowledge accumulation as basis for an intuitive choice - it
merely represents a momentary decision formation ad hoc. Modelling of three-
dimensional sound field experience in auditory imagery is associated with intui-
tive ad hoc orientation in a geometrical space. Modelling of three-dimensional
expression of compositional grammar emerges from the knowledge of music
theory, i.e. from the second type of intuition.

1.2.3.3. Cognitive mechanism of the perceptive dimensions of musical expression

In his summary of different (Peretz 1989; Peretz, de Morais 2002; Peretz, Ba-
bai 1992) studies of mental illnesses upon the perception of musical grammar
dimensions (rhythm and melos) William Forde Thompson (Thompson 2008:
228) has demonstrated that the auditory flow is initially experienced in divided
dimensions of the perceptual moment and only later these dimensions are fused
into a consistent experience. Certain parts of the auditory mechanisms in this
dimensional process of experience are responsible for recognition of 1) rhythm

(changes in rhythm durations), 2) tone (pitch differences), and 3) melodic con-
tour (experience of the first two dimensions in simultaneous temporal change).
Perception of the first two phenomena is associated with experience of relations

between sound event periods (as ratio between durations of forth note and eight
note, corresponding to the ratio between the frequencies of a tone and an octave,
which is 2:1) and can be modelled using acoustmatic archetypes of periodicity.
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Relying on evidence and concepts from anthropological and psychological
studies, L. Zbikowski (Zbikowski 2004: 273) formulates the perceptual paradigm
of conceptual models. According to this paradigm, the recognition and assess-
ment of auditory is associated with the experience of body parts’ movement:
According to Zbikowski:

1. Primary recognition pertains to regularity, physically experienced
through movements in early infancy, as the baby is regularly moving his/
her limbs. Consciously the regularity is identified through concepts of
even breathing, regular heartbeat.

2. Perception of regularity also means perceiving the different types thereof.
For example, legs, arms and body all move independently while walk-
ing. This way, differentiation is the second dimension of regularity
recognition.

3. Experience of different regularities allows summarising them as diverse
regularities that form the general perception of cyclicity. This way, any
physical activity is perceived as the sum of movements of different
regularities.

These acoustmatic archetypes of periodicity are applicable in three-dimen-
sional modelling of compositional expression. The primary regularity is one-
dimensional. It becomes two-dimensional when two diverse periods (differentia-
tion thereof) can be compared, e.g. long and twice shorter periods (so-called
tl/tc dichotomy (Fraisse 1992: 167)). In auditory imagery this is recognised as
the vertical dimension of expression, formed by utilising different tempos of
rhythm contours (in contrasting polyphony) or pulse models (in imitational
polyphony).

Spatial dimension in perception of auditory imagery is modelled through
pulse salience processes (Parncutt 1994). R. Parncutt identifies pulse salience as
the principal condition warranting the perception of the structure of rhythm
durations (metric). Within this context salience is formulated as “perceptual (thus,
musical) significance, strength or clarity” of the pulse experience (Parncutt 1994:
413). Rhythmic beat, forming the metric structure of the measure (performed
or conducted, named factus (Latin for touch) by Parncutt) is thus defined as the

“most salient pulse experience” (Parncutt, ibid). From an analytical standpoint,
three qualitative factors of pulse salience are distinguished:

1. Phenomenal accents - the concept of performance expression (variations
of volume and rhythm durations). Modelling thereof increases the salience
of accented pulse.

2. Salience also increases with the rising number of expression events that
coincide with pulse - such experience occurs in the event of a compo-
sitional action that is opposite to the rhythmic polyphony (two-dimen-
sional expression), when the perceptual attack time (PAT) of numerous
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simultaneous sound changes occurs at the same pulse beat (this might
be referred to as homophony of rhythm).

3. Eventually, the salience is larger in such rhythmic experience, which is
created by the rhythmic context that is projected by combining periods
of diverse rhythm durations, comparable via repeated relations — Fraisse’s
dichotomy of divide between long-short (2:1) rhythm durations. Parncutt
refers to this factor as “consonant pulse sensation” Modelling of its anti-
pode (“pulse dissonance”) the sound events are perceived as not dependant
upon repeated pulse category (due to temporal distancing they cannot be
identified as reversal implying pulse).

2. CREATIVITY OF RHYTHMIC EXPRESSION

In an introduction to this chapter, the author reviews scientific traditions of
rhythm research (based on Grove, MGG, H. H. Eggebrecht (1972), J. London
(2001), J. G. Sulzer (Ward et al. 1998), as well as the works by Hugo Riemann
(Seidel 1998)). Attention is drawn to the fact that all said researchers describe
the “physics of rhythm”, or the schemes of rhythm and metre dichotomy. Ac-
cording to the newest definition implied by the compositional process, rhythm
is considered to be any expression of sound events in time (Eggebrecht 1972),
whereas metre (London 2001) stands for any accents (regardless whether regular
or not), which might be regarded as structuring the perception of rhythm by
performers or listeners. The drawback of such or similar schematic percep-
tion of rhythm lies in its lack of attention to the rhythmic developments in the
compositional process.

For the theoretical substantiation of such process in music, the research re-
lies on A. N. Whitehead’s (1928) methodology of analysis of process (as rhythm
expression) perception. According to it, the static rhythmic structures identified
by abovementioned non-processional analytical categories (metre and rhythm)
are not merely the examples of musical entities, but rather represent the gener-
alised abstractions of actual entities. Actual entities in the process of rhythmic
expression represent an infinite queue of previously perceived rhythm contours,
while the comparison of their minimal differences allows categorising them as
logically referencing uniform formula of changes of rhythm durations (percep-
tion abstraction, as in previous example — a statement of rhythm or metre). This
network of experiences (Whitehead uses the term Nexus to describe it) might be
defined through abstraction of the array of creativity in compositional analysis.
The constituent of the array process (defining an act of creative enrichment)
at the dimension of musicking acts of rhythm is identified by an analysis of
musical gestures.
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2.1. Musical expression gestures

This chapter reviews usage of the musical gesture concept in musicological re-
search, based on scientific studies by Philip Tagg (2012), David L. Mosley (1990),
Wye J. Allanbrook (1984) and Robert S. Hatten (2005). Hermeneutic analysis
of gesture semantics identified the conception proposed by G. Mazzola (2011)
as best suited (and encompassing the usage of gesture concept of abovemen-
tioned authors) for the perception of creativity. According to Mazzola, gesture
is a three-stage process, where 1) first stage is the perceived present moment of
sound; 2) second stage is an operation that the creator decides to apply; 3) third
stage is a new moment of sound - the result achieved following an application of
gesture operation. This gesture concept is used to define the change in musical
process (“movement”) following an application of compositional operation (in
the second stage of gesture).

2.2. Contexts of rhythm expression gestures

Sub-chapter addresses the differences between the implicit and explicit grammar
of rhythm in musical composition. Implicit grammar refers to three-dimensional
experience of expression gestures (of rhythmic movement) formed by perceptual
mechanisms in auditory experience (see 1.2.3.3). Explicit grammar reflects the
composer’s individual attitude towards rhythmic expression, conveyed through
compositional gestures (an operation altering the rhythmic movement). Since
it is an intuitive creative activity, it possesses a multidimensional structure:
1) composition at super-system level is performed taking into account the rhythm
culture - the global rhythmic practice (e.g. phenomena of waltz, samba, etc);
2) at the system level, the rhythm grammar is considered (formation of rhythm
contours), and 3) at sub-system level, a reference is made to the ability to recog-
nise and perform rhythmic grammar structures — the acts of rhythm. The present
research analyses only the level of explicit grammar (systematic).

2.2.1. Explicit creativity of culture of compositional means
This sub-chapter presents arguments that explain relative inefficiency of creativity
research at cultural and musicking levels (compared to grammar level).

2.2.2. Creativity of compositional means in rhythm grammar

At the beginning of this sub-chapter the differences of choice of rhythmic
compositional means at cultural and grammar levels are described. Cultural
intentions of the composer may encompass the efforts to overcome the prevalent
stylistic compositional and listening practices and pose a challenge to oneself
and the community. At the grammar level (supported by hypothetical intuitive
consideration of professional knowledge of the craft), one strives for original
rhythmic, melos or timbre expression, defined in the present research as explicit
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contour grammar - the compositional activity. D. Huron states (Huron 2006:
11) that the acting itself is a response to anticipated negative event® and from
a psychological standpoint might only be threefold: the subject may fight the
malady, flee it or freeze it. For a composer, a negative event refers to the character
of musical expression (rhythm is not memorable, not characteristic enough, etc).
The composer may react to the situation in the following ways:

« Attempt to use the expression process gestures (fight weak expressive
charge);

o Mark the specific expression moment as possessing weaker expressive
charge (modelling structural ending) and start new expressive structure
(hence, fleeing the solution of a negative event through creation of a new
expression);

o Leave the situation of musical expression as it is, or neutral (neither devel-
oping nor structuring), i.e. freezing it; the latter decision differs from the
second in that it utilises the multidimensional musical grammar: when
expression of one grammar dimension (e.g. rhythm) is neutral (neither
developed nor moving towards structural ending), the expression domi-
nant is transferred to another grammar dimension (for example, melos
is transformed by altering the intervals and/or melos registry directions,
or when the melody moves in an opposite direction).

These psychologically implied expression gestures are realised in the contexts
of musicking acts of rhythm (as morphological components of rhythm contour
formation). Two of them have already been identified in an explanation of audi-
tory imagery of three-dimensional experience (1.2.3.3 sub-chapter) as rhythm
(experience of changes to rhythm durations in horizontal dimension) and metre
(alternation of salient beat-events in spatial dimension). Optimal perception of
the three-dimensional expression of the musical gestures in working memory
requires the third context associated with pulse changes (models of changes to its
tempo and rhythm durations) in vertical dimension, referred to as metrorhythm
in the research. This musicking act functionally (and etymologically) combines
the first two: metrorhythm of short rhythm durations is modelled with rhythm,
whereas metrorhythm of salient events positioned at relatively wider range within
the contour’s temporal borders ensures the metric expression.

> D. Huron calls the reaction to an anticipated negative event a negatively valenced response, as

an opposition to positively valenced responses, e.g. joy; no action is required to sense the latter
as the positive emotions are simply experienced.
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2.3. Guidelines for creative enrichment of expression of the musicking acts

of rhythm

Compositional gestures of musicking acts of rhythm are modelled by combin-
ing the relations of rhythm durations: process gesture is implemented using
counter-cumulative (accelerating), reversal gesture - using cumulative (decel-
erating) and additive (of even durations), neutral expression — using periodic
rhythm (Fig. 1).
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Fig. 1. Three-dimensional modelling of expression of musicking acts
of rhythm using compositional gestures (Scheme made by the author)

Rhythm process and reversal gestures are used to model the vertical hierarchy
of auditory imagery (Fig. 1), whereas associations of these gestures (repetition
over temporal distance in neutral gesture) model musicking acts of rhythm (such
as choree or iamb), ensuring the horizontal dimension of metrorhythm’s additive
pulse in implicit (listening) grammar (see note examples in Fig. 1).

Hierarchic vertical dimension of musicking acts of metrorhythm (Fig. 2)
is realised through differences in pulse tempos. Gestures of this vertical dimen-
sion warrant the modelling differences of additive and divisional pulses (spatial
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associations of musicking acts of metrorhythm). The former can be perceived as
process of the “melody” of pulse tempo change, whereas the latter can be seen
as a structural ending of such “process”.
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Fig. 2. Three-dimensional modelling of musicking acts of metrorhythm
using compositional gestures (Scheme made by the author)

Through interrelations of implicit grammar the additive and divisional asso-
ciations of the musicking acts of metrorhythm warrant the experience of salient
events of musicking acts in metre horizontal dimension (Fig. 3). The additive
metre modelled in metric vertical dimension is perceived as “metric contour”
(as an alternative to the usual divisional, e.g. 2/4 metric experience, see London
2001) modelled through process and reversal gestures of metre (see Fig. 2), re-
spectively recognised as syncope (metric dissonances) and upbeats (delays) — the
latter return to the context of salient consonance (repeated concurrences, see
sub-chapter 1.2.3.3). In turn, the divisional alternative to salience experience is
articulated via grouping of double and triple metres (Fig. 3). Stochastic domi-
nance of any of the experiences of these associations in the perception of metric
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structure evokes the phenomenon of so-called metre ambiguity, generating an
emotional response of the musical experience.
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Fig. 3. Three-dimensional modelling of the expression of musicking acts
of meter using compositional gestures (Scheme made by the author)

The described musicking acts of rhythm are fused in the perception as expe-
rience of the rhythm contour; the modelling analysis of the latter is presented
in Chapter 3.

3. CREATIVITY IN COMPOSITIONAL CONTEXTS

3.1. Creativity operations in explicit grammar of expression modelling

Studies of musical works in 3.1 sub-chapter rely on gesture analysis and compari-
son of the first rhythm contours modelled by the composers in musical pieces.
These analyses trace back the composer’s individual interpretation of implicit
grammar. Paradigm of implicit grammar associates the succession of auditory
imagery dimensions in perception with musicking acts of rhythm modelling
these dimensions. In the first horizontal dimension, the regularity of rhythm
is recognised (gestures of changes in rhythm durations, see Fig. 1), the second
dimension presents differentiation of tempos and models of metrorhythmic pulse
(see Fig. 2), the third, spatial dimension, contains the cyclicity of metre sali-
ence events (relations of rhythm durations and phenomenal accents, see Fig. 3).
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The composer can change this (listening) grammar, realising the dimensions in
any musicking act (e.g. by adding metric salience to the horizontal dimension) or
via non-grammatical modelling (e.g. using serial or stochastic technique). Such
original morphological formation is defined in the analysis as Model of Expres-
sion (ME), i.e. an array of creativity of explicit grammar. The difference between
implicit and explicit grammar generates non-fulfilment of auditory expectations
(a surprise of varying degree), which in turn produces an emotional response
to changes of acoustic experience (Meyer 1961: 22-23).

The analysis renders six possible ME, achieved by combining musicking
acts of rhythm in explicit grammar, semantics of which reflect the composer’s
individual preferences with regard to rhythm formation: he/she may determine
the temporal speed of the piece through changes in rhythm durations (rhythm
expression via standard implicit practice); he/she may choose to use the pulsing
of metrorhythm beats that are theoretically stable and temporally infinite, or
use the expression of metric beats dividing time into salient sections. Further
investigation of possible invariants of the ME in modernist and post-modernist
music of the 20th-21st centuries identifies at the origins of the latter music the
strategic compositional decision to “sabotage” (Snyder’s term) mechanisms of
perception of musical expression, emphasised in the present research. Therefore,
an increasing distancing from perceptual rhythm grammar raises the number
of possible variants of the ME to 34.

Following all the analyses in the sub-chapter a regularity was identified:
not a single composer had used the Model of Expression No. 1 (equivalent to
implicit grammar) to initiate rhythmic expression, thus choosing a creative
way to reinterpret the semantics of implicit grammar. Throughout the reviewed
timeframe from the Renaissance to Modernism of the 1960s, a trend of fairly
consistent movement towards the modelling of perception-implied (minimal)
expectations at the beginning of the piece (top of the graphic curve) was noted.
This fact reflects the need to control the rhythm grammar and the acoustic result
arising from the use thereof at the initiation phase of the compositional proc-
ess. The sole non-systematic reduction of expectations is associated with the
dominant of harmonic expression of classical repertoire pieces and the neutral
(of psychological conciliation) rhythm formation strategy warranting it.

Another regularity identified during the investigation reflects the analytical
abstraction of Stockhausen’s (1959: 31-32) rhythmical spectre, encompassing
the assessment of entire acoustic result of compositional grammar in rhythm
creativity. On the basis of gesture analysis, the spectre of salience in rhythm is
identified as more or less consonant (i.e., show coincidence of multiple durations
in metrical beats, without syncope, see Fig. 2) in classical pieces (due to the above-
mentioned functional dominant of harmonic expression). However, in the pieces
written before or after the 19th century rhythmical spectre is created in dissonant
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manner (i.e., syncopied and/or of non-multiple poly-tempos), sometimes even
reaching aperiodic “rhythmic noise” expression. This tendency is the more pro-
nounced, the more distant in time in relation of classical period is the date of
issue of the piece in question - both into post-modernism and the Renaissance.
Such distribution correlates with the modernist trend to seek for inspiration for
compositional means in the old music (e.g. relation of transformation operations
of dodecaphonic series with the compositional culture of the Renaissance), as
well as the influence of rhythm culture upon the entire repertoire canon and
musicological discourse (music by L. van Beethoven prevails in both).

3.2. Innovative creativity in the form of musical piece

The research of creativity in grammar syntax form of rhythm contours (as well
as melos and timbre) is based on Altshuller’s dimensions of creative innovations.
Historical review of form analysis revealed that there exist as many actual forms
for musical pieces as there are creative intentions, therefore, it is feasible to ap-
ply the concept of form as discourse (C. Dahlhaus) to the analysis of creativity
innovations, since this concept calls for analysis of the content of form, rather
than the limits of form structures. Through examples of analyses the possibili-
ties to investigate form discourse (i.e. the development of form) are disclosed
by identifying regularity, differentiation and cyclicity (at form level of HVS
dimensions) within the syntax structures of ME rhythmic contours (equivalent
methodology is possible in the analysis of other grammatical dimensions in syn-
tax form). The identified conceptual models of form experience dimensions are
used to define the “static” form structure, the discursive development of which
(cyclicity concept’s space) is assessed in gestures of form processing, structural
limits and expositional paradigms.

The analyses performed in the chapter demonstrate that the hierarchical
syntax of ME (immediate joining of ME contours into sequences, the so-called
microform level or the rhythm of the piece) is realised through 2nd and 3rd level
creativity innovations. Investigation of the macroform reveals the associative
character of 4th and 5th level innovations, combining temporally distant form
structures, where the 4th level is associated with classical teleological forms
(such as sonata-form), while the 5th level is related to open form creation. From
the standpoint of perception, the former is more commanding (stimulating
emotional response more), while the latter partially “sabotages” the auditory
mechanisms at the level of form.

Analyses of form end with comparison of compositional ideas (expressed in
graphical scheme of the piece’s form) and respective sections of the noted score
of the research author’s piece Nusvitimas... (2015), demonstrating the potential
of self-analysis in different compositional stages. The entire process of discursive
development of the form relies on the spreading of the Cognitive Strength of arrays
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of creativity (demonstrating the distancing of explicit expression grammar from
the “standard” implicit) within the form of the piece - in this way the potential
of gesture analysis of creativity to disclose the structure of form presented by
the research author is comparable to H. Keller’s (2001) functional or R. Réti’s
(1978) micro-thematic analyses.

3.3. Gesture analysis method of creativity projection in music composition

The sub-chapter opens with an explanation that the research author’s creativity
gesture analysis method described therein was formulated on the basis of his
artistic research project. It is noted that this method might assist both in analy-
sis and in creation of music; in case of the latter it may explain the rules and
practice of the play in music art (in a sense used by H. G. Gadamer (Fagamep
1991: 287).

Gesture analysis is performed in the following stages:

o First stage: the grammar of music composition is divided into three dimen-
sions — the components of (compositional) grammar: rhythm, melos and
timbre (perceptual dimensions of rhythm, tone and contour in musical
grammar).

o Second stage: each of these dimensions is viewed as an entirety of fused
sub-system musicking acts. In case of rhythm, this constitutes a fusion of
musicking acts of rhythm, metrorhythm and metre. During an analysis
or creation (synthesising) each of these musicking acts is projected in ac-
cordance with hierarchies and associations of morphological formation
in Zbikowski’s conceptual models (see 2.3 sub-chapter and diagrams).

o Third stage: dimensional interpretation of musicking acts of sub-system
expression allows recognising the Models of Expression on a system level
of expression grammar as a result of modal syntax (or of morphological
formation of rhythm contour).

o Inthe fourth stage of gesture analysis the structure of super-system (rhythm
of the piece) and discursive content (form of the piece) are defined based
on scale of Cognitive Strength of ME.

Gesture analysis is based on expression level diagrams (as shown in Fig. 1-3),
the statements of which define the recognisable function of perceptual dimension in
creation of auditory result. Dimensions highlighted in diagrams mark the course
of analytical actions, when musicking acts of modelling the HVS dimensions
of the models of expression are gradually clarified, thus marking the cognitive
strength of a defined Model of Expression, which, in turn, is projected in the
analysis of syntactical hierarchy of form.

Cognitive Strength of the Models of Expression in gesture analysis discourse
links the system and super-system levels — the lower the CS, the more pronounced
is the “poetic function” of a given ME, marking the extent of creative novelty in

44

musical expression with regard to implicit listening grammar; the perceptual
expectations of form development are increased as well, while the semantic
influence of such ME upon the experience of form structure is lower.

Innovative levels of creativity identified by the analysis of form (super-system)
mark three form creation strategies articulating the linearity of form (experi-
ence of form development expectations): a) 1st level of innovations does not
create form structures, it articulates local linearity; b) innovations of 2nd and
3rd level model the proportions of consecutive temporal linkage through Cogni-
tive Strength of ME — microform is defined (piece’s rhythm of non-directional
linearity); c) in 4th and 5th levels the associating connections of multidirectional
linearity of temporally distant form structures are formed (creating macroform),
modelled by coordination (transforming, forming and articulating form accents)
of changes to the grammatical dimensions of ME (rhythmics, melos and timbre),
when the experience of form while listening ranges from high degree of closure
(structured, defined by creative canons, such as sonata form) to fully open and
individually implicit form (so-called momentary form in the 20th century mod-
ernism (Dunsby 2011: 8)).

Macroform research includes analyses of all four music grammar dimen-
sions (rhythmics, melos, timbre and performance) determining the auditory
result of creation, thus forming cognitive assumptions predicting the piece’s
cultural influence - as strategy for an analysis of the Person paradigmatic part
of Csikszentmihalyi’s (1999) systematic creativity model.

CONCLUSIONS

Creativity and creation are etymologically related words and the two are insepara-
ble in compositional practice. When speaking about creation, one presumes that
the activity should be creative, i.e. new, of high quality and contextual. Through-
out history and until the present day, these three characteristics of creativity
remain of significance to composers. In the 20th century the scientific attitude
towards creativity has changed, which potentially might change the approach to
composition as well. Cognitive research has significantly expanded the knowl-
edge of how creativity and, at the same time, the possibilities of composing music,
could be perceived. It is no surprise that many composers (including D. Huron,
E Lerdahl, G. Mazzola) did not limit themselves to compositional practice but
also produced musicological works that deepened the understanding of musi-
cal composition process and raised key questions pertaining to the content and
principles of composer’s activity. The present theoretical research is an extension
of the said practice, seeking to propose an approach that is different from the
usual academic composition teaching practice. Although the methodology for
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auditory assessments of compositional actions developed over the course of the
theoretical research relied solely on stochastic prediction of auditory result of
rhythmic compositional actions, it has the potential to be applied to all elements
of music language, namely melos, timbre and performance.

Theoretical research project titled Projection of the Phenomenon of Creativ-
ity in Musical Composition has resulted in the method of gesture analysis of
creativity — a perception-based probabilistic system of music rhythm composi-
tion and analysis formulated by the author of the research. Taking into account
the tasks and objectives of the research, the author has arrived to the following
conclusions:

1. Perception of sound is three-dimensional (just as in other perceptions,
e.g. vision). The perceptual horizontal, vertical and spatial dimensions
of the three-dimensional sound field backed in the present research by
studies of cognitive music psychology were associated with L. Zbikowski’s
conceptual models (as compositional concepts) of periodicity, differentia-
tion and cyclicity. This way and based on music psychology studies, the
auditory expression of music experienced in three dimensions was seen in
the present research as capable of forming new structures in the memory
of the listener: when the expression of vertical dimension is added to the
horizontal one, expression hierarchy is formed in the memory of the
listener, whereas an addition of spatial dimension expression results in
formation of memory associations.

2. Creativity is described by three characteristics — novelty, quality and
contextuality. These three characteristics define the operation of creativ-
ity whose algorithm is associated with the scheme of the original context
enrichment: Original context - Creative operation > Newly created context.
By associating this concept with the three-dimensional HVS concept of
expression, the functional unit of the array of creativity was identified,
encompassing object (original context), characteristics (auditory HVS
structure of the object’s context) and process (creative enrichment of
context). Contexts of this array are multidimensional.

3. The research has identified the following key levels of the rhythmic context
of music composition: in Super-system — culture of rhythm, in System -
grammar of rhythm, in Sub-system — musicking acts of rhythm. In the
analysis of the piece’s rhythm, the content of these levels, determined by
differences in perception of sound events in diverse temporal ranges, is
as follows: microform of musical piece (the piece’s rhythm) perceived in
categories of long-term memory; rhythm contours (phrases) — limited
by constants of short-term memory time and informational capacity;
rhythm-metrorhythm-metre musicking acts, perceived as fused due to
simultaneous auditory expression. The content of each level is determined
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by the fusion of lower level dimensions. In Super-system the HVS dimen-
sions (rhythm, melos and timbre) of entire musical grammar are fused into
the piece’s macroform; in System the modelling musicking acts of every
HVS dimension of grammar (for rhythmics — rhythm, metrorhythm and
metre) are fused into the Models of Expression (ME - array of creativity at
system level).

. Creativity (contextual novelty) of system level fusion of ME depends upon

>

the correlation of the arrays of creativity of implicit (implicit “bottom-up’
recognition) and explicit (“top-down” recall) grammars. This way the poetic
function of compositional expression is created, analytically expressed
as Cognitive Strength (CS) of the ME - the smaller CS of a given ME, the
higher the “poetic” function of its auditory expression. Creativity of the
models of expression at system level is combinatory (convergent).

. Creativity of fusion of the grammatical dimensions at Super-system (form

of the piece) level is innovative and consists of 5 levels. On the first level,
the expression occurs at the system level of creativity, the second and third
levels serve the formation of structural hierarchies of microform, while the
fourth and fifth levels create macroform associations. The first analytical
attribute indicating diverse auditory results of these innovative creativ-
ity levels is the linearity of form — experience of causality of teleological
form development in past-present-future. Respectively, local linearity
(manifesting through the development of one contour) is characteristic
of the system level of expression; expression of vertical hierarchies of the
super-system (contour syntax in composition) is characterised by non-
directional linearity (associated with simple two-part or three-part form
discourse), whereas the creativity of spatial dimension of super-system level
is distinguished for multidirectional linearity (articulating the discourse
of such composite forms as the sonata). Such fluctuations of linearity
determine the auditory stability and coherence of a musical piece.

. From the point of view of creativity psychology, all abovementioned con-

texts feature three generative directions of creative operations. The existing

state of musical expression can be 1) intensified, 2) rejected, or 3) accepted

the way it is. From the perspective of gesture analysis, these three alterna-
tives correspond to process, reversal and neutral gestures — mental and

physical movements of musical creation (composition and performance).
In three-dimensional system of auditory contexts the vertical expression

dimension is articulated via processual and reversal gestures at any sys-
tematic level (hierarchy of characteristics of the creativity array), neutral

gesture forms the spatial dimension (associations of array), whereas the

overall modelling of HVS dimensions implements the three-dimensional

auditory expression.
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7. Perception of defined contexts of music composition and analysis in
musical composition is rational (denotative), while the choice of creative
operations of compositional gestures is intuitive (connotative). Specific
didactic functions are assigned to both categories, determining certain
auditory qualities of the music creation result. The choice of compositional
contexts for the creative action at any stage of musical composition is

determined by causality and fusion of relations of contextual super-system —

system — sub-system levels (for example, expression of rhythm grammar

is impossible without realisation of musicking acts of rhythm or non-

grammatical expression). Choice of gesture operations is determined by

ternary nature of intuitivity, reflecting levels of humanitarian knowledge.

The sources of intuitivity might be as follows: 1) general, helping to strive
for the original truth and existential meaning, 2) limited - proposing

science-based intuition, and 3) ad hoc - allowing immediate decisions,

“here and now”.

8. Formed by technology of creativity gesture analysis, the prediction didac-

tics in contexts of creativity of compositional actions is stochastic, since

it is related to the structure of knowledge in human long-term memory,

which categorises (grouping on the basis of common characteristics) the
auditory experiences (as, for example, in experience of relations between
rhythm durations). The nuance mechanism that surpasses perception
categorised by memory ensures that the same construction of expression
(a piece composed striving for certain auditory qualities) is experienced
anew every time it is listened to.

9. Following the formed analysis methodology, 6 analyses of expression
grammar (of the first ME array of the piece) were conducted, along
with 2 analyses of HVS expression of musicking acts of rhythm and 3
analyses of form (culture) level. Regularity of grammatical expression
of rhythm was noted, associated with the influence of the rhythm’ field
(modelling of undetermined rhythmic durations) phenomenon upon
the conceptions of rhythm projection - the further one looks into the
20th century (starting from the 16th century’s O. di Lasso’s De profundis

clamavi (Psalm 129) ~1565 and ending with K. Stockhausen’s Stimmung

1968), the more pronounced are the influences of field strategies upon
rhythm modelling. The research also made an intriguing discovery that
none of the analysed musical pieces were begun with the formed by laws
of perception (implicit) grammar of rhythmic acts (Model of Expression

No. 1). All composers chose reinterpretation of listening habits, emphasiz-
ing more or less expressed “poetic” function of compositional grammar

(i.e. applied ME of lesser cognitive strength). Study of expression tools on

cultural level (micro- and macro-form) described the prospective strategy
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of implications of conceptual models (regularity, differentiation, cyclicity
and embodiment, according to Zbikowski).

10. The chapter devoted to gesture analyses of grammar ends with herme-
neutical analysis of creative stimuli, assumptions and contexts, as well as of
expression grammar and form construction (culture of the musical piece),
in the research author’s piece Nusvitimas... for string quartet and oboe
(2015). This example demonstrates advantages of a composer’s creative
self-reflection for the improvement of effectiveness of creativity projection
in musical composition. Surely, one cannot claim that effective creativity
is a sole component exclusively warranting the cultural significance of the
piece; the latter is determined by the individual’s creative efforts, harmoni-
ous symbiosis of culture community and culture managers (explicated by
M. Csikszentmihalyi’s systematic model of creativity).

All abovementioned conclusions regarding creativity projection in musi-
cal composition were summarised by the research author’s original creativity
gesture analysis method, providing for new (and not rejecting the previous
practice) interpretation of the objectives and ways of music composition and
predicting the structure of auditory result (musical piece) of the compositional
activity. While constructing this method, several concepts were invented (such
as musicking acts, rhythm-making, etc) and many already known terms were
standardised to achieve continuity and coherence in Lithuanian terminology of
gesture analysis. It shall be emphasised once again that the proposed method
does not “computerise” the musical composition, but rather expands the scope
of perception and compositional actions (gestures), at the same time acknowl-
edging the effect of intuition and non-predictable (nuanced) perception upon
the results of composer’s professional activity. Since the method was adjusted
only for analysis of rhythm, prediction of compositional strategies and auditory
composition result, wide horizons are opened for the enhancement of perception
of the remaining elements of the musical language (melos, timbre, performance
and harmony).
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