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IVADAS

XX a. muzikos pasaulis buvo itin dosnus jvairiy atradimy, naujoviy. Sunku
jam prilyginti kita muzikos epocha, kurioje jvairios komponavimo technikos,
ju estetiniai, aksiologiniai aspektai baty taip placiai diskutuojami. XX amziuje
pradéti rasyti nuo tradicinés muzikos sampratos nutole aleatorinés, sonoristinés,
kompiuterinés, elektroakustinés, spektrinés muzikos kiriniai. Impulsy jai gimti
suteiké ir virtuoziska atlikéjy technika, patobulinta instrumenty sandara.
Obojus i$populiaréjo baroko epochoje. Daugelis kompozitoriy $iam ins-
trumentui kurdavo ne tik iSnaudodami, bet ir vir§ydami jo galimybes, ir tai
paskatino tolesnj obojaus vystymasi. Klasikinéje ir romantinéje muzikoje
obojus taip pat uzémé svarbig vietg orkestro sudétyje ir buvo placiai eks-
ploatuojamas kaip solinis instrumentas, ta¢iau naujy raiskos galimybiy $is
mediniy pu¢iamuyjy grupés instrumentas jgijo XX a. Tai — nuopelnas atlikéjy,
kompozitoriy, nagingy meistry (gamintojy), kurie keité obojaus technologines
charakteristikas, susijusias su naujais obojaus tembrinés paletés spalvy niuan-
sais, garso idgavimo budais, efektais. Sio tiriamojo darbo objektas — naujos
garsinés-technologinés obojaus galimybés ir jy pritaikymas Lietuvos bei
uzsienio $iuolaikiniy (XX-XXI a.) kompozitoriy karyboje, suponuojantis jy
santykio problematika'. Darbas aktualus kompozitoriams, kurie, susipazine su
tyrimo teiginiais, galés papildyti savo karinius naujomis raiSkos priemonémis,
ir atlikéjams, norintiems pazinti dar nei$naudotus $io instrumento resursus.
Darbas yra originalus tuo, kad $i sritis i§ esmés Lietuvoje néra nagrinéta, nors
kompozitoriy kiaryboje naujovés taikomos jau kelis desimtmecius. Jy atsira-
dimui jtakos turéjo obojininkas prof. Juozas Rimas, kuris inspiravo daugelj
kiiriniy obojui. Sis Zymus atlikéjas sukiiré modernaus obojaus meno Lietuvoje
pagrindus. Naujy iSrai$kos priemoniy naudojimo pradzia siejame su Vytauto
Barkausko ,,Monologu® obojui solo (1970), Antano Rekasiaus ,,Solo sonata“
(1976), Jurgio Juozapaicio ,,Afrodite” (Penkiomis metamorfozémis) op. 36
obojui solo (1978), Osvaldo Balakausko Simfonija Nr. 2 (1979), kurios savita
skambéjima praplété obojumi i$gaunami daugiagarsiai sagskambiai. Uzsienio
$iuolaikiniy kompozitoriy kariniuose jvairiy garsiniy naujoviy aptinkama dar
keliais deSimtmeciais anks¢iau. Tyrimo originaluma lemia ir tai, kad darbe
autorius pateikia ne vien naujas zinomy technologijy interpretacijas, bet ir

Apibendrinta technologijos sagvoka ¢ia siejama su instrumento gamybos procesy visuma, veik-
los bdais, kurie suponuoja jnagiy naudojima, taip pat ziniy ir (techniniy) jgdziy pritaikyma.
Techninis aspektas darbe traktuojamas kaip meistrisko atlikimo, garsy iSgavimo budy apréptis,
o technologinio aspekto atveju akcentuojamas instrumento gamybos procesas, jo sandaros

ypatybiy modifikavimo, tobulinimo visuma. Darbe detaliai nurodoma, kaip techniskai iSgauti

naujus skambesius, kartais tam pasitelkiant technologines instrumento modifikacijas, ir kokie

rai$kos horizontai atsiveria juos pritaikant $iuolaikiniy kompozitoriy kariniuose.



autentiSkus, originalius, patentuoti ketinamus atradimus (jy pavyzdziai pateikti
DVD ploksteléje 2-ame priede).

Tiriamojo darbo tikslas - atskleisti ir i§studijuoti XX-XXI a. zinomas garsi-
nes obojaus raiskos galimybes, susijusias su tembriniy, akustiniy, artikuliacijos,
agogikos, dinamikos, jvairiy grojimo bady niuansy jvairove, papildant ir pra-
turtinant jg savais originaliais atradimais. Iskelto tikslo siekiama jgyvendinant
su juo susijusius uzdavinius. Tarp ju:

« i8tirti technologiniy sprendimy jtaka netradiciniy garsiniy charakteristiky

ypatumams;

« apibendrinti ir klasifikuoti $iuolaikinéje muzikoje naudojamus garsiniy
efekty iSgavimg simbolizuojancius Zenklus, pir§tuociy versijas, — tai
sudaro $iuolaikinés muzikos grojimo pagrindus;

« pateikti pasiruo$imo groti metodines rekomendacijas;

« isanalizuoti viengarsiy ir daugiagarsiy, netradiciniy sagskambiy bei jy
junginiy Zinomas ir naujas galimybes bei uzragymo specifika;

« atlikti lyginamaja naujy raiskos priemoniy naudojimo Lietuvos ir uZsienio
kompozitoriy karyboje analize;

« atskleisti tembriniy naujoviy galimybes grojant giminingais instrumen-
tais;

« pateikti autorinius atradimus, susijusius su instrumento preparavimu, gro-
jimu jo dalimis, liezuvéliais, obojaus skleidziamo garso pakeitimo galimy-
bémis, obojaus repertuaro pritaikymu giminingiems instrumentams.

Tiriamajame darbe ,,Garsinés-technologinés obojaus galimybés ir $iuolai-
kinés raiskos naujovés” taikomi apragomasis, lyginamasis, istorinis, sisteminis
bei analitinis metodai. Apraomuoju apibendrinami svarbiausi jau atlikti
atitinkamos problematikos tyrimai, lyginamasis ir istorinis metodai padeda
i$ryskinti obojaus tembriniy, garsiniy charakteristiky atsinaujinimo XX-XXI a.
dinamika, apeliuoja j obojaus sandaros korekcijas, raidg. Naujos grojimo
obojumi galimybés sisteminamos pagal bendrus pozymius. Analizés meto-
das taikomas naujy obojaus rai$kos priemoniy panaudojimo $iuolaikiniuose
kariniuose aspektu.

Literatara. Vienas pirmuyjy naujas mediniy pudiamuyjy instrumenty
technines rai$kos galimybes aprasé Bruno Bartolozzi knygoje ,,Nauji mediniy
puciamuyjy garsai“ (New Sounds for Woodwinds) (Bartolozzi, 1975). I§ mediniy
puciamuyjy instrumenty $is autorius aptaria tik kiekvienos grupés budingiau-
sius - fleita, obojy, klarnetg ir fagota. Pasitelkdamas praktinius eksperimentus,
B. Bartolozzi tyrinéja naujas grojimo $iais instrumentais technikas. Analizuo-
jamos viengarsés ir daugiagarsés galimybés bei jy sujungimas. Obojy ir kitas
jo rusis, obojuy damore ir angly raga tyré obojininkas Peteris Veale’as, kom-
pozitorius ir mokslininkas Clausas-Steffenas Mahnkopfas knygoje ,,Grojimo



obojumi technika® (Die Spieltechnik der Oboe) (Veale, Mahnkopf ir kt., 1994).
I$skirdami obojuy ir jo rasis i$ visy pu¢iamuyjy instrumenty, Sie vokie¢iy muzikai
praplété jy modernios raiskos horizontus.

Minéty autoriy publikacijos sudaro $io tiriamojo darbo pagrinda, kurj
papildo laipsniskai gauséjanti literatira dominanciais klausimais. Vienos
naujausiy knyguy ,,Obojus® (The Oboe, 2004) autoriai G. Burgessas ir B. Hay-
nesas pateikia vertingos istorinés medziagos apie obojaus raida, svarbiausius
Zymiausiy atlikéjy ir obojaus gammto]q technologiniy sprendimy etapus, taip
pat kiriniy analizés pavyzdZius. Zinoma G. Burgesso knyga ,Zymiausias Eu-
ropos obojininkas. Gustavo Vogto portretas“ (The Premier Oboist of Europe:
A Portrait of Gustave Vogt, 2003) atskleidzia XIX a. pedagogo ir kompozitoriaus
indélj i Europos $aliy obojaus meno raidg. Liezuvéliy paruosimo, skutimo ir
kitus gaminimo etapus nuosekliai i§désto K. Hentschelis knygoje ,,Obojaus
liezuvélis“ (Das Oboenrohr, 1995). Liezuvélio gaminimui naudojamus jrengi-
nius ir prietaisus apraso G. Riegeris gamybos procesui skirtuose leidiniuose
»Liezuvélio gaminimo prietaisai, jrankiai, nendrés mediniams puc¢iamiesiems”
(Rohrbaumaschinen, Rohrbauwerkzeuge, Rohrholz fiir Holzblasinstrumente,
2010,2013). Vertinga L. ir M. Zakopecy (JI. 3akomer, M. 3akorern) ir V. Klokovo
(B. Knoxos) knyga apie grojimo obojumi metodika (Memoouxa 06yuerus uzpe
Ha 2060e, 2002). Viena geriausiy knygy apie obojaus reguliavimg ir taisyma —
M. Schiferdieko ,,Obojaus daktaras® (Der Oboen-Doktor: Reparatur- und Pfle-
gehilfe, 2003). Amerikieciy obojaus mokyklos ypatumus savo knygoje aptaria
Laila Storch (Marcel Tabuteau, Biography, 2008). Pagrindiniai pranctizy obojaus
mokyklos principai déstomi Bernardo Delcambreo knygoje ,,Patogus obojus*
(Le Hautbois Facile, 1997).

Gvildendami pasirinktg problematikg naudosime pagrindinj tyrimo $al-
tinj - iSradingg XX-XXI a. lietuviy ir uZsienio kompozitoriy kiryba obojui
ir jo Seimos instrumentams, pateiksime naty fragmentus. Vienas Zymiausiy
pasaulio obojininky vokietis Heinzas Holligeris garsinius tembrinius atradimus
iSradingai eksploatuoja savo koncertingje ir kiirybinéje veikloje. Dél jo drasaus
eksperimentavimo ir puikaus muzikavimo nauji obojaus garso i$gavimo badai
paplito visame pasaulyje. Obojininkas sudaré ir i$leido $iuolaikiniy uZzsienio
kompozitoriy kiriniy obojui rinkinj Pro musica nova (Wiesbaden: Breitkopf
& Hartel, 1972). Jo medziaga ne tik supazindina su modernia kiryba, bet ir
paaiskina, kaip instrumentu i$gauti naujus skambesius. H. Holligeris ir pats
sukdré nemazai opusy obojui, kuriuose placiai panaudojo naujus garso iSga-
vimo budus.

Lietuvoje teoriniy darby apie obojumi iSgaunamy garsy technines galimy-
bes ir raiSkos naujoves néra parasyta. Tac¢iau obojininkas prof. Juozas Rimas,
grojantis daug $iuolaikinés muzikos, sudaré ir redagavo rinkinj Lietuviy kompo-
zitoriy kiiriniai obojui solo (Vilnius: LMTA, 1997), i§leido dvigubg kompakting



plokstele Lithuanian auletics (Vilnius: MILC, 2002). Tiriamojo darbo autorius
taip pat redagavo lietuviy kompozitoriy karinius, sukiré transkripcijas, sudaré
ir ileido rinkinj Lietuviy kompozitoriy kiiriniai obojui ir fortepijonui Nr. 1 (Vil-
nius: Asociacija muziky centras ,,Muzikos idéjos®, 2011), jrasé CD Lietuviskos
muzikos mozaika (Vilnius: BOD Group, 2010).

Sukauptos zinios tapo akstinu individualioms darbo autoriaus interpretaci-
joms ir naujiems atradimams, jrodantiems didele, jvairiapuse obojaus raiskos
potencija, kuri pateikiama $iame tyrime.

Darbo struktiirg sudaro jvadas, keturi skyriai, i$vados, literataros sarasas ir
du priedai. Pirmame skyriuje ,,Technologiniai sprendimai‘, sudarytame i$ trijy
poskyriy, déstomos technologinés naujovés ir grojimo pagrindai (1.1), detaliai
analizuojama vienos svarbiausiy obojaus sandaros daliy - liezuvélio - gamy-
ba, jo tipy jvairové (europietiski, amerikietiski, alternatyvas) (1.2). Skyriaus
pabaigoje aptariamos Zymiausios grojimo metodikos, rekomenduojama sava
pasiruo$imo groti metodika (1.3). Antrame skyriuje susikoncentruojama ties
garsine obojaus specifika. Jis dalomas j septynis poskyrius, kuriuose analizuo-
jamos viengarsés (2.1), daugiagarsés galimybés (2.5), akordy ir kiti junginiai
(2.6), taip pat isskiriamos ypa¢ modernios mikrointervalikos (2.3) bei garso
amplitudziy spektro raiskos priemonés (2.4). Aptariami jvairus triliai ir tremolo
(2.2). Skyriy apibendrina naujy rai$kos priemoniy panaudojimas lietuviy ir
uzsienio kompozitoriy kiiryboje, rinkiniuose obojui solo (2.7).

Trecioje dalyje tyrimy laukas prapleciamas j jj jtraukus giminingus ins-
trumentus. IStyrus instrumenty — piccolo obojaus (3.1), obojaus damore (3.2),
angly rago (3.3), Vienos obojaus (3.4), heckelphoneo (3.5), bosinio obojaus
(3.6) - sandarg ir atlikimo galimybes, jy $iuolaikinés raiskos akivaizdumas
jtvirtinamas pateikiant darbo autoriaus atliktas transkripcijas (3.7).

Ketvirta, kulminaciné, tiriamojo darbo dalis skiriama originaliems ti-
riamojo darbo autoriaus atradimams, kurie susij¢ su obojaus modifikavimo
budais (4.2), grojimu liezuvéliais (4.3), obojaus skleidziamo garso pakeitimo
galimybémis (4.4), garsinémis giminingy instrumenty analogijomis su obo-
jumi (4.5). Skyriaus pradZioje aptariamos naujovés ir jy istorinis kontekstas
(4.1), jis uzbaigiamas prieduose pateikiamo DVD jraso, kuriame fiksuojamas
autoriaus atrasty garsiniy efekty atlikimas, analize (4.6). Darbo rezultatai
apibendrinami i$vadose.

Literatairos sarasa su naty rinkiniais sudaro 139 pozicijos, apimancios
1937-2013 m. leidinius ir internetines svetaines. Tiriamasis darbas papildytas
dviem priedais. Pirmajame i§ jy pateikiamos naujy garsiniy efekty i$gavimui
batinos pirstuociy lentelés, antrajame — autoriaus iSradimus iliustruojantis ir
dokumentuojantis DVD jragas.



1. TECHNOLOGINIAI SPRENDIMAI

Siame darbe technologijos savoka daugiausia siejama su instrumento gamybos
procesy visuma, kuri suponuoja jnagiy naudojima bei Ziniy ir jgadziy pritai-
kyma. Batent pastarieji muzikos interpretacijos pasaulyje siejami su technikos
savoka (gr. technikos - ,,meniskas, meistriskas®, gr. techne — ,,menas, amatas,
mokéjimas“). Obojaus gamybos technologijy skirtumai ir atlikéjy techninio
meistriskumo augimas glaudziai susije ir turéjo jtakos grojimo instrumentu
galimybéms bei principams. Taigi $ios sgvokos meno projekto tiriamojoje
dalyje kartais nataraliai susilieja, kartais atsiskiria, technologinius sprendimus
suvokiant kaip visa apimancius.

XVI-XVIII a. buvo Zinomos jvairios obojaus atmainos, i§ kuriy susiformavo
$iy dieny klasikinis obojus, kiti giminingi instrumentai. Musy laikus obojus
pasiekeé be didesniy formos poky¢iy. Seni instrumentai taip pat buvo su Ziotimis,
tarpusavyje ar nuo $iuolaikinio obojaus jie skiriasi tik proporcijomis, susijusio-
mis su instrumento ilgiu, garso angos, Zio¢iy dydziu, taip pat voztuvéliy kiekiu.
Instrumenty reik§mé muzikos menui ir kartu pacios muzikos raidai augo
tobuléjant jy gamybai, kuri darési vis universalesné, kita vertus, buvo siekiama
individualaus poziario, detalaus precizi$kumo. Ji iki $iol plétojama tenkinant
atlikéjy ir karéjy poreikius. Instrumenty gamybos industrija yra gana siauros
apimties. Ja Zinome kaip i$skirtinés rasies specifing pramone, nes puc¢iamieji
instrumentai jau seniai gaminami fabrikiniu badu, priesingai, pavyzdziui, nei
styginiai. I§ dalies puc¢iamyjy instrumenty gaminimo procesas yra panasus
i fortepijono gamyba. Gaminimo ir tobulinimo galimybes savotigkai riboja
jrenginiy ir prietaisy programavimo budas. Lygindami dabartine instrumento
gamyba su ankstesne, matome kur kas didesnius skirtumus. Senoviniy tech-
nologiniy procesy natiralumas salygojo sudétingesnj gamybos ,,formulés®
i$gavimo tikslumg ir vienodumag, ir tai buvo susije su medzio ir jo grezimo
kampo skirtumais. Net to paties meistro instrumentai skirdavosi vienas nuo
kito dar ir dél to, kad buvo aptinkama jvairiy gaminimo trikumy.

Nuo seno obojaus garsas buvo labai grazus, bet nepastoviés intonacijos.
Ankstesni obojaus gaminimo buadai visada buvo susije su obojaus Seimos
instrumenty intonacinio stabilumo problema. Laikui bégant buvo pasiektas,
salygiskai kalbant, prieSingas rezultatas — dabar visas orkestras instrumentus
derina pagal obojy dél jo intonacinio stabilumo, o anks¢iau tai buvo daroma
dél jo nestabilumo. Kad i$vengty intonavimo problemy, meistrai voztuvéliais
sieké obojui suteikti tembrine vienove, islyginti intonavima. Jau nuo 1930 m.
obojai gaminami su visi$kai uzdengtomis skylutémis. Prie $io instrumento
tobulinimo prisidéjo labai daug bendroviy: ,,Marigaux®, ,,F. Lorée®, ,,Rigoutat*,

»Buffet, ,Fossati‘, ,Oskar Adler & Co", ,Monning®, ,Yamaha®, ,Howard® ir kt.



XX-XXI a. muzikoje naudojant naujus garso i$gavimo badus, kuriami jy
Zymeéjimo simboliai, naujos pirstuociy lentelés. Tik dél jy jmanomi techniniai
atlikimo sprendimai. Voztuvéliais ir naujomis pir§tuotémis galima iSgauti
tolygy derinima bei praplésti garsine palete naudojant mikrointervalika, dau-
giagarsius sagskambius, glissando, flazoletus, trilius, tremolo ir kitas obojaus
rais$ka turtinancias priemones. Siekdami palengvinti praktinj naujy techniniy
obojaus galimybiy naudojima, jy Zyméjima natose, nurodome visg $iuolaikinio
obojaus sandaros voztuvéliy numeracija.

Teskant platesnés Siuolaikiniy garsy skalés, naudojami specialis liezuvélio
skutimo budai, kuriuos pasirenka pats atlikéjas. Tradicinis liezuvélis gaminamas
taikant prancuzy, vokie¢iy ar amerikiec¢iy obojaus mokykly drozimo techni-
kas. Norint i$gauti daugelj Siuolaikiniy skambesio efekty, jungiami specifiniai
$iy mokykly drozimo buadai. Precizi$kai detalizuojame liezuvélio gaminimo
procesa, nes jo skutimo etapai yra labai svarbas, nulemiantys Siuolaikine
atlikimo kokybe.

Techninés obojaus galimybés glaudziai susijusios su teisingai grojimui
paruos$tomis instrumento sudedamosiomis dalimis. DidZiausias vaidmuo
$iame procese tenka liezuvéliui. Kruopsciai technologiskai paruosus obojy
groti, imanoma naudotis labai placia klasikine ir Siuolaikine garsine palete.
Svarbiausia taisyklé — pasirinkti tinkama obojaus mokykla ir tiksliai vadovautis
jos principais. I$skirtiniais atvejais jas galima derinti, atsizvelgiant j Siuolaikinés
muzikos atlikimo poreikius.

Labai svarbu teisingai sureguliuoti obojy, nes tai turi didele jtaka jo into-
nacijai. Pagrindinius reguliavimo buadus privalo Zinoti kiekvienas obojininkas.
Ivairios obojus gaminancios bendrovés naudoja savo specifinius reguliavimo
budus. Jie taip pat priklauso nuo instrumento modelio (mokyklinio, studentis-
ko, profesionalaus ar solisto) ir sistemos (automatinés ar pusiau automatinés).
Atsizvelgus | juos ir tinkamai sureguliavus obojuy, jis gerai skambés, intervalai
jungsis tolygiai ir susidarantis oro stulpas bus tinkamas (lengvas grojimas,
$varus intonavimas). Neap$ildytas obojus gali suskilti, nei$mirkytas liezuvélis —
nevirpéti, skilti, lazti ir nebetikti grojimui. Netinkamai paruosus instrumenta
obojininkas groja nenattiraliai, atsiranda dirbtinis instrumento ,,stimimas®
siekiant ,,iSpasti obojy*; kvépavimas tampa netaisyklingas, ambusitras spau-
dziamas. Visa tai neleidZia atlikti daugelio darbo pradzioje minéty garsinés
tembrinés jvairovés priemoniy. Todél pateikiame savo sukurtus instrumento
reguliavimo budus bei pasiruos$imo groti metodika, sudarytg i$ keliy etapy.
Laikantis $iy metodiniy rekomendacijy (su$ildant instrumentg, paruo$iant
liezuvélj, atliekant ap$ilimo pratimus), i§vengiama ploksteliy suspaudimo,
liezuvélio spyruoklé i§saugoma ilgiau. ISnaudoti visas - tradicines ir naujas —
obojaus raiskos galimybes jmanoma tik teisingai technologiskai paruosus
instrumentg ir pa¢iam atlikéjui tinkamai pasiruosus.
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2. GARSINE OBOJAUS SPECIFIKA

XX-XXI a. obojui sukurta ir atliekama muzika bei su ja susijusi instrumento
garsiné specifika neatskiriama nuo bendry $io periodo karybos tendencijy.
XX a. tembras tapo lygiavertis, o kartais net ir svarbiausias garso parametras
bei kompozitoriy, ypac sonoristy, ieSkojimy objektas. Kompozitoriai ir atlikéjai
ieskojo tradiciniy instrumenty naujy galimybiy. Didziausig naujy grojimo
obojumi bady jvairove atspindi XX a. muzikiné literatara, kurioje jau¢iamas
glaudus kompozitoriy ir jy karinius atliekanc¢iy obojininky bendradarbiavimas.
Tai akivaizdu pateikiamuose lietuviy ir uZsienio kompozitoriy opusy fragmen-
tuose. Siuo metu naudojama desimtys pirstuociy, kuriomis i$gaunami jvairiausi
vieno garso spalviniai niuansai. Viengarses obojaus galimybes turtina tradiciné
karinio meninés raiskos priemoné - artikuliacija, jvairts, ypa¢ obojui nauji,
retai naudojami garso i$gavimo budai - jvairiarasis vibrato, smorzato, frullato,
keleto rasiy glissando, tarp kuriy - oscillato. I$skirtinj sonoristinj efekta suku-
rianti priemong¢, i§gaunama nataraliu oro perpatimu ir specialia pirstuote, yra
flazoletai. Triliy ir tremolo rusys $iandien yra sudétingesnés, jvairesnés (tarp
ju ir dvigubi triliai), nes, patobulinus instrumentg bei naudojant specialias
pirstuociy lenteles, juos yra lengviau iSgauti. Subtilus garsinis pasaulis, raigkos
niuansai atsiveria naudojant mikrointervalus.

Obojaus garso sklidimo amplitudziy spektras kiekviename registre yra
netolygus. Jis gerokai intensyvéja kylant j virSutinj registrg. Garsiniam spek-
trui labai didele jtakg daro dinaminis intensyvumas, taip pat - liezuvélio
pasirinkimas. Naudojant amerikietisko tipo liezuvélj, garso sklidimo spektras
yra kur kas mazesnis, nei grojant prancazisku liezuvéliu. Atlikéjo pasirinkima
lemia konkrecios kompozicijos interpretacija. Kompozitoriai, kurie gilinasi
i pu¢iamuyjy instrumenty garso spektrus, jy galimybiy iSnaudojima, sukuria
labai jdomiy garsiniy skambesiy, efekty.

Obojumi Siandien atliekami ir daugiagarsiai skambesiai. Akorda, kurj vadi-
name daugiagarsiu, girdime tada, kai tuo pa¢iu metu i§gaunami keleto dazniy
virpesiai. Daugiagarsiai susidaro specialiai dengiant voztuvélius, naudojant
didesnj oro ir lapy spaudima bei nejprastg liezuvélio padétj. Israiskingi tie
akordai ir dvigarsiai, kurie turi skirtingo tembro garsus. Dar viena daugiagarsiy
rasis susidaro, kai vienu metu skamba ne vienas garsas, o keli to paties aukscio
garsai su skirtingais tos pacios natos obertonais. Jie vadintini daugiaobertoni-
niais multifoniniais saskambiais. Siuolaikinj obojaus garsyna puosia dvigubi
flazoletai, kuriuos atliekant labai svarbas yra praktiniai jgudziai, patirtis. Ly-
giname lietuviy ir uzsienio kompozitoriy kariniy rinkinius obojui solo naujy
obojaus raiskos galimybiy panaudojimo aspektu. Pirmasis rinkinys Pro Musica
Nova (Studien zum Spielen Neuer Musik, Koln, 1973) yra sudarytas vokieciy
obojininko ir kompozitoriaus Heinzo Holligerio. Antrojo rinkinio Lietuviy
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kompozitoriy kiiriniai obojui solo (Vilnius: LMTA, 1997) sudarytojas — Zymus
Lietuvos obojininkas prof. Juozas Rimas. Siekiant susieti darbe pateiktas naujas
obojaus raiskos galimybes su platesniu kairybos kontekstu ir jas apibendrinti,
pateikiamos dvi lentelés. Jos darbo autoriaus sudarytos pasirinkus $iuolaikiniy
technikos priemoniy panaudojimo minéty rinkiniy kariniuose kriterijy.

3. GIMININGI INSTRUMENTAI
IR SIUOLAIKINES RAISKOS GALIMYBES

Labiausiai obojaus Seimos instrumentus i§vysté prancizy, vokieciy ir italy meis-
trai. Ilga laika $iy $aliy instrumenty skambéjimas labai skyrési, skirtinga buvo ir

ju pirstuoté. Tadiau véliau labiau paplito prancuziski instrumentai bei aplikatiira,
kuriais naudojasi ir $iy dieny atlikéjai. Pagrindinés obojaus $eimos atmainos —
piccolo obojus, meilés obojus, angly ragas ir bosinis obojus. Pritariame nuo-
monei, kad $iais instrumentais privalo mokéti groti kiekvienas profesionalus

obojininkas. Piccolo obojus daugiausia naudojamas Siuolaikinéje kamerinéje

muzikoje; ¢ia jis vertinamas dél nejprasto tembro. Sis instrumentas i$skirtinis,
jo galimybés dar neatskleistos. Daugelio $aliy, tarp jy ir Lietuvos, obojininkai

neturi piccolo obojaus, taigi $iam instrumentui beveik ir nekuriama.

Obojus damore (meilés obojus), atsirades XVI a., buvo su vienu voztuvéliu,
ir tai gerokai ribojo jo galimybes. XX a. meilés obojus turi tiek pat voztuvéliy
kaip ir obojus, todél jo garsiné amplitudé gerokai issiplété. Daugeliui karéjy tai
vis délto dar neatrastas instrumentas. Juo buty galima praturtinti kamerinés
ir orkestrinés muzikos tembrine palete. Tiriamojo darbo autorius Lietuvoje
suburé unikaly ansamblj - obojy kvintetg. Ansamblj sudaro: pirmas ir antras
obojus, meilés obojus, angly ragas, fagotas. Ansambliui bendradarbiaujant su
Lietuvos ir uzsienio autoriais, sukurta keliolika naujy veikaly, kuriuose pla-
¢iai skamba meilés obojus. Angly rago garsiné amplitudé yra labai spalvinga
ir jvairi. Jo sandara paslanki $iuolaikinés raiskos naujovéms, kurias pradeda
naudoti ir lietuviy kompozitoriai. Obojus da caccia savo skambesiu i$siskiria
i§ kity obojaus Seimos instrumenty - jo garsas skvarbesnis nei obojaus, o
$iais laikais ji pakeicia angly ragas. Obojumi da caccia susidométa 1970-yjy
pradzioje, kai vyko ,,Telefunken Records® projektas, kurio tikslas buvo jrasyti
visas J. S. Bacho kantatas.

XX a. atgimus senosios muzikos interpretacijai, Vienos obojus tapo ba-
rokinio obojaus atitikmeniu. Daug atlikéjy pradéjo juo groti baroko epochos
muzika, nes Vienos obojaus tembras yra panasus j barokinio. Pakoregavus
Vienos obojuy, kelios firmos pradéjo gaminti ir barokinio obojaus atmainas.
Heckelphoneas, pagamintas 1904 m., yra obojaus $eimos instrumentas, bet su
didesnémis garso ziotimis. Tai jam suteikia sunkesnj garsg ir skvarbesnj tona.
Heckelphoneas orkestre uzpildo spraga tarp obojaus ir fagoto. Siekiant atgaivinti
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heckelphone’o populiaruma, 2001 m. rugpjacio 6 d. Niujorko Riversaido bazny-
¢ioje buvo surengtas heckelphoneo atlikéjy simpoziumas. Jame kartu muzikavo
$edi heckelfonininkai. 2006 m. antrajame simpoziume dalyvavo jau 14 atlikéjy.
Tokie simpoziumai populiarina §j instruments, tad jo $iuolaikiniy techniniy
priemoniy atskleidimas - ateities klausimas. Bosinis, arba baritoninis, obojus
yra mazdaug dvigubai didesnis uz obojuy. Bosinis obojus - puikiai technologis-
kai subalansuotas instrumentas, turintis placia (nuo viengarsiy iki daugiagarsiy
sgskambiy) raiskos amplitude, kuri néra pakankamai i$naudota kompozitoriy.
Sio instrumento poreikis yra labai mazas, atlikéjai jo dazniausiai neturi, taigi
ir panaudojimo galimybés atidedamos ateiciai.

Skirtinga obojaus $eimos nariy sandara lemia savitg jy diapazona. Garsinj
spektrg praplecia pats Zemiausias ir re¢iausias instrumentas — kontrabosinis
obojus, arba lupophon’as, sukurtas XX a. antrojoje puséje. Kontrabosinis obojus
$iuo metu vis labiau plinta tarp obojininky. Tikétina, kad ir repertuaras jam pra-
siplés. Labiausiai iStobulintas obojus tapo vedliu giminingiems instrumentams.
Idomi juos populiarinanti sritis yra susijusi su obojaus repertuaro pritaikymu
kitiems $ios $eimos instrumentams, pavyzdziui, meilés obojui ar angly ragui.
Daryti transkripcijas néra sudétinga, ypac kai atlikéjas bendradarbiauja su kom-
pozitoriumi. Ankstesniy epochy karéjai lanks¢iai prisitaikydavo prie atlikimo
galimybiy, maksimaliai jas i$naudojo, atlikéjui palikdavo apsisprendimo teise
groti vienu ar kitu instrumentu. Siy dieny autoriai taip pat galéty pasisemti i
sukauptos istorinés patirties, ypa¢ nataraliai eksploatuojant giminingus ins-
trumentus, darant jiems transkripcijas. Kelios jy (meilés obojui ir angly ragui),
atliktos darbo autoriaus, pateikiamos darbe.

4. AUTORINIAI ATRADIMAI

Ivairiapusiskai i$analizave obojaus ir jam giminingy instrumenty technolo-
gine, garsine akustine specifika, susijusig su atsiverianc¢iomis naujomis gali-
mybémis, rai$kos naujovémis ir jy panaudojimu kiryboje bei interpretacijoje,
parengéme autorinius atradimus. Sialome papildymus, kurie leidZia tobulinti
ankstesnius pasiekimus, ir visai originalias, autentiskas, patentuoti ketinamas
naujoves, tarp ju — obojaus modifikavimg preparuojant instrumentg bei gro-
jant jo dalimis. Vienas i$§ obojaus preparavimo budy yra liezuvélio jstatymas
j obojaus antros dalies pagrindinés aplikatiros re natos skylute. Tokiu budu
i$gaunami specifiniai garsai. Grojant tik pirmaja, pirmaja ir antraja, pirmaja
ir trecigja, antraja ir treciaja obojaus dalimis taip pat galima i$gauti naujus
garso efektus. Grojimas obojumi be liezuvélio jmanomas, kai vieta, kurioje
buna liezuvélis, uzdengiama lapomis ir i ja smarkiai pu¢iama. Tuomet pasi-
girsta flazoletinis garsas i$ nataralaus garsaeilio. Dar vienas sialomas obojaus
preparavimo budas yra toks, kai tarp pirmosios ir antrosios obojaus dalies
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jstatoma plastikiné tarpiné, kuri sulaiko oro srove ir instrumentui suteikia
naujg aukstesniyjy obertony atspalvj. Surdinos obojams negaminamos, nors
puikiai Zinome, kad dél jy kitais instrumentais i§gaunamas savitas garsinis
atspalvis. Su surdinomis ir obojumi pasiekiamas puikus efektas. Cia galimy-
biy spektras labai platus. Surdinos gali bati labai jvairios - nuo metaliniy iki
medziaginiy, pagaminty i§ audeklo. Jy skirtumai suteikia garsui atitinkamai
skardumo ar minks$tumo. Obojaus liezuvéliais taip pat galima i$gauti speci-
finius, ypatingo skambesio garsus. Darbo autorius sialo: 1) grojimg vienu
liezuvéliu; 2) grojima dviem ir daugiau liezuvéliy; 3) grojima liezuvéliy
gilzémis. Obojaus skleidziama garsa galima pakeisti naudojant fortepijona
ir mu$amuosius instrumentus. Sialoma keletas naujy garso pakeitimo bady.
I$kyla ir anks¢iau minéty atradimy uzrasymo problema, kurig darbo autorius
sprendzia pateikdamas zZyméjimo budus.

Darbe sialoma ir atradimy obojaus ir elektronikos sasajy srityje. I$skirtinis
garso sklidimo efektas susidaro, kai prie obojaus antrosios ir tre¢iosios dalies
voztuvéliy pritvirtinami mikrofonai. Tada obojininkas, naudodamas jvairias
$iuolaikines priemones, gali i$girsti visai kitokj obojaus garso spektra.

Siuolaikinés muzikos pasaulyje geriausiai zinomas fortepijono preparavimas,
taciau grojimas atskiromis obojaus dalimis ar liezuvélio jstatymas nejprastoje
vietoje i$ tiesy yra visiS$kai naujas reiskinys. Nebuvo i$naudotos ir grojimo tik
liezuvéliais, liezuvéliy gilzémis ar grojimo obojumi su keliais liezuvéliais gali-
mybés. Obojaus skleidziamo garso akustiniai tyrimai taip pat yra nauji ir reti
mobkslinéje literataroje. Fortepijono ar musamujy instrumenty rezonansu gali-
ma pakeisti obojaus skleidZziama garsa sukuriant subtilius jo niuansus ir efektus.
Naujy grojimo budy originaluma, jy priklausomybe nuo atlikéjo meistriskumo
patvirtina j darbo turinj (ne j priedus) jtraukta DVD jra$o analizé.

ISVADOS

1. Apibendrine sukauptas istorines ir teorines Zinias apie obojaus raida, jam
skirta repertuarg bei praktinius jgiidzius atliekant $iuolaiking muzika, prieina-
me prie i$vados apie neabejoting technologiniy sprendimy jtakg netradicinéms
garsinéms charakteristikoms. Darbe nurodyta Siuolaikinio obojaus sandaros
voztuvéliy numeracija leidzia iSgauti daugiagarsius saskambius. Ji taip pat
palengvina kity netradiciniy garsiniy niuansy atlikimg ir yra reikalinga kompo-
zitoriams Zymint naujus grojimo budus natose. Liezuvélio skutimg pateikiame
kaip savotiska meninés karybos akta, susijusj su skirtingu vizualiu ir garsiniu
rezultatu. Skutimo metu siilome lieZuvélio nenukirpti. Vietoj to rekomen-
duojame su metaliniu kaistuku pro plokstelés krasto tarpa iSrauti medzio
sujungima ir taip atskirti ploksteles, o jterpus kai$tuka skusti toliau. Laikan-
tis aprasyty drozimo ypatybiy, pagaminamas labai geras ir atlikimo poZiariu
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jvairiapusis liezuvélis. Svarbu pagal technologinius parametrus, pageidaujama
garsine skale ir grojimo manierg pasirinkus prancuizy, vokie¢iy ar amerikieciy
obojaus mokykla, laikytis jos reikalavimy. Nepatartina groti vokisku ins-
trumentu su pranciizi$kais liezuvéliais ir amerikietisku ambusiaru. Grojant
klasikinio stiliaus muzika, privaloma laikytis vienody pasirinktos mokyklos
kanony. Tac¢iau skirtingy mokykly jungimas, ieskant muzikos raiskos jvairovés,
sudaro prielaidas daugeliui atradimy, naujiems garsiniams efektams. Pranctzy,
vokieciy ar amerikie¢iy mokykly specifinés liezuvélio drozimo technikos taip
pat jungiamos siekiant i§gauti jvairius netradicinius skambesius.

2. Kita svarbi tiriamojo darbo i$vada yra susijusi su XX-XXI a. muzikoje
naudojamy Zzenkly, pirStuociy lenteliy reikémingumu obojumi jprasminant
naujus raiSkos badus. Sudaréme $iuolaikinéje muzikoje naudojamy Zenkly
savada, suskirstyta pagal garsy aukstj, oro slégj, ambusiaro pobudj, danty
funkcijg. Taip pat pateikéme pagrindine obojaus voztuvéliy dengimy aplikatirg
su kiekvienos natos tradiciniais ir moderniais garsiniais techninio atlikimo
variantais. Siy Zenkly ir pir$tuo¢iy Zinojimas bei jsisavinimas leid%ia oboji-
ninkui perprasti visus Siuolaikinius grojimo budus ir yra butinas kiekvieno
profesionalaus muzikanto grojimo pagrindas.

3. Svarbu, kad jgyti grojimo pagrindai baty derinami su tinkamu instru-
mento reguliavimu. Pateikiame metodines instrumento paruosimo ir atlikéjo
pasirengimo groti jvairios stilistikos muzika rekomendacijas. Pirmajj pasiren-
gimo etapg sudaro instrumento susildymas. Obojininkas, rengdamasis groti
su jau paruostu obojumi, taip pat privalo atlikti apsilimo pratimus. Galutinis
teisingo instrumento paruo$imo ir atlikéjo pasirengimo etapas — grojimas
ilgais tonais.

4. XX-XXI a. kompozitoriy karyba ir atlikéjy praktika aprépia gana jspu-
dinga, specifinj obojumi i§gaunamy tony ir vir§toniy garsinj spektra. I$anali-
zave ir praktiSkai i$mégine visas viengarses galimybes, padarome i$vadg, kad
obojaus apatinio registro garsai spalviniu pozitriu ne tokie turtingi, taip pat
yra silpnesni, labiau i$sklaidyti ir nepasizymi dinamine jvairove. I§gaunant
virSutinio registro garsus galimi jvairas pirStuotés variantai, kurie pakeicia ju
akustine sandarg, spalvines tembrines ypatybes, jie yra stipresni ir skambesni,
pasizymintys daugeliu dinaminiy niuansy. Naudojamos desimtys pirstuotés
lenteliy, kuriomis vadovaujantis i§gaunami patys jvairiausi vieno garso spalvi-
niai niuansai palieka erdvés jy karybiskai interpretacijai, papildanciai obojaus
tembrine palete. Siillome garso tembro atspalviy kaitos biida nepertraukiant
gaidos skambéjimo. Tai pasiekiama vienu jkvépimu laikant garsa ir nuolat
keiciant pirstuote.

Atlikdami tyrima jsitikinome, kad jvairios naujos garsinés, sonoristinés
struktaros sgveikauja, net priklauso nuo kity muzikos kalbos bei raiskos ele-
menty - ritmo, dinamikos, agogikos, artikuliacijos, $trichy, jvairiy grojimo
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bady. Batina karinio meninés raiskos priemoné yra artikuliacija. Viena jos
radiy - staccato. Grojimo jgudziai rodo, kad viengubo, dvigubo ar trigubo
staccato atlikimas yra apribotas tam tikro tempo.

Viena tradicis$kiausiy tembrg praturtinancéiy priemoniy, suteikiant jam
savitg atspalvi ir emocinj iSraiskinguma, yra jvairiy rasiy - diafragmos, gerklés
ir lapy - vibrato. Apibendrinome vibrato intensyvumo zyméjimo simbolika.
Sonoristinius viengarsius efektus jvairina kiti garso i§gavimo budai: smorzato,
Srullato, ivairts glissando (tarp ju - oscillato). Remdamiesi moksliniais $alti-
niais, pateikiame pirstuociy kaita i§gaunamus glissando efektus. Apibendrinant
$ias grojimo technikas, reikia pabrézti oro stulpo, lapy ambusitro, aplikatiros,
artikuliacijos svarbg. Norint adekvaciai jprasminti XX-XXI a. kompozitoriy
sumanymus, reikalingas daznas naujy grojimo budy naudojimas, nepriekais-
tingas jy jsisavinimas bei valdymas.

Viengarses tembrines akustines obojaus rai$kos galimybes praturtina
flazoletai. Flazoletus su pir$tuotés nuorodomis sujungéme j visuma (iki Siol
mokslinéje literataroje jos neaptikome). Triliai ir tremolo $iandien skamba
nuo visy obojaus diapazone egzistuojanc¢iy chromatiniy garsy ir ketvirtatoniy.
Praktiskai i$tyrinéjus visus jmanomus trilius ir tremolo buvo pastebéta, kad
didéjant intervalui mazéja jy greitis. Dar vienas labai jdomus voZtuvélio-
pedalo su triliumi efektas. Sukiréme savaji jo pavyzdj. Parodome naujy
triliy ir tremolo bei dviguby triliy pir§tuociy pritaikyma uZzsienio ir lietuviy
kompozitoriy karyboje.

Garsinés akustinés obojaus galimybés iSsiplecia naudojant mikrointervali-
ka. XX a. antrojoje puséje obojaus instrumentui buvo atrasti specials dengimai
ketvirtatoniams ir aStuntatoniams i$gauti. Pateikiame mikrointervalikos naudo-
jimui batinas voztuvéliy dengimy pir§tuociy lenteles. Visiems mikrointervaly
i$gavimo budams butina labai tiksli atlikéjo klausa, nes obojaus pirstuotés turi
bati ja tikrinamos ir, reikalui esant, koreguojamos. Atlikéjams ir kompozito-
riams, norintiems interpretuoti ir kurti $iuolaikinius opusus, kuriuose ieSkoma
naujy garso spalvy ir jo sklidimo amplitudés kaitos, reikéty susipazinti su ins-
trumento garso spektro amplitudémis. Lyginame obojaus ir kity instrumenty
garso spektry skalés tyrimus, kuriuos atliko Lietuvos fizikai.

Harmoningo skambesio problema daznai iskyla atliekant $iuolaikinius
jvairios instrumenty sudéties kamerinius karinius. Tiriamojo darbo autoriaus
nuomone, siekdamas i§gauti homogeninj skirtingais instrumentais atliekama
skambesj, obojininkas turéty kontroliuoti garso sklaidos amplitude, pasirink-
damas oro stiprumg, ambusiirg, specialig aplikatarg ir liezuvélio tipg.

5. Obojus, kuriuo dar visai neseniai buvo grojamos tik vienbalsés melodijos,
gali atlikti daugiagarsius saskambius - ne tik du vienu metu skambancius
garsus, bet ir akordus. Daugiagarsiy skambesiy pirstuotés, kurias sudaré
P. Vealeas, C. S. Mahnkopfas, W. Moztas ir P. Hummelis, visada pateikiamos
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$alia naudojamo akordo. Pateikiame saskambius, papildanc¢ius homogeniniy

akordy arsenalg. Darbe realizuojama dviejy vienodo aukscio, bet skirtingo

tembro garsy skambéjimo vienu metu galimybé pasitelkiant specialig, auto-
riaus sitilomga pirstuote. Speciali, autoriaus siiloma aplikatiira reikalinga

ir i$§gaunant akordus su skirtingy tembriniy atspalviy tonais. I$skiriame

rudis daugiagarsiy, kuriuose skamba du ar daugiau vieno aukscio garsy su

skirtingais obertonais, ir pateikdami pavyzdj siilome tokius daugiagarsius

vadinti daugiaobertoniniais multifoniniais sgskambiais. Nurodome ir dviguby

flazolety bei kity daugiagarsiy ,,Seimos“ nariy i$gavimui reikalingus parametrus,
pirstuodiy lenteles.

Specialiais dengimais, lapy padétimi ir pu¢iamo oro stiprumu i§gaunami
patys jvairiausi akordai. Taip pat jmanomas ir keliy akordy jungimas, kuris su-
kuria i$skirtinj efekta, tac¢iau dél sudétingy kai kuriy saskambiy i§gavimo budy
ne visus akordus galima jungti tarpusavyje. Batina naudoti patogia pirstuote,
taip pat atkreipti démesj, kad lapy ir liezuvélio padétis grojimo metu nesikeisty.
Tokiy akordy junginius iliustruojame savo sukurtais pavyzdziais.

Obojumi ir kitais pu¢iamaisiais instrumentais galima i$gauti paciy jvai-
riausiy rasiy daugiagarsius saskambius - homogeninius akordus, turincius
skirtingo tembro garsus, ir dvigubus flazoletus. Obojumi i§gaunami nuo dviejy
iki aStuoniy ir daugiau garsy turintys akordai. Visas naujas rai$kos priemones
ir jy iSgavimo buidus, remdamiesi $altiniais, apibendrinome, papildéme sa-
vomis jau naudojamy budy interpretacijomis, jy gyvybinguma pagrindéme
lietuviy ir uZsienio kompozitoriy kiriniais.

6. Isanalizave XX-XXI a. karinius obojui, darome i$vada, kad daugelyje ju
naujos rai$kos galimybés iSnaudojamos dazniausiai jas gretinant su tradiciniais
grojimo budais. Ta¢iau yra sukurta opusy, ypa¢ soliniy, kuriuose garsiné obo-
jaus specifika atsiskleidZia iki galo, naujos iraiskos priemonés tampa muzikos
turinio pagrindu, sgmoningai vengiant tradiciniy grojimo budy. Tai - kai kurios
H. Holligerio, E. Denisovo, M. Shinoharos, L. Berio, H. Ulricho, Fr. Donatoni,
J. Wildbergerso, G. Amy, V. Globokaro, G. Beckerio, I. Xenakio, J. Polaczyko,
V. Barkausko, A. Rekasiaus, F. Bajoro, J. Juozapaicio, V. Juozapaicio, A. Martinai-
&o, R. Sileikos, V. Striaupaités-Beinarienés, J. Juzelitino kompozicijos. Apskritai
kai kurie lietuviy kompozitoriai vis daZzniau i savo rai$kos priemoniy arsenalg
jtraukia garsines, tembrines naujoves, ta¢iau ji galéty praplésti daugiau autoriy.
Pasigendame jvairesniy daugiagarsiy, voztuvéliu i§gaunamy perkusiniy efekty,
frullato, i$tisinio kvépavimo ir jvairiausiy $niokstimy panaudojimo. Darbe pa-
teiktos naujos priemonés, nauji garso iSgavimo budai bei sillomi fiksavimo
Zenklai galéty buti naudingi atlikéjams ir kompozitoriams.

7. Garsinés specifikos atsinaujinimo pozitiriu obojus tapo vedliu Sios rasies
giminingiems instrumentams. Visi jie (ypac piccolo obojus, meilés obojus ir
angly ragas) turi didelj netradiciniy atlikimo priemoniy arsenalg. Tai mazai
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i$nagrinéta ir eksploatuojama sritis, todél atlikéjams ir kompozitoriams ben-
dradarbiaujant atsiverty dar platesnis skambesiy, garsiniy niuansy pasaulis.
Mineéti vokie¢iy muzikai taip pat sudaré meilés obojaus ir angly rago pirstuociy
lenteles, kuriomis i§gaunami jvairis $iuolaikiniai garsiniai efektai. Giminingy
instrumenty valdymas privalomas kiekvienam profesionaliam obojininkui.
Tarp jy $iuolaikinis angly ragas yra labiausiai itobulintas ir uzima reik§minga
solisto pozicija simfoniniame orkestre. Ta¢iau angly rago — koncertinio soli-
nio instrumento - galimybés XX-XXI a. muzikoje yra per mazai i$naudotos.
Jos pleciamos lietuviy kompozitoriams (R. Sileikai) dedikuojant kiirinius
darbo autoriui. Tik jsisavinus giminingy instrumenty sandaros ypatybes, to-
buléjimo procesa, galima visiskai suvokti jy techninio arsenalo apimtis. Deja,
iki $iol dauguma obojininky $iy instrumenty neturi ir negali svariau prisidéti
prie jy evoliucijos.

I aptartos obojininko ir kompozitoriaus Heinzo Holligerio karybinés
veiklos galima daryti i$vada, kad du fenomenai - karéjo ir atlikéjo — viename
asmenyje salygojo sparty naujy garsiniy efekty atradima bei jy jprasminima
karyboje. Lietuvoje $io darbo autorius subaré unikaly ansamblj - obojy
kvintetg (pirmas ir antras obojus, meilés obojus, angly ragas, fagotas); bendra-
darbiaujant su kompozitoriais, Siam ansambliui buvo sukurta keliolika
naujy, iSradingomis raiskos priemonémis pasiZyminciy lietuviy ir uzsienio
autoriy kariniy.

Giminingy instrumenty repertuaras gali bati ple¢iamas jiems pritaikius
obojaus repertuarg. Atliekant tuos pacius karinius jvairiais instrumentais,
skiriasi ne tik garso tembras ir atlikéjo grojimo maniera, bet ir derinimai
(tonacijos) bei aplikatara. Toks transponavimas atlikéjui néra labai patogus,
tam reikalingas didelis meistriSkumas. Pateikiamos darbo autoriaus atliktos
P. Beinario ir O. Balakausko kiiriniy transkripcijos patvirtina tokiais atvejais
dazng perkélimg j sudétingesne (nei originalus skambesys) atlikimo pozitiriu
tonacijg, nors pats pritaikymas, bendradarbiaujant atlikéjui ir kompozitoriui,
néra sudétingas procesas.

8. Autorinius atradimus labiausiai siejame su instrumento modifikavimu,
preparavimu, grojimu jo dalimis, liezuvéliais, obojaus skleidziamo garso kaitos
galimybémis, giminingy instrumenty naudojimu atliekant $iuolaiking muzika.
Juos parengia ankstesniy laiméjimy kontekstas, kurj papildome savais pasia-
lymais, i§ dalies galinciais pretenduoti j atradimus.

Naujoviy sglygiSkumas istoriniame kontekste iSry$kéja lyginant skirtingo
periodo obojus. Viena i$ $iuolaikiniy technikos priemoniy - glissando - buty
lengviausiai i§gaunama XX a. pirmais metais pagamintu, dar intonaciskai ne
visai stabiliu instrumentu. Manome, kad $iuolaikiniy obojy gamybos techno-
logijoje imanoma atrasti prielaidy puikioms obojaus glissando galimybéms
atgimti. Sitlome atradima, kuris leidzia glissando efekta Siuolaikiniais
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obojais i$gauti lengvai, nepakenkiant intonacijai. Tam obojaus voztuvéliy
mechanika turéty valdyti ,,dengimo“ funkcija, kad atlikéjas pagal poreikij
galéty atidengti ar uzdengti voztuvélj. Sukaréme tokig funkcija atliekantj
garso voztuvelj.

Gamintojai, siekdami suminkstinti ar patamsinti instrumento tembra,
skirtingais grezimo budais siaurina obojaus tembro spektro skale. Pateikiame
nauja garso skyluciy grezimo varianta, kuris suteikia i§gaunamam garsui
pastebimo lengvumo.

Ieskodami naujoviy, pateikiame atradima, susijusj su garso Ziotimis.
Istacius tarpine tarp antrosios ir tre¢iosios obojaus dalies (t. y. Zio¢iy), atsiran-
da didesnés garso ir intonacijos koregavimo galimybés. Sia tarpine jmanoma
pakeisti instrumento derinimg jj paZeminant.

Tarp autentisky autoriaus atradimy minétinas grojimas jvairiomis obojaus
dalimis, taip pat preparavimo budai, gerokai praple¢iantys obojaus garsyna.
Obojaus liezuvéliais galima i$gauti ir specifinius garsus, pasizymincius iskir-
tiniu skambéjimo efektu. Sitilome atrastus naujus grojimo tik liezuvéliais (nuo
1 iki 5 liezuvéliy vienu metu) ir jy gilzémis badus, taip pat pateikiame naujus
$iy atlikimo bady zZyméjimo simbolius. ISradome keletg naujy sklindancio
garso pakeitimo varianty naudojant fortepijong (laikant fortepijono pedalg ir
grojant obojumi j atidengtas fortepijono stygas) ir mu$amuosius instrumentus.
Timpanai, gongas, lékstés, vibrafonas ir kiti mu$amieji instrumentai pradeda
virpéti, kai j juos nukreipiamas obojaus garsas. Tuomet jo sklidimo spektras
pakinta, i§gaunami i§skirtiniai skambesiai.

Tyrinédami garso auks¢iy derinimy skales i§skiriame dar viena atradimy ir
ieskojimy erdve — obojaus ir elektroninés bei kompiuterinés muzikos sgsajas.
Sialome savus obojaus ir elektronikos sasajy atradimus. Iskirtinis garso
sklidimo efektas susidaro, kai mikrofonai pritvirtinami prie obojaus antrosios
ir tre¢iosios dalies voztuvéliy. Tuomet obojininkas, naudodamas jvairy $iuo-
laikinés atlikimo technikos arsenalg, i$girsta kitokj, tembrine palete turtinantj
obojaus garso spektra.

Siekdami praturtinti ir jvairiapusis$kiau panaudoti obojaus $eimos ins-
trumentus, ieSkodami inovatyviy israiSkos priemoniy ir atlikimo galimybiy,
DVD jrade pateikiame naujoviy obojui analogijas, pritaikytas meilés obojui ir
angly ragui. Tyrime pateiktos pir§tuociy lentelés obojui yra artimos ir gimi-
ningiems instrumentams, ypac piccolo obojui, meilés obojui ir angly ragui. Gi-
miningiems instrumentams analogiskai gali bati naudojami ir darbo autoriaus
sialomi naujy garsiniy galimybiy Zyméjimo simboliai. Piccolo obojui, meilés
obojui, angly ragui pritaikomi ir darbo autoriaus pateikti obojaus skambesio
specifika prapleciantys garsiniy naujoviy pavyzdziai. Savo atradimus demons-
truojame pridedamame DVD jrade, pateikiame jy grojima fiksuojancius (ir
skaitymo) simbolius.
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Detalus iskelty uzdaviniy sprendimas padéjo jgyvendinti pagrindinj tiria-
mojo darbo tikslg — atskleisti ir i$studijuoti Zinomas garsines technologines
obojaus raiskos galimybes, susijusias su tembriniy, akustiniy, artikuliacijos
niuansy, grojimo budy jvairove, papildant ir praturtinant jg savais originaliais
atradimais.
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INTRODUCTION

In the 20™ century, the world of music abounded in various discoveries and
innovations. It is difficult to compare it with any other epoch of music in which
different techniques of combining sounds, their aesthetic, axiological aspects
were discussed so extensively. Compositions of aleatoric, sonoristic, compu-
ter, electro-acoustic, spectral music, which are far away from the traditional
conception of music, were begun to be written in the 20" century. Most of the
impulses that prompted their birth came from the virtuosic technique of the
performers, as well as from the improved structure of the instruments.

The oboe became popular in the epoch of baroque. Many composers created
pieces for this instrument not only exploiting but also exceeding its possibili-
ties, which encouraged a further development of the oboe. The oboe occupied
an important place in the orchestra of the Classicist and Romanticist music
too, and was widely used as a solo instrument. However, this instrument that
belonged to the group of woodwind instruments became enriched with the new
possibilities of expression most in the 20" century. This was the contribution
of the performers, composers, skillful masters-manufactures who changed the
technological characteristics of the oboe that were related to the new nuances of
colours of the timbre palette, the ways of producing sound and the effects of the
oboe. The subject of the present research paper is new acoustic technological
possibilities of the oboe and their adaptation for the creative work of modern
(the 20™-21* centuries) Lithuanian and foreign composers, which presupposes
the issue of correlation between them.! The work is relevant to the composers
who, having become acquainted with the statements of the investigation, will be
able to supplement their musical compositions with new means of expression,
and to the performers who want to get to know the still unexploited resources
of this instrument. The work is original in that this sphere actually has not
been studied in Lithuania thus far, even though various innovations have been
applied in the work of the composers already for several decades. Prof. Juozas
Rimas, the prominent oboe player, inspired many of such compositions. The
famous performer laid the basis of the modern art of the oboe in Lithuania.
The beginning of the usage of the means of new expressions is linked to

' Here, the generalised technological conception is related to the whole of the instrument
manufacturing processes, ways of the activity, which determines the use of the machines
and tools, as well as the adaptation of knowledge and (technical) skills. The technical aspect
is treated as coverage of masterly performance, ways of producing sounds, and in case of
technology the process of manufacture of the instrument, the whole of modifying and im-
proving the features of its structure is accentuated. It is clearly indicated in the work how to
technically produce the new sound sometimes with the help of technological modifications
of the instrument and what horizons of expression open up when they are adapted in the
works of modern composers.
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Vytautas Barkauskas’ “Monologue” for solo oboe (1970), Antanas Rekasius’

“Solo Sonata” (1976), Jurgis Juozapaitis’ “Aphrodite” and Five Metamorphoses
Op. 36 for solo oboe (1978), and Osvaldas Balakauskas’ Symphony No. 2 (1979)
whose original sound was expanded by multiphonic sounds produced by the
oboe. These works can be considered the beginning of the innovations. Various
acoustic innovations were found in the works of modern foreign composers
several decades ago. The originality of the investigation was also determined
by the fact that in his work the author presents not only new interpretations of
the well-known technologies but also absolutely authentic, original discoveries
planned to be patented (their examples are illustrated in the DVD presented
in Annex 2).

The goal of the present research is to reveal and study the acoustic pos-
sibilities of expression of the oboe known in the 20"-21% centuries related to
the diversity of timbre, acoustic, articulation, agogic, dynamic nuances and
those of different ways of playing, supplementing and enriching them with
one’s own original discoveries. The goal set is achieved by implementing the
tasks related to it, including the following:

« To study the impact of technological solutions on the peculiarities of

non-traditional acoustic characteristics.

« To generalise and classify signs symbolising the production of acoustic
effects used in modern music, fingering versions, which form the bases
for playing contemporary music.

« To present methodological recommendations for preparing to play.

« To analyse the already known as well as new possibilities and recording
specificity of monophonic and multiphonic sounds, non-traditional
sounds and their combinations.

« To conduct a comparative analysis of the use of the new means of expres-
sion in the works of Lithuanian and foreign composers.

« To reveal the possibilities of timbre innovations when playing related
instruments.

o To present the author’s discoveries related to the preparation of the ins-
trument, playing with the reeds, the possibilities of changing the sound
produced by the oboe, adapting the oboe’s repertoire to the related
instruments.

The descriptive, comparative, historical, systematic and analytic methods
are employed in the research paper The Oboe Acoustic Technological Possibilities
and Modern Innovations of Expression. The descriptive method is used to sum
up the most important investigations into the relevant problems, which have
already been carried out; the comparative and historical methods help reveal
dynamics of the renewing timbre, acoustic characteristics of the oboe in the
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20%-21% centuries, address the corrections and development of the structure of
the oboe. New possibilities of playing the oboe are systematised according to
the general features. The method of analysis is applied from the aspect of using
the new means of expression of the oboe in modern works of the composers.

Literature. Bruno Bartolozzi was one of the first to describe technical pos-
sibilities of expression of the woodwind instruments in his book New Sounds
for Woodwinds, 1975. Among the woodwind instruments the author discussed
only those, which are the most characteristic of each group - the flute, the oboe,
the clarinet and the bassoon. With the help of practical experiments Bartolozzi
investigated the new techniques of playing these instruments. Monophonic and
multiphonic possibilities and their combination are discussed. The oboe and its
other varieties, the oboe damore and the English horn were investigated by the
oboe player Peter Veale, the composer and scientist Claus-Steffen Mahnkopf in
the book Die spieltechnik der Oboe [The Technique of Playing the Oboe], 1994.
By singling out the oboe and its varieties from all other wind instruments these
German musicians expanded the horizons of the modern expression.

The publications of said authors laid the basis for the present research pa-
per, which is supplemented by a gradually increasing amount of literature on
the issues under investigation. The authors of a recent study The Oboe (2004),
Geoftrey Burgess and Bruce Haynes, present valuable historical material about
the development of the oboe, the most significant stages of the technological
solutions of the outstanding performers and the oboe manufacturers, as well
as the examples of the analysis of the musical compositions. The well-known
book The Premier Oboist of Europe: A Portrait of Gustave Vogt (2003) by Geof-
frey Burgess reveals the contribution of the pedagogue and composer of the
19* century to the development of the oboe art of the European countries.
The stages of preparing, scraping the oboe reed and other stages of its manu-
facturing are consistently presented in Karl Hentschel’s book Das Oboenrohr
[The Oboe Reed], 1995. The equipment, and the devices used to manufac-
ture the reed are described by G. Rieger in the publications devoted to the
manufacturing process Rohrbaumaschinen, Rohrbauwerkzeuge, Rohrholz fiir
Holzblasinstrumente [The Reed making machines, Reed making tools, Cane
for woodwind instruments], 2010, 2013. The book that is worth reading on
the methodical issues of teaching playing and methods of playing the oboe
is Memoouxa 06yuenus uepe Ha 2060e [The Methodology of Learning to Play
the Oboe], 2002, by the Zakopeci (JI. 3akorern, M. 3akorers) and V. Klokov
(B. Knokos). One of the best books about the regulation and repairing of the
oboe is Der Oboen-Doktor: Reparatur- und Pflegehilfe [The Oboe’s Doctor],
2003, by M. Schaeferdick. The peculiarities of the American School of the
oboe are described in the book whose author is Laila Storch (Marcel Tabuteau,
Biography, 2008). The main principles of the French School of the Oboe are
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set down in the book Le Hautbois Facile [The Easy Oboe], 1997, by Bernard
Delcambre.

When considering the chosen problem we are going to use the main source
of investigation - the inventive creative work of the Lithuanian and foreign
composers of the 20"-21¢ centuries for oboe and instruments belonging to
its family, and present the fragments of its scores. One of the world leading
oboe virtuosos Heinz Holliger uses acoustic timbre discoveries in his concert
and creative activity resourcefully. Due to his courageous experimenting and
excellent playing new ways of producing oboe sounds became widespread
all over the world. The oboist compiled and published the collection of the
compositions of contemporary foreign composers for oboe Pro musica nova
(Wiesbaden: Breitkopf & Hartel, 1972). This collection does not only acquaint
one with modern creative work but also explains how to produce new sounds.
Holliger himself created quite a number of opuses for oboe in which he made
a wide use of the new ways of producing the sound.

Thus far there has been no theoretical work about the possibilities of the
technologies of the oboe sound and innovations of expression in Lithuania. The
oboist Prof. Juozas Rimas, however, compiled and edited the collection Lietuviy
kompozitoriy kiriniai obojui solo [Compositions of the Lithuanian Composers
for Solo Oboe] (Vilnius: LMTA, 1997). He has also released the double CD
Lithuanian Auletics (Vilnius: MILC, 2002). The author of the present research
paper has edited compositions of the Lithuanian composers, created transcrip-
tions, compiled and published the collection Compositions of the Lithuanian
Composers for Oboe and Piano No. 1 (Vilnius: Association Musicians’ Centre
Muzikos Idéjos, 2011), released the CD Lietuviskos muzikos mozaika [Mosaic
of Lithuanian Music] (Vilnius: BOD Group, 2010).

The knowledge accumulated became an incentive to individual interpreta-
tions and new discoveries of the author of the present work testifying to an
enormous versatile potential of the expression of the oboe, which is presented
in the investigation.

The structure of the work. The work consists of the Introduction, four
chapters, the conclusions, a list of references and two annexes. The First Chapter
Technological Solutions, which consists of three subsections, describes techno-
logical innovations and the fundamentals of playing (1.1), analyses in detail
the manufacture of one of the most important parts of the oboe structure - the
reed - the diversity of its types (European, American, alternative) (1.2). At
the end of the Chapter the most famous methods of playing are discussed
and methods of preparing for playing are recommended (1.3). The Second
Chapter is focused on the acoustic specificity of the oboe. It is divided into
seven subsections in which monophonic (2.1), multiphonic possibilities (2.5),
multiphonics and other combinations (2.6) are analysed and ultra modern
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micro-intervals (2.3) as well as the means of expression of the spectrum of the
sound amplitudes (2.4) are singled out. Different trills and tremolos (2.2) are
discussed. The Chapter is summed up by describing the use of the means of
expression in the creative work of the Lithuanian and foreign composers, in
the collections for solo oboe (2.7).

In the Third Chapter the field of investigations is extended by including the
related instruments into it. Having studied the structure of the instruments
and the performance possibilities - the piccolo oboe (3.1), the oboe damore
(3.2), the English horn (3.3), the Viennese oboe (3.4), the heckelphone (3.5),
the bass oboe (3.6) - the obviousness of their modern expression is proved by
the author who presents the transcriptions (3.7).

The Fourth, culminating part of the research paper is devoted to the origi-
nal discoveries of the author of the thesis, which are related to the ways of the
modification of the oboe (4.2), playing with the reeds (4.3), the possibilities
of changing the sound produced by the oboe (4.4), sound analogies of the
related instruments with the oboe (4.5). At the beginning of the Chapter some
innovations within the historical context is discussed (4.1), and the Chapter
ends with the analysis of the DVD presented in the annexes, which records the
performance of the sonorous effects discovered by the author (4.6). The results
of the work are summed up in the conclusions. References with collections
of music sheets consist of 139 positions including the publications from the
years 1937-2013 and the Internet websites. The research work is supplemented
with two annexes. Fingering tables necessary to making new sonorous effects
are presented in the first annex, and the second annex contains the DVD that
illustrates and documents the author’s discoveries.

1. TECHNOLOGICAL SOLUTIONS

The conception of technology in this work is mainly related to the whole of the
processes of manufacturing the instrument, which determines the use of the
tools and application of knowledge and skills. It is the latter that are related to
the conception of ‘technique’ in the world of music interpretation (Gr. technikos
means ‘artistic, skillful, from Gr. techne - ‘art, craft, competence’). Differences
in technologies of the oboe manufacturing and an increase in technical skills
of the performers are closely related and had an impact on the possibilities and
principles of playing the instrument. Hence, these conceptions in the present
artistic research paper sometimes merge naturally, sometimes they separate
perceiving the technological solutions as all-embracing.

In the 16"-18™ centuries, different varieties of the oboe from which the
present-day classical oboe and other related instruments formed were known.
The oboe reached our times without any significant changes of its shape. Old
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instruments were also with bells, they differed among themselves or from

modern oboes only in their proportions related to the length of the instru-
ment, the size of the sound holes and the bells, as well as the number of the

keys. The significance of the instruments to the art of music and at the same

time to the development of music itself grew with the improvement in their
manufacture, which, on the one hand was becoming ever more universal and,
on the other hand, demanded individual attitude and detailed precision. It has

been developed up till now by meeting the needs of the performers and the

creators. The industry of manufacture of instruments is of a rather narrow scope.
It is known as specific industry of exceptional kind because wind instruments

have been produced factory-way for a long time, contrary to, for example, the

string instruments. Partly the process of manufacturing wind instruments is

similar to manufacturing of the piano. The possibilities of manufacturing and

improvement are somewhat limited by the way of programming machinery or
machine-tools. When comparing the present-day manufacture of the instru-
ment with the earlier one, we see much larger differences in the manufacture

of the latter. Old naturalness of technological processes determined a more

complicated exactness and uniformity of the formula’ of manufacture, which

was related to differences in wood and the angle of its drilling. Even the instru-
ments made by the same master differed from one another also because various

drawbacks of manufacturing were discovered.

The sound of the oboe has been especially beautiful since olden times
but it was unstable from the point of view of intonation. The earlier ways of
manufacture of the oboe were always related to the problem of the intonation
stability of the instruments belonging to the oboe family. With the passing of
time, relatively speaking, the opposite result was achieved - now the whole
orchestra tunes the instruments according to the oboe because of its intona-
tion stability, and earlier that was done because of its instability. To avoid
problems of intoning the masters sought to give the oboe timbre unity and
make intoning even by means of the keys. As far back as 1930 the oboes were
manufactured with completely covered holes. Very many companies contrib-
uted to the improvement of this instrument. Among those one can mention
Marigaux, F. Loree, Rigautat, Buffet, Fossati, Oskar Adler & Co, M6nning,
Yamaha, Howard and others.

When using the new ways of producing the sound in music of the 20"-21*
centuries, new symbols of marking them and new fingering tables were created.
It is due to them that different technical solutions of performance are possible.
By means of keys and new fingering tables it is possible to obtain even tun-
ing and expand the sound palette using micro interval, multiphonic sounds,
glissando, flageolets, trills, tremolos and other means that enriched the expres-
sion of the oboe. Seeking to facilitate the practical use of the new technical
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possibilities of the oboe, their marking in the notes, we indicate complete
numbering of the keys of the structure of the modern oboe.

Looking for a broader scale of modern sounds, special ways of reed scrap-
ing, which the performer himself chooses, are used. The traditional reed is
manufactured by applying the ways of scraping of French, German or American
oboe schools. Seeking to produce the majority of modern sonorous effects,
specific techniques of scraping of these schools are combined. We elaborate
the process of manufacturing the reed at length because the stages and ways
of its scraping are very important when different techniques of modern play-
ing are employed.

All technical possibilities of the oboe are closely related to a correct prepara-
tion of separate constituent parts of the instrument for playing. The major role
in this process is played by the reed. Having technologically carefully prepared
the oboe for playing it is possible to make use of a very broad, diverse clas-
sical and contemporary sound palette. The most important rule is to choose
an adequate oboe school and follow its principles accurately. In exceptional
cases they can be combined taking into consideration the needs of performing
modern music.

It is very important to regulate the oboe correctly because this has a great
impact on its intonation. Every oboist must know the basic ways of regula-
tion. Different oboe manufacturing companies use their own specific ways
of regulation. They also depend on the model of the instrument (school, stu-
dent, professional or soloist) and the system (automatic or semi-automatic).
Having taken them into consideration and having regulated the oboe properly,
it will sound perfectly, intervals will join evenly and the air column formed
will be correct (light playing, clean intonation). The oboe, which has not been
warmed, can split, and the reed that has not been soaked will not vibrate, it
might split, break and become unsuitable for playing. Inadequate preparation
of the instrument provokes unnatural playing of the oboist, artificial ‘push-
ing’ of the instrument occurs seeking to ‘blow the oboe’; breathing becomes
irregular, the embouchure is pressed. All that prevents the oboist from carrying
out the majority of the means of the multiplicity of timber mentioned at the
beginning of the work. Therefore we present our own ways of regulation of the
instrument and the methods of preparing it for playing developed by us that
consist of several stages. Following these methodological recommendations
(warming the instrument, preparing the reed, doing warming up exercises)
squeezing the reeds is avoided, the reed spine is preserved for a longer time. It
is possible to make use of all - traditional and new - possibilities of the oboe
expression only if the instrument is technologically adequately prepared and
only in case the performer him/herself is adequately prepared.
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2. ACOUSTIC SPECIFICITY OF THE OBOE

Music created for oboe and performed in the 20%-21% centuries and sound
specificity of the instrument is inseparable from general creative trends of
that period. In the 20™ century, timbre became equivalent, and sometimes
even the most important parameter of the sound, as well as the subject of
experimentation of the composers, particularly of those who are associated
with sonoristic composition. Composers and performers looked for new pos-
sibilities of the traditional instruments. Music literature of the 20" century in
which cooperation between the composers and oboists is felt presents the widest
variety of the ways of playing the oboe. This is obvious in the fragments of the
opuses of Lithuanian and foreign composers being presented. At the present
time dozens of fingering tables are used by means of which the most versatile
colour nuances of a single sound are produced. Monophonic possibilities of
the oboe are enriched by the traditional means of the artistic expression of
the composition - articulation, various rarely used ways of making sounds,
which are especially new to the oboe. This is heterogeneous vibrato, smorzato,
frullato, glissando of several kinds, including oscillato. The means that creates
an exceptional sonorous effect by natural overblow and special fingering is
flageolets. Nowadays kinds of trills and tremolos are more complicated, more
diverse (including double trills) because having improved the instrument and
using special fingering tables it is easier to produce them. The subtle sound
world and nuances of expression open up when micro intervals are used.
Today multiphonic sounds can be performed by the oboe too. We hear the
accord that is called a multiphonic one when vibrations of several frequencies
are obtained at the same time. Multiphonic sounds form as a result of special
covering of the keys using a greater pressure of air and increased lip tension,
as well as the unusual position of the reed. Expressive multiphonics and
diphthongs are those that have sounds of different timbre. Another kind of
multiphonic sounds forms when several sounds of the same pitch with different
overtones of the same note rather than one sound are made. They should be
called multiovertone multi-phonic accords. The modern sound system of the
oboe is embellished with double harmonics the performance of which requires
practical skills and experience. We compare collections of the compositions by
the Lithuanian and foreign composers for solo oboe from the point of view of
the use of new possibilities of expression of the oboe. The first collection Pro
Musica Nova (Studien zum Spielen Neuer Musik, Koln, 1973) is compiled by
the German oboist and composer Heinz Holliger. The compiler of the second
collection Lietuviy kompozitoriy kiiriniai obojui solo [Compositions by the
Lithuanian Composers for Solo Oboe] (Vilnius: LMTA, 1997) is the famous
Lithuanian oboist Juozas Rimas. Seeking to link the new oboe expression
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possibilities presented in the work with a broader creative context and to
generalise them, two tables are provided. They are drawn up by the author
having chosen the criterion of the use of contemporary technical means in the
compositions of the above-mentioned collections.

3. RELATED INSTRUMENTS
AND CONTEMPORARY POSSIBILITIES OF EXPRESSION

The French, German, English and Italian masters contributed most to devel-
oping the instruments belonging to the family of the oboe. The sound of the
instruments manufactured in those countries differed greatly for a long time
and their fingerings were also different. Later, however, the French instruments
and fingerings became widespread and the performers have been using them
up to the present day. The main varieties of the instruments belonging to the
oboe family are the piccolo oboe, the oboe damore, the English horn and the
bass oboe. Every professional oboist must master these instruments. The piccolo
oboe is used mainly in contemporary chamber music; here it is valued for its
unusual colour of timbre. This instrument is exceptional, and its possibilities
have not been revealed fully yet. The oboists of many countries, including
those of Lithuania, do not have piccolo oboes, hence creative work for this
instrument is limited too.

The oboe damore that appeared in the 16™ century had one key, which
restricted its possibilities greatly. The present-day oboe damore had the same
number of keys as the oboe therefore its sound amplitude expanded consid-
erably. Nonetheless, it is an undiscovered instrument for many performers. It
could enrich the timbre palette of chamber and orchestra music. The author
of the present research paper created a unique ensemble - the oboe quintet.
The composition of the ensemble is as follows: the first and the second oboe,
the oboe damore, the English horn and the bassoon. Cooperation of the en-
semble with Lithuanian and foreign authors resulted in the creation of several
new compositions in which the oboe damore was widely used. The sound
amplitude of the English horn is very colourful and various. Its structure is
open to innovations of a modern expression, which the Lithuanian compos-
ers are beginning to use. The oboe da Caccia distinguishes itself for its sound
from other instruments of the oboe family - its sound is more penetrating
than that of the oboe, and these days it replaces the English horn. Interest in
the oboe da Caccia was developed at the beginning of 1970s when the project
Telefunken Records aimed at recording all cantatas by Johann Sebastian Bach
was being carried out.

After the interpretation of earlier music was revived in the 20* century, the
Vienna oboe became an equivalent of the baroque oboe. Many performers

29



started playing music of the baroque epoch on it because the timbre of the
Vienna oboe resembles that of the baroque one. Having corrected the Vienna
oboe, several companies began manufacturing varieties of the baroque oboe.

The heckelphone made in 1904 is an instrument of the oboe family but
with a larger oboe bell. This renders a heavier sound and a more piercing tone
to it. The heckelphone fills the gap between the oboe and the bassoon in an
orchestra. Seeking to revive the popularity of the heckelphone, on 6 August
2001, a symposium of the performers of the heckelphone was held in New York
Riverside Church. Six excellent heckelphone players played together there. As
many as 14 performers took part in the second symposium held in 2006. Such
symposiums popularise this instrument, hence, revealing its modern technical
possibilities is the issue of the future. The bass or baritone oboe is about twice
as big as the oboe. The bass oboe is an instrument that is balanced excellently
technically, has a wide (from monophonic to multiphonic sounds) amplitude
of expression, which has not been used by the performers effectively enough.
The need for this instrument is not great, most often the performers do not
have it; hence, the possibilities of using it are put off to the future.

A different structure of the members of the oboe family determines the
peculiarities of their range. The sound spectrum is extended by the lowest and
rarest instrument — the contrabass oboe, or the lupophon created in the second
half of the 20" century. At the present time the contrabass oboe is becoming
more and more common among the oboists. It is believed that from the point
of view of the repertoire its possibilities will extend. The most improved oboe
has become the leader to the related instruments. The interesting sphere that
popularises them is related to the adaptation of the oboe repertoire to other
instruments of this family, for example, the oboe damore or the English horn. It
is not difficult to make transcriptions, especially when the performer cooperates
with the composer. The creators of the earlier epochs adapted themselves flexibly
to the performance possibilities, made the maximum use of them, and left the
right of self-determination to the performer to play one or another instrument.
The contemporary authors also benefit from the accumulated historical experi-
ence, especially when exploiting related instruments, making transcriptions for
them. Several of them, made by the author, are presented in the work.

4. THE AUTHOR’S DISCOVERIES

Having exhaustively analysed technological, acoustic specificity of the oboe
and the instruments related to it that is associated with the opening new
possibilities and innovations of expression, their use in creative work and
interpretation, we have made several discoveries, which improve the previous
achievements and some original, authentic innovations that are intended to
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be patented. They encompass the modification of the oboe in preparing the
instrument and playing its parts. One of the ways of preparing the oboe is
placing the reed in the hole of D note of the main fingering of the second part
of the oboe. In this way specific sounds are produced. When playing only on
the first and the second, the first and the third, the second and the third parts
of the oboe, it is also possible to produce new sonorous effects. Playing the
oboe without the reed is also possible when the place where the reed is usually
located is covered with the lips and the air is blown strongly. In this way the
flageolet sound from the natural gamut is heard. Another way of preparing
the oboe proposed is when a plastic spacer is placed between the first and the
second parts of the oboe, which stops the flow of air and renders the instrument
a new shade of higher overtones. Mutes are not produced for oboes though
we know perfectly well that due to them an original nuance of the sound is
produced by other instruments. An excellent effect is achieved with mutes and
the oboe. The spectrum of possibilities is very wide here. Mutes can be very
different - from metal to material, made of fabric. Their differences render the
sound sonority or softness, respectively. By means of the oboe reed it is also
possible to make specific sounds noted for an exceptional sonorous effect. The
author of the present research proposes the following: 1) playing with one reed;
2) playing with two and more reeds; 3) playing with staples for oboe reeds. The
sound of the oboe can be changed using the piano and percussion instruments.
The author proposes several new ways of changing the sound. The problem of
recording them and the earlier-mentioned ones arises, which are solved in the
research paper by presenting the ways of marking.

The author of the thesis also proposes his discoveries in the sphere of a link
between the oboe and electronics. The exceptional effect of the flow of the sound
is achieved when microphones are attached to the keys of the second and third
parts of the oboe. Then the oboist, using the arsenal of different contemporary
means, can hear quite a different spectrum of the oboe sound.

In the world of modern music the preparation of the piano is best known,
however, playing with different parts of the oboe or placing the reed in an unu-
sual place is actually an absolutely new phenomenon. The possibilities of playing
merely with the reeds, staples of the oboe reeds or the oboe with several reeds
have not been exhausted. Acoustic investigations into the flow of sound of the
oboe are also new and rare in scientific literature. With the help of resonance
of the piano and the percussion instruments it is possible to change the flow
of the oboe sound creating its subtle nuances and effects. The analysis of the
DVD disc included in the contents of the work (rather than in the annexes)
testifies to the originality of the new ways of playing, their dependence on the
performer’s mastery and skills.

31



CONCLUSIONS

1. Having summed up the accumulated historical and theoretical knowledge on
the development of the oboe, the repertoire devoted to it and practical skills in
performing modern music, we came to the conclusion about the considerable
influence of technological solutions on the manifestation of non-traditional
acoustic characteristics. Multiphonic sounds obtained due to marking the
numeration of the keys of the structure of the modern oboe are specified in
the work. They also facilitate performance of other non-traditional acoustic
nuances and are necessary to the composers when marking in the score new
ways of playing. Scraping of the reed is presented as a peculiar act of an artistic
creation related to a different visual and acoustic result. We propose that the
reed should not be cut off when being scraped. Instead, we recommend to
break the wooden joint with a metal plug through the gap of a plate edge
and having inserted the plug to continue scraping. Following the described
peculiarities of scraping, a very good from the point of view of performance
and diverse reed is made. Having chosen the French, German or American
oboe school according to the technological parameters, the desired acoustic
scale and the manner of playing it is very important to stick to its technological
standards. It is not advisable to play the German instrument with the French
reed and the American embouchure. When playing music of classical style it
is obligatory to keep to the uniform canons of the school chosen. Combining
different schools, however, when looking for the expression of modern music
creates preconditions for a number of discoveries and new sonorous effects.
Seeking to produce different non-traditional sounds, professional reed scraping
techniques of the French, German or American schools are combined.

2. Another important conclusion of the research paper is related to the
symbols used in music of the 20"-21* centuries, the significance of fingering
tables when actualising the new ways of expression by the oboe. We made
the corpus of the symbols used in modern music that is divided according to
the sound pitch, air pressure, nature of the embouchure, and the function of the
teeth. Also, we presented the main fingering table with traditional and modern
acoustic variants of technical performance of each note. Knowing these symbols
and fingering tables enables the oboist to master all modern ways of playing
and forms the necessary basis of every professional musician’s playing.

3. It is important that the fundamentals of playing acquired should be
combined with the adequate regulation of the instrument. Methodical
recommendations for preparing the instrument and the performer’s prepara-
tion to play music of various styles are presented. The first stage of preparation
is warming the instrument. The oboist, in preparing him/herself to play the
already prepared oboe must also do the warming up exercises. The final stage
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of the right preparation of the instrument and that of the performer is playing
long tones.

4. The creative output of the composers of the 201-21% centuries and practice
of the performers encompass a rather impressive, specific acoustic spectrum
of the tones and overtones made. Having analysed and practically tried all
monophonic possibilities we come to the conclusion that the sounds of the
lower register of the oboe are not so rich from the point of view of nuances,
they are also weaker, more dispersed and are not noted for their dynamic
variety. While producing the sounds of the upper register, one may use a great
number of fingerings, which change their acoustic structure, colour features
of the timbre, they also are stronger and more sonorous, are capable of making
more dynamic nuances. Dozens of fingering tables are used with the help of
which the most various colour nuances of a single sound are produced, which
leave space for the creative interpretation, and enrich the timbre palette of the
oboe. We propose the way of the change in the shades of the sound timbre
without disrupting the sound of the note. This can be achieved by keeping
the sound by a single breath and constantly changing the fingering.

When carrying out the investigation we made sure that different new
acoustic structures interact and even depend on other elements of the music
language and expression - rhythm, dynamics, agogics, articulation accents, and
different ways of playing. Articulation is the necessary means of an artistic
expression of the composition. One of its varieties is staccato. Playing skills
show that performance of single, double or triple staccato is restricted by a
certain tempo.

One of the most traditional means of enriching timbre by providing it with
an original shade and emotional expressiveness is different kinds of vibrato
of the diaphragm, the throat and the lips. We summed up the symbols used
to mark vibrato of different intensity. Sonorous monophonic effects are made
more various by other ways of making the sound: smorzato, various glissando
(including oscillato). On the basis of scientific sources we present a change
in the fingerings creating the glissando effects. In generalising these playing
techniques it is necessary to underline the significance of the air column, the
lip embouchure, fingering and articulation. Seeking to adequately embody the
ideas of the composers of the 20"-21% centuries, it is necessary to frequently
use the new ways of playing, and their irreproachable mastering and manage-
ment are also important.

Flageolets enrich monophonic timbre acoustic expression possibilities of
the oboe. We united flageolets fingerings into the table that has not been found
in scientific literature thus far. Today trills and tremolos sound from all the
chromatic notes and quartertones that are present in the range of the oboe.
Having practically studied all possible thrills and tremolos, it was noticed that
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with the interval increasing their speed decreases. Another very interesting
effect is thrill with a key-pedal. We created a new version of this effect. In the
thesis, we present the adaptation of new fingering tables in creative work of
foreign and Lithuanian composers.

Acoustic possibilities of the oboe become expanded by using micro inter-
vals. In the second half of the 20* century, special coverings to produce quar-
tertones and octatones were discovered. We present fingering tables that are
necessary for covering the keys. All ways of making micro intervals require the
performer’s perfect ear because the oboe fingerings must be checked by ear and,
if need be, corrected. The performer/composer who wants to interpret/create
modern opuses in which new shades of the sound and changing the amplitude
of its flow are sought should become acquainted with the amplitudes of the
sound spectrum of the instrument. We present investigations into the scale of
the sound spectra of the oboe and other instruments, which were carried out
by the physicists of Lithuania.

The problem of harmonious sound often arises when performing modern
chamber compositions with different instruments. In the opinion of the author
of the present research, seeking to produce a homogenous sound performed
by different instruments, the oboist should control the amplitude of the flow
of the sound selecting the air strength, the embouchure, a special fingering
and the reed type.

5. The oboe on which only monophonic melodies used to be played a
short time ago, can make multiphonic sounds - not only two simultaneously
played sounds but also accords. Fingerings, which were formed by P. Veale,
C. S. Mahnkopf, W. Mozt and P. Hummel, are always presented alongside the
multiphonic sounds being used. We present the accords that supplement the
arsenal of homogenous multiphonics. The possibility of two simultaneous
sounds of the same pitch but differing in timbre with the help of a special
fingering proposed by the author is realised in the work. A special fingering
suggested by the author is necessary in producing the multiphonics with the
tones of different timbre shades. We single out the varieties of multiphonic
sounds in which two or more sounds of a single pitch with different overtones
are played and we propose, by providing an example, to call such multiphonic
sounds multiovertone multiphonic sounds. We also indicate the parameters
and fingering tables necessary to obtain double harmonics and other members
of the ‘family’ of multiphonics.

The most various multiphonics are produced by special fingering tables,
the position of the lips and the strength of the air being blown. Also, it is pos-
sible to combine several multiphonics, which creates and exceptional effect.
However, because of a complicated way of making some accords not all the
multiphonics can be joined with one another. It is necessary to use a convenient
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fingering, and also to take care that the position of the lips and the reed would
not change. Combinations of such multiphonics are illustrated by the ex-
amples created by the author.

The most various multiphonic sounds - homogenous multiphonics that
have sounds of different timbre and double harmonics can be made by the oboe
and other wind instruments. The oboe can make from two- to eight-and more
tone multiphonics. On the basis of the sources, we generalised all the new
means of expression and the ways of making them and supplemented them
with our own interpretation of the ways used, substantiated their viability
by specific compositions of Lithuanian and foreign composers.

6. Having analysed the compositions of the 20"-21* centuries for oboe we
came to the conclusions that in many of them the new possibilities of expres-
sion are employed most often by comparing them with the traditional ways of
playing. However, some opuses are created, especially of solo genre, in which
the acoustic specificity of the oboe is fully revealed, and the new means of
expression become the basis of the music deliberately avoiding traditional
ways of playing. These are some compositions by H. Holliger, E. Denissow,
M. Shinohara, L. Berio, H. Ulrich, Fr. Donatoni, J. Wildbergers, G. Amy,
V. Globokar, G. Becker, I. Xenakis, J. Polaczyk, V. Barkauskas, A. Rekasius,
F. Bajoras, J. Juozapaitis, V. Juozapaitis, A. Martinaitis, R. Sileika, V. Striaupaité-
Beinariené, J. Juzelinas. On the whole, some Lithuanian composers include
acoustic innovations in the arsenal of their means of expression more and
more often, however, it can be expanded by more authors. We miss a broader
scale of multiphonic sounds of the oboe, the percussion effects made by the
reed, frullato, cicular breathing and different wheezes. New means, the ways
of making new possibilities are presented in the work and the symbols of
locking proposed could be of use to the performers and composers.

7. From the point of view of renewing the acoustic specificity the oboe
became the leader among the instruments of this kind. All of them, espe-
cially the piccolo oboe, the oboe damore and the English horn, have a large
non-traditional arsenal of performance measures. This sphere in which a
wider world of multiphonic sounds and acoustic nuances would open up to
the performers and composers if they cooperated has not been sufficiently
investigated and exploited yet. The above-mentioned German musicians also
created fingering tables for the oboe dumore and the English horn by means
of which different modern sonorous effects are created. The ability to play
related instruments is obligatory for every professional oboist. The modern
English horn is most developed among them and plays an important role of
a soloist in a symphony orchestra. However, the possibilities of the English
horn, a concert solo instrument, have not been exploited to the full in music
of the 20""-21¢ century. They are being extended with Lithuanian composers
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(Remigijus Sileika) dedicating their compositions to the author of the work.
Only having mastered the peculiarities of the structure of the related instru-
ments, the process of its improvement is it possible to completely understand

the scope of their technical arsenal. Unfortunately, thus far the majority of the

oboists do not have these instruments and cannot contribute to their evolu-
tion more significantly.

The study of the creative activities of the oboist and composer Heinz Holliger,
and Juozas Rimas, an oboist who collaborates with composers, leads us to the
conclusion that the two phenomena - the creator and the performer - in one
and the same person determined the discovery of new sonorous effects and their
actualisation in creative work. The author of this thesis has formed a unique
ensemble in Lithuania - an oboe quintet (the first and the second oboe, the
oboe damore, the English horn, the bassoon) for which, in cooperation with
the authors, several new pieces of Lithuanian and foreign authors that are
noted for the ingenious means of expression, have been composed.

The repertoire of the related instruments can be expanded by adapting the
oboe repertoire to them. When performing the same compositions on different
instruments it is not only the timbre and the manner of the performer’s playing
but also the tonality and fingering that differ. These transponations are not too
convenient for the performer; they require his/her great mastery. The transcrip-
tions of the compositions by Pranciskus Beinaris and Osvaldas Balakauskas
presented in the work confirm the transfer to a more complicated (than the
original sound) tonality in a sense of performance that is quite frequent in
such cases, though making adaptations themselves when the performer com-
municates with the composer is not a complicated process.

8. The author’s discoveries are most often related to the modification of the
instrument, its preparation, playing on its parts, the reeds, the possibilities of a
change in the flow of the sound of the oboe, making use of the related instru-
ments in performing modern music. They are prepared by the context of the
earlier achievements, which we supplement with our own proposals, and which
can partly make claims to discoveries.

The conditionality of innovations within the historical context is revealed
when comparing the oboes of different period. One of the modern technical
measures glissando would be easiest to produce with the instrument made
in the first years of the 20™ century, which is not completely stable from the
point of view of intonation. We think that it is possible to find preconditions
in modern technologies of manufacture of the oboe for excellent possibilities
of the oboe glissando to come to life again. We include the discovery, which
permits the glissando effect to be produced with the present-day oboes
quite easily without doing harm to intonation. For that purpose mechanics
of covered valves should control the function of ‘cover’ so that the performer

36



could uncover or cover the valve as needed. We created a sound valve that
performs this function.

Seeking to make the timbre of the instrument softer and darker, by apply-
ing different ways of drilling, the manufacturers narrow the scale of the timbre
spectrum of the oboe. A new variant of drilling the sound holes is presented,
which brings noticeable lightness to the sound being produced.

Looking for innovations we present the discovery connected with the
sound bell. Having inserted the spacer between the second and the third parts
(e.g. sound bell) of the oboe, greater possibilities of correcting the sound and
intonation appear. With this spacer, it is possible to change the tuning of the
instrument by lowering it.

When investigating the scales of tuning sound pitches we distinguish one
more space of discoveries and searches - links between the oboe and electronic
and computer music. Our own discoveries in the sphere of links between
the oboe and electronics are proposed. An exceptional effect of the sound
flow is formed when microphones are attached to the valves of the first and
the third parts of the oboe. Then the oboist, when using a versatile arsenal of
modern performance technique hears a different spectrum of the oboe sound
that has the timbre palette.

Playing with different parts of the oboe, the ways of preparation mentioned
among the authentic discoveries of the author expand the sound system of the
oboe markedly. By means of the oboe reeds it is also possible to make specific
sounds distinguished for the exceptional sonorous effect. New ways of playing
with the reeds (from one to five reeds at a time) and their staples, discovered
by the author are suggested. The created symbols for marking these ways of
performance are also presented. We invented several new sound changing
ways using the piano - keeping the piano pedal and playing the oboe into the
open strings of the piano, and the percussion instruments. Timpani, the gong,
the cymbals, the vibraphone and other percussion instruments start to vibrate
when the oboe sound is directed towards them. Then the spectrum of its flow
changes, and exclusive accords are produced.

Seeking to enrich and use the instruments of the oboe family diversely,
looking for the innovative means of expression and performance possibilities,
we present analogies of the innovations for the oboe in the DVD disc adapted
to the oboe dumore and the English horn. The fingering tables for the oboe
presented in the work are close to those of the related instruments, especially
to the piccolo oboe, the oboe damore and the English horn. The symbols of
marking the new acoustic possibilities proposed by the author can be used
analogously for the related instruments to. The examples of acoustic innova-
tions expanding the specificity of the oboe sound presented by the author
can be adapted to the piccolo oboe, to the oboe damore and the English horn.
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Our discoveries are demonstrated in the attached DVD disc, symbols of locking
(and reading) playing them are also presented.

A detailed solution of the tasks set implemented the main goal of the re-
search paper - to reveal and study the known acoustic technological possibilities
of the oboe expression related to the variety of timbre, acoustic, articulation
nuances, and the ways of playing, by supplementing and enriching them with
our own original discoveries.
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MOKSLO IR MENO TYRIMU KONFERENCIJOSE SKAITYTI PRANESIMAI
TIRIAMOJO DARBO TEMA / CONFERENCE REPORTS ON THE SUBJECT
OF THE ARTISTIC RESEARCH PROJECT

»Siuolaikinés obojaus raiskos priemonés® Kauno J. Naujalio muzikos gimnazija,
Kauno pedagogy kvalifikacijos centras, 2007 m. spalio 26 d.
»Gabiy vaiky ugdymas muzika“. Konferencija NMA (Nacionaliné moksleiviy
akademija). Palangos miesto pagalbos mokiniui, mokytojui ir mokyklai centras,
Palangos Stasio Vainiiino muzikos mokykla, 2008 m. sausio 3-5 d.
»Baroko muzikos stilistika“. Broniaus Jonu$o vardo pu¢iamyjy instrumenty solisty
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