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IVADAS

Komiskumo apraisky tyrimai jvairiose mokslo ir meno srityse (muzikoje, lite-
rataroje, filosofijoje, psichologijoje ir kt.) atskleidzia jj kaip itin platy ir viska
apimantj rei$kinj, kurio atpazinimas siejamas su praktine i$raiska - juoku.
Taciau komiskumas gali reprezentuoti ir akivaizdziy idéjy bei tarp eiluciy
ipinty prasmiy prie$pries$inima, tampantj pagrindiniy jo kategorijy - satyros,
parodijos ir ironijos — egzistavimo salyga'. Muzikoje $iy kategorijy sklaida
susijusi su dviprasmybe bei kontrasty gretinimu, o jy apraisky galima rasti
daugelio kompozitoriy (pavyzdziui, D. Sostakovidiaus, E Poulenco, E. Satie,
G. Mahlerio, E. Bajoro, Z. Bruzaités, V. Barkausko ir kity) karyboje.

I$analizavus nemazai skirtingy XX a. antros puseés satyra, ironija ar parodija
persmelkty vokaliniy cikly, iskilo esminé problema - terminologiné jvairove,
atsirandanti dél skirtingy literatarologijoje, filosofijoje, muzikologijoje ir psi-
chologijoje nustatyty jy apibréz¢iy. Tad tiriamojo darbo aktualumas siejamas
ne tik su savoky patikslinimu, bet ir $iy komiskumo kategorijy raiskos muzikoje
analize, atskleidziant naujus semantinius kontekstus bei praple¢iant interpre-
tacijos lauka. Komisky vokaliniy cikly analizé gali bati naudinga tyrinéjant
tokio pobudzio instrumentinius karinius, o naujai atskleidziamas prasmes
perteikiant karinio interpretacijoje.

Nagrinéjamos temos naujuma lemia tai, kad nors komiskumo kategorijos
muzikologinéje literatiiroje minimos jvairiy autoriy darbuose, jos paprastai
tyrinéjamos fragmentikai ar koncentruojantis j skirtingus aspektus, dél to
néra bendros tyrimy sistematikos. Galima i$skirti E. Sheinberg, Y. U. Everett,
Ch. S. Braunerj, M. E. Bondsg, H. J. Dillg ir kt., kurie nagrinéjo minéty komis-
kumo kategorijy egzistavima muzikoje. Sie tyrinétojai savo apibendrinimus
pagrindé literatarology (J. A. Danebo, L. Colettaos, M. Hodgarto ir kt.), filosofy
(Aristotelio, Platono, T. Hobbesbo, Z. Freudo, J. Morreallio ir kt.), psichology
(L. Deckerso, Ph. Kizerio, ]J. Wilkins ir kt.) ir kity sri¢iy specialisty darbais.
Lietuviy kultaros ir literataros tyrinétojai taip pat nagrinéjo komiskuma bei
jo kategorijas. Galima paminéti V. Kubiliy, I. Vidugiryte, L. Katky, R. Kmitg ir

' Ivairiuose $altiniuose tiek komiskumas, tiek satyra, parodija ar ironija yra jvardijami skirtingai.
Pavyzdziui, estetikos enciklopedija komiskuma jvardija kaip ,,i$§ komedijos literatiros Zanro
i§vestg estetiskumo formga (kategorija)®, satyra nurodoma kaip ,estetiné kategorija, priklau-
santi vienai i§ komiskumo rasiy“ (Mureika, 2010, 317; 541). O www.oxforddictionaries.com,
Tarptautiniy zodziy zodynas (Kvietkauskas, 1985, 255; 243), Dabartinés lietuviy kalbos
zodynas (www.dz.Iki.lt) sitilo aprasomojo pobudzio informacija, tadiau jokio jvardijimo ne-
pateikia. Tad dél nurodytos jvairovés $iame tiriamajame darbe satyra, parodija ir ironija bus
ivardijamos dvejopai: komiskumo kategorijomis, bendrai aptariant jy terminologijg ir kilme,
bei komiskumo formomis, analizuojant siauresniu aspektu, pavyzdziui, nagrinéjant jy raiska
XX a. antros pusés vokaliniuose cikluose, susijusig tarpusavio koreliacijomis (kaip satyriné
parodija, ironija-parodija ir t. t.).



kitus autorius, kuriy darbai skirtingais aspektais nagrinéja juoka, humorg ar
komiskuma literataroje. Ta¢iau beveik visi jie apsiriboja juoko tyrimais bendraja
prasme, juose triksta tiksliy komiskumo kategorijy (kaip satyra, ironija ir kt.)
apibrézimy. Tad $iame tiriamajame darbe siekiama apzvelgti pla¢ig komisku-
mo ir jo kategorijy panorama, susisteminti jvairiy sri¢iy mokslininky tyrimus
pritaikant jy apibréztis ir XX a. antros pusés vokaliniy cikly analizei.

Tiriamojo darbo objektas yra trijy komiskumo kategorijy - satyros, pa-
rodijos, ironijos — raiSkos analizé XX a. antros pusés vokaliniuose cikluose,
pavyzdziui, D. Sostakovi¢iaus vokaliniai ciklai ,, Satyros“ (Praeities paveiksléliai)
op. 109, ,Romansai pagal Zurnalo ,,Krokodilas* tekstus op. 121; E. Bajoro vo-
kaliniai ciklai ,,Ziemuzé — balta egluzé®, ,Karnavalas®, ,Kodél?“, V. Barkausko
vokalinis ciklas ,,Trys satyriniai paveiksléliai, Z. Bruzaités ,Trioletai®, A. Sen-
derovo ,,Karveé édé sieng®, L. Bernsteino ,,I hate music! (A$ nekenciu muzikos!),
E Poulenco vokalinio ciklo ,,Banalités“ (Banalybés) daina ,.Voyage a Paris®

Tiriamojo darbo tikslas - i$nagrinéjus teorines komiskumo kategorijy - sa-
tyros, parodijos, ironijos — apibréztis, patikslinti jy mokslinés vartosenos ribas
ir itirti, kokiomis priemonémis satyra, parodija ir ironija yra reprezentuojamos
XX a. antros pusés skirtingy kompozitoriy vokaliniuose cikluose.

Tiriamasis darbas ,,Komiskumo raiska XX a. antros pusés vokaliniuose
cikluose® apima gana platy tarpdisciplininj lauka ir atskleidZia sistemine mu-
zikos kariniy interpretavimo jvairove, tad $iame tiriamajame darbe keliami
tokie uzdaviniai:

« aptarti komiskumo, satyros, parodijos, ironijos ir juoko sampratas bei pa-

tikslinti kiekvienos komiskumo kategorijos savoka, tarpusavio rysius;

« ianalizavus jvairius XX a. antros pusés vokalinius ciklus, iSgryninti
satyros, parodijos ir ironijos rai$kos bidy tendencijas;

« atskleisti naujus interpretavimo aspektus, iSry$késiancius i$analizavus
satyros, parodijos ir ironijos egzistavimg, koncentruojantis ir j kompo-
zitoriy tarp eiludiy jpintas idéjas;

o vieSuose koncertuose atlikti XX a. antros pusés lietuviy ir uZsienio
kompozitoriy vokalinius ciklus, pagrjstus satyra, parodija bei ironija ir
interpretacijoje i$ryskinti pagrindines minéty komiskumo kategorijy
inspiruotas idéjas.

Tiriamajame darbe remiamasi analitiniu, istoriniu, lyginamuoju ir moksli-
nés literatairos analizés metodais. Darbg sudaro jvadas, keturi skyriai, i$vados,
literataros sarasas.

I skyriuje ,,Komiskumo kategorijy apibréztys“ apzvelgiama komiskumo
ir juoko samprata, patikslinama satyros, parodijos ir ironijos terminologija,
aptariama jy tarpusavio koreliacija, atskleidziamas platus $iy fenomeny tyrineé-
jimo laukas ir pobudis, taip pat i$skiriami galimi kriterijai basimai komiskumo
apraisky analizei muzikoje. Cia aptariamos trys juoko teorijos, kuriy itakos



siekia net Senovés Graikija, apzvelgiamos XX a. ir $iy dieny komiskumo
koncepcijos, taip pat ir pati populiariausia komiskumo atmaina - humoras.
Pateikus placia jvairiy komiskumo kategorijy panoramg, koncentruojamasi j
struktariskai ir turinio atzvilgiu sudétingesnes komiskumo kategorijas - satyra,
parodija ir ironijg, aptariamas jy kilmés klausimas, semantika, sklaidos budai
ir tarpusavio sambuvis. Butent pastarasis aspektas yra svarbus XX a. antros
pusés vokaliniy cikly analizei, nes minétos kategorijos dazniausiai reiskiasi ne
grynuoju pavidalu, bet per tarpusavio koreliacija (pavyzdziui, satyriné ironija,
satyriné parodija, parodija-groteskas ir t. t.).

IT skyriuje ,Satyra kaip turinys: kontrasty gretinimas XX a. antros pusés
vokaliniuose cikluose“ nagrinéjama satyros raiska, atsiskleidzianti per du
svarbius aspektus: politing-socialing satyra ir potekstes dainose vaikams. Pir-
mojo aspekto iliustravimui pasirinkti du vokaliniai ciklai: V. Barkausko ,,Irys
satyriniai paveiksléliai“ ir F. Bajoro ,,Ziemuzé - balta egluzé®, sukurti Soviety
Sajungos egzistavimo laikotarpiu, nes tame kontekste reik§minga tiek socialiné,
tiek politiné satyra. Pastaroji, nors oficialiai ir buvo pripazjstama, realybéje
beveik neegzistavo arba buvo labai ribota, ta¢iau muzikoje jos apraisky rasti
jmanoma. O socialiné satyra buvo labai populiari tiek spaudoje, tiek meno
kariniuose; vienu zZymiausiy kompozitoriy, savo karyboje pasitelkusiy butent
tokia jos forma, galima laikyti D. Sostakovi¢iy, kurio vokaliniai ciklai ,,Satyros*
(Praeities paveiksléliai) op. 109 bei ,,Romansai pagal Zurnalo , Krokodilas“
tekstus® op. 121 yra ryskas socialinés satyros atspindziai XX a. antros pusés
vokalinéje muzikoje.

Antrajame $io skyriaus poskyryje satyros rai$ka atskleidZziama vokaliniuose
cikluose, skirtuose vaikams. Tokie kariniai pasizymi nevienodais suvokimo
lygmenimis perduodama informacija, kurig skirtingo amziaus auditorija trak-
tuoja savaip. Tad vaikiski vokaliniai ciklai daznai slepia satyrine potekste, kuri
yra siunc¢iama ne tiesioginiam adresatui, bet suaugusiesiems. Tokiy vokaliniy
cikly galima rasti jvairiy kompozitoriy kiryboje (E. Bajoro, A. Senderovo
ir kt.), taciau $iame poskyryje koncentruojamasi ties ryskesniais pavyzdziais,
reprezentuojandiais satyra minétu komiskumo kategorijos sklaidos budu:
E Bajoro ,,Kodél?, ,Karnavalas®, A. Senderovo ,,Karve edé $ieng“ ir L. Berns-
teino ,,I hate music!“

II skyriuje ,Parodijos raiSka XX a. vokaliniuose cikluose skirtingai
modifikuojant muzikinius tekstus“ parodijos sklaida siejama su keletu as-
pektu: E. Sheinberg sitiloma diferenciacija — satyrine ir nesatyrine parodija bei
tos pacios autorés apibréztais parodijavimo budais: mégdziojimu (imitation),
kopijavimu (replication) ir citavimu (quotation). Pirmuoju aspektu paminétos
rasdys skiriasi tuo, kad satyriné parodija visada iskyla tikslingai, t. y. parodijuo-
jama turint aisky taikinj ir siekiant pasiepti. Antroji (nesatyriné) rusis reiskiasi
subtiliai, daznai vengiant pasaipos. Siame tiriamajame darbe daugiausiai



koncentruojamasi ties satyrine parodija (nesatyriné parodija aptariama frag-
mentiskai) ir pateikiamas ryskus tokios komiskumo formos pavyzdys muziko-
je - D. Sostakoviciaus daina ,,Pavasario prabudimas®, parodijuojanti populiaryjj
S. Rachmaninovo romansg ,,Pavasariniai vandenys® op. 14 Nr. 11.

Toliau $iame poskyryje parodijos raiska atskleidziama per parodijavimo
budus: mégdziojimg (imitation), kopijavimg (replication) ir citavimg (quotation),
kurie nurodo skirtingus teksto komponavimo budus (mégdziojimas glaudziai
siejasi su iliustratyvumu, kopijavimas — su muzikinio fragmento atkartojimu,
o citavimas - su tikslingai implikuojamu svetimu tekstu) ir parodijg atskleidzia
kaip viena i$ labiausiai apibrézty komiskumo kategorijy. Parodijos rai$ka ana-
lizuojama D. Sostakovi¢iaus vokalinio ciklo ,,Satyros* (Praeities paveiksléliai)
op. 109 dainose ,,Kritikui®, ,Kreicerio sonata“; dainoje ,,ISmintingumas® i§
vokalinio ciklo ,,Penki romansai pagal Zurnalo ,, Krokodilas® tekstus“ op. 121,
V. Barkausko vokalinio ciklo ,Trys satyriniai paveiksléliai“ dainoje ,Varlé ir
jautis®

IV tiriamojo darbo skyrius ,Ironija XX a. antros pusés vokaliniuose
cikluose: keliy prasminiy sluoksniy koegzistavimas® skirtas ironijai, kurios
pagrindas yra dviprasmybe grindziama struktara (atviras ir slaptas reik§miy
sluoksniai) bei jvairiy kity komiskumo kategorijy tarpusavio koreliacija (saty-
riné ironija, ironija-parodija ir t. t.). Minéti reik§miy sluoksniai dainoje sklei-
dziasi skirtingai: atviras iSrei$kia tai, kas akivaizdu, o slaptas atkreipia démesj
i potekstéje uzsifruotas prasmes, tad per $ig dviprasmybe reikia rekonstruoti
tikraja kirinio idéj3. Cia pateikiami ir $iuos reikimiy sluoksnius atspindintys
muzikos pavyzdziai - dvi Z. Bruzaités dainos ,,Ubagas nupirkty dvarg...“ ir ,, A§
laimingas esu...“ i§ vokalinio ciklo ,Trioletai

Satyros, parodijos ir ironijos tarpusavio saveika yra viena pagrindiniy
problemy, i$ryskéjanciy analizuojant XX a. komiskus vokalinius ciklus. Beveik
nejmanoma rasti gryny minéty komiskumo kategorijy muzikoje pavyzdziy.
Si problema ypa¢ ryski analizuojant ironija, kuri yra traktuojama kaip tam
tikras atspalvis, daznai keidiantis ir pagrindine karinio mintj. Dél terminolo-
gijos ir i§reiSkiamy prasmiy panasumo ironija dazniausiai koreliuoja su satyra,
o tokiy dainy pagrindu tampa satyriniais bruozais grindziamo nesudétingo,
paprasto muzikos audinio prie$prie$inimas j verbalinj tekstg jpintai ironigkai
dviprasmybei, perteiktai pasitelkiant sudétingesne tematika (pavyzdziui, mirties
nei$vengiamumo, likimo ir t. t.).

Ironijos ir parodijos samplaika atsiskleidZia per vieng i§ minéty E. Shein-
berg parodijavimo bidy - stilizacijg, kurios taikiniais muzikoje tampa jvairas
$okiai (pavyzdziui, gavotas, habanera ir t. t.). Ta¢iau dazniausiai XX a. antros
pusés vokaliniuose cikluose implikuojamas stilizuotas valsas, kurj galima sieti
su tam tikromis $io Zanro transformacijomis. Tad $iame skyriuje pasitelkiamos
jvairiy kompozitoriy dainos, kuriose skirtingai traktuojamos valso stilizacijos:



E. Poulenco daina ,Voyage a Paris“ i§ vokalinio ciklo ,,Banalités, D. Sostako-
viciaus ,,Kreicerio sonata“ i§ vokalinio ciklo ,,Satyros“ (Praeities paveiksléliai)
op. 109 ir V. Barkausko ,Raginimai“ i§ vokalinio ciklo ,,Trys satyriniai pa-
veiksléliai® IV skyriuje pateikta ir V. Barkausko vokalinio ciklo ,,Trys satyriniai
paveiksléliai“ dainos ,Norai“ analizé, kur parodijos ir ironijos koreliacijos
pagrindu tampa habaneros stilizacija.

1. KOMISKUMO KATEGORIJU APIBREZTYS

Komiskumas ir jo kategorijos, tokios kaip humoras, satyra, ironija, parodija,
groteskas ir kt., yra placiai paplite muzikoje ir kitose meno srityse (literataroje,
dailéje ir kt.). Jomis menininkai perteikia karinio potekstéje uzsifruotg infor-
macija. Moksliniuose darbuose i$skiriama daug humoro rasiy ir teorijy, nes
jvairas filosofai, literatrologai ir kt.  humoro prigimtj ir j santykj su juoku
zvelgia skirtingai. Daugelis jy (pavyzdziui, filosofai Aristotelis, T. Hobbes’as,
J. Morreallis, H. Spenceris ir kt.) nagrinéjo humoro prigimtj ir funkcijag
siekdami ne tik atskleisti jvairius $io viskg apimancio reiskinio aspektus, bet
ir kritikuoti humora kaip tam tikrg zmogiska bruoza, atkreipiant démesj j
neigiamas jo savybes. Butent minéty autoriy darbuose ir iskyla pagrindiniy
humoro koncepcijy kontiirai, jvardijami kaip trys humoro teorijos: pranasumo,
neatitikimy, palengvéjimo. Pirmame skyriuje apZvelgiama plati komiskumo ir
juoko samprata, aptariamos humoro teorijos ir pagrindinés keturios komis-
kumo kategorijos: humoras, satyra, ironija ir parodija, nors muzikos analizéje
koncentruojamasi ties trimis - satyra, parodija, ironija. Batent tokie tyrimo
objektai pasirinkti neatsitiktinai — $iy kategorijy analizé yra sudétingesné tiek
struktariskai, tiek turinio atzvilgiu.

1.1. Satyra

Satyra yra viena i$ komiskumo kategorijy, kurios savoka yra labai plati, neturinti
vieno tikslaus apibrézimo. Viena vertus, tai zanras, dazniausiai sutinkamas
literataroje, kita vertus, tai reiSkinys, svariai jsitvirtines jvairiuose tiek vizua-
laus, tiek muzikos meno Zanruose. Tad satyra yra daugiafunkcis terminas, o
jo reik$mé tiesiogiai priklauso nuo nagrinéjamo konteksto. Siame poskyryje
atskleidziamas satyros savokos jvairiapusiskumas ir problematika, pasirei$-
kianti keletu aspekty: satyros, humoro ir ironijos tarpusavio sasajy i$gryni-
nimu, sampratos ir terminologijos apzvalga, kilmés ir aktualumo klausimy
aptarimu. Todél analizuojant satyrg muzikoje yra remiamasi jvairiy literata-
rology (pavyzdziui, G. A. Testo, J. Snyderio, F. V. Bogelio ir kt.) nustatytomis
definicijomis, o jos aprai$kos daugiausia siejamos su konkreciy kompozitoriy
(D. Sostakoviciaus, V. Barkausko, A. Schénbergo ir kt.) kitriniais, ta¢iau drasiai
galima teigti, kad beveik visi XX a. kompozitoriai savo kiryboje vienaip ar



kitaip nei$vengé ne tik satyros, bet ir kity komiskumo kategorijy (tokiy kaip
ironija, parodija, groteskas ir t. t.) apraisky.

1.2. Parodija

Parodija yra viena i§ komiskumo kategorijy, kurios terminas ,,klasikinéje litera-
taroje ir senovés graiky poezijoje dazniausiai vartojamas apibadinant komiska
citavimg, imitavimg ar transformacija“ (Rose, 1993, 6). Muzikoje jos apraiskos
dazniausiai taip pat siejamos su jvairiomis imitacijos formomis (pavyzdziui,
meégdziojimu, atkartojimu ir t. t.); E. Sheinberg jas jvardija kaip ,,replikavima,
citavima, aliuzijas ir stilizacijas“ (Sheinberg, 2000, 187). Literataroje parodija
nagrinéjama nuosekliai, kadangi jos pédsaky aptinkama nuo viduramziy
iki pat $iy dieny. Mokslininkai (pavyzdziui, M. A. Rose, R. Chambersas,
L. Hutcheon ir kt.), tyrinéjantys $ig komiskumo kategorija, iskelia keletg prob-
lemy: termino apibrézimas, galimos diferenciacijos ir raiSkos karinyje badai.
Parodijos savoka grindziama pamégdziojimu, o jos kilmé siejama su komedi-
ja — vienu seniausiy literat@iros Zanry. Glaudus parodijos ir komedijos rysys
paaiskina ne tik jos kilme, bet ir formos universaluma.

1.3. Ironija

Ironijos iStakos siekia senovés graiky filosofy (Sokrato, Aristotelio ir t. t.) darbus,
ji paliko pédsaka retorikos mene, estetikoje, be to, neprarado savo aktualumo
ir XX-XXI a. - jsitvirtino ne tik literataroje, bet ir daugelio kompozitoriy
(D. Sostakoviciaus, G. Mahlerio, A. Shonbergo, L. Bernsteino ir kt.) karyboje.
Ironija néra traktuojama kaip literataros rasis ar Zanras, nes neturi apibréztos
formos, tad ji galéty buti jvardijama kaip atspalvis, galintis pakeisti net pa-
grindine kirinio idéj3. Siame poskyryje aptariama ironijos samprata, kilmé ir
struktira, apzvelgiamos galimos $ios komiskumo kategorijos rusys, i$skirtos
E. Sheinberg, - baigtiné ironija: ironija kaip stimulas (finite irony: irony as sti-
mulus), beribé ironija: ironija kaip terminas (infinite irony: irony as terminus),
beribé ironija ir komiskumas (infinite irony and the comic), egzistencialistiné
ironija (existential irony), ironija ir Hegelio susvetiméjimas: marksistinis
poziuris (irony as related to Hegelian alienation: the Marxist approach). Nors
autoré i$skiria net penkias ironijos rasis, ta¢iau muzikos kairiniuose ryskiausiai
atsispindi trys pagrindinés: baigtiné ironija, arba ironija kaip stimulas, beribé
ironija, arba ironija kaip terminas, ir egzistencialistiné ironija; kitas galima
laikyti jas papildanciomis.
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2. SATYRA KAIP TURINYS: KONTRASTU GRETINIMAS
XX A. ANTROS PUSES VOKALINIUOSE CIKLUOSE

I$analizavus nemazai XX a. vokalinés-kamerinés muzikos pavyzdziy, kuriuose

esama satyros apraisky (pavyzdziui, V. Barkausko ,,Trys satyriniai paveiksléliai®,
D. Sostakoviciaus ,,Satyros“ (Praeities paveiksléliai) op. 109 ir kt.), paaiskéjo,
kad satyra muzikoje gali bati aptarta pasitelkus du pagrindinius aspektus: po-
liting-socialine satyra ir vaikams skirty dainy potekstes. Sovietinio laikotarpio

muzikoje tikros politinés satyros realybéje nebuvo ne tik ziniasklaidoje, bet ir
mene, nes politikos ar valdZios bei jos aplinkos kritika buvo beveik nejmanoma

arba labai ribota. Todél politinio aspekto jpynimas j muzika buvo daznai susijes

su simboliais, jvairiomis potekstéje pasléptomis prasmémis. Satyra, kurioje yra

politiniy uZuominy, apZzvelgiama V. Barkausko vokalinio ciklo ,,Trys satyri-
niai paveiksléliai ir F. Bajoro vokalinio ciklo ,, Ziemuzé - balta egluzé“ dainose.
O socialinés satyros, kuri buvo viena i§ populiariausiy sovietinés satyros rasiy,
apraisky daugiausia galima rasti vieno Zymiausiy sovietinio laikotarpio kom-
pozitoriy D. Sostakovi¢iaus kiiryboje: jo vokaliniai ciklai ,,Satyros“ (Praeities

paveiksléliai) op. 109 ir ,,Penki romansai pagal Zurnalo ,,Krokodilas“ tekstus“
op. 121 gali buti laikomi ryskiais XX a. antros pusés tokios satyros raiskos

muzikoje pavyzdziais.

2.1. Politiné-socialiné satyra

XX a. antroje puséje satyra, ypac politinis jos aspektas, oficialiai deklaruojama

kaip esanti laisvos formos, realybéje buvo labai suvarzyta, ta¢iau menininkai

ieskojo budy iSeiti i§ nubrézty riby ir karyboje atskleisti savo pozitrj  aktualias

temas. Politinés satyros uzuomazgos aptariamos Soviety Sajungos egzistavimo

laikotarpiu parasytuose lietuviy kompozitoriy vokaliniuose cikluose: V. Bar-
kausko ,,Trys satyriniai paveiksléliai“ ir F. Bajoro ,,Ziemuzé - balta egluzé, kur
minétos komiskumo kategorijos raiska atskleidziama per jvairias kompozicines

ar stilistines prieSpriesas.

Socialiné satyra Soviety Sajungoje buvo paplitusi ir populiari, o jos pagrinda
sudaré jvairiy socialiniy aspekty (kaip antai girtuoklysté, veltédziavimas, va-
gystés, kySininkavimas, biurokratija, valstybés turto $vaistymas, apsileidimas ir
t. t.) kritika. Muzikoje taip pat gausu tokios satyros apraisky, ypa¢ D. Sostako-
vi¢iaus karyboje. Tad Siame poskyryje analizuojami ryskis socialinés satyros
muzikoje pavyzdziai - du D. Sostakoviciaus vokaliniai ciklai: Penki romansai
pagal zurnalo ,,Krokodilas“ tekstus op. 121 ir ,,Satyros“ (Praeities paveiksléliai)
op. 109, isryskinamas socialinis dainy aspektas, jo refleksijos muzikoje bei sa-
tyros raiSka $iuose kuriniuose. Si komiskumo kategorija minétuose kiriniuose
yra aktuali ne tik todél, kad yra uzkoduota jau dainy ar net paciy vokaliniy
cikly pavadinimuose, bet ir dél to, kad kaip dainy turinys ji perteikia dauguma
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komisky socialiniy aspekty, iliustruojanciy gyvenima ne tik Soviety Sajungoje,
bet ir $iy dieny visuomenéje.

2.2. Satyra dainose vaikams

XX a. antros pusés vokaliniai ciklai, turintys satyros uzuomazgy, gali buti
parasyti ir pagal vaikams skirtas eiles. Tokia poezija pasizymi ne tik vaikiska
tematika, bet daznai iSreiskia ir kur kas gilesnes bei prasmingesnes potekstes.
Siy vokaliniy cikly galima rasti jvairiy kompozitoriy (pavyzdziui, F. Bajoro,
A. Senderovo, L. Bernsteino ir kt.) kiiryboje. Aptariami kitriniai dazniausiai
pasiZymi zaismingai ir, atrodyty, itin paprastai deklaruojamomis amzZinosiomis
ir nekintamomis vertybémis, kaip antai draugystés, sazinés svarba Zmogaus
gyvenime, laimés, dziaugsmo siekimas ir pan. Tac¢iau $ie vaikams skirti opusai
turéty bati traktuojami kaip daugiasluoksniai kariniai, kuriuose atitinkama
auditorija atpazjsta ir i$girsta butent jai skirtas idéjas.

Siame poskyryje analizuojama satyros raiska vaikams skirtuose vokali-

niuose cikluose, daznai slepianciuose ne tik vaikams skirtas istorijas: F. Bajoro
,Kodel?“  Karnavalas; A. Senderovo , Karvé édé $ieng, L. Bernsteino ,,I hate
music!“ Koncentruojamasi i jvairius aspektus: E Bajoro vokaliniai ciklai eks-
ponuoja filosofines idéjas, o satyra subtiliai uzkoduojama jvairiais simboliais,
metaforomis; A. Senderovo ir L. Bernsteino vaikisky vokaliniy cikly satyra
atskleidziama per lengvai perprantamas, zaismingas idéjas. Tad tokiy vokaliniy
cikly turinys taip pat yra nevienareik$mis dél skirtingai (pavyzdziui, filosofiskai,
iliustratyviai ir t. t.) traktuojamos tematikos.

3. PARODIJOS RAISKA XX A. VOKALINIUOSE CIKLUOSE
SKIRTINGAI MODIFIKUOJANT MUZIKINIUS TEKSTUS

Parodijos raiSkos budai XX a. antros pusés vokaliniuose cikluose nagrinéjami
dvejopai: pasitelkiant E. Sheinberg apibréity satyring parodijg ir tos pacios
autorés iSskirtus parodijavimo bidus: mégdZiojimg (imitation), kopijavimg
(replication), citavimg (quotation). Satyriné parodija ne tik atskleidzia galimas
$ios komiskumo kategorijos rasis, bet ir iSkelia problema, susijusia su jvairiy
komiskumo kategoriju (pavyzdziui, satyros, ironijos, grotesko ir kt.) tarpusavio
ry$iais ir koreliacija. Minéti rai$kos badai iliustruojami jvairiy kompozitoriy
vokaliniy cikly dainy analizés pavyzdziais: D. Sostakovic¢iaus vokalinio ciklo
»Satyros® (Praeities paveiksléliai) op. 109 dainomis ,,Kritikui®, ,,Pavasario pra-
budimas®, vokalinio ciklo ,,Penki romansai pagal zurnalo ,, Krokodilas“ tekstus®
op. 121 daina ,,I$mintingumas®, V. Barkausko daina ,Varlé ir jautis“ i§ vokalinio
ciklo ,,Trys satyriniai paveiksléliai®
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3.1. Satyriné parodija

Analizuojant parodijos raiska XX a. antros pusés vokaliniuose cikluose iSkyla
problema, susijusi su parodijavimo tikslu, kuris dazniausiai yra satyrinis. To-
kia parodija E. Sheinberg jvardijama kaip satyriné parodija ir yra grindziama
»vieno stilistinio sluoksnio teisingu suvokimu ir vertinimu. Parodija, kaip ir
satyra, tampa veiksnios tada, kai i$kelia estetiniy kriterijy vertingumo klausima,
vertybiy persiskirstyma“ (Sheinberg, 2000, 145). Siame poskyryje aptariamas
vienas ry$kiausiy tokios parodijos pavyzdziy - D. Sostakovi¢iaus vokalinio
ciklo ,Satyros“ (Praeities paveiksléliai) op. 109 antroji daina ,,Pavasario pra-
budimas®, kur satyriné parodija yra atskleidziama per jvairiy $ios dainos bei
S. Rachmaninovo romanso ,,Pavasariniai vandenys“ op. 14 Nr. 11 muzikos
kalbos, stilistiniy ir tematiniy komponenty gretinima.

3.2. Parodijos raiskos budai

Parodija XX a. vokaliniuose cikluose gali buti siejama ir su parodijavimo budais,
kuriy kiekvienas grindziamas konkreciais identifikavimo bruozais. Minétus
parodijavimo biidus jvardija E. Sheinberg (Sheinberg, 2000, 188-197): tai
mégdziojimas, kopijavimas, citavimas, aliuzija, stilizacija. I$analizavus nema-
Zai vokaliniy cikly, kuriuose parodija yra aktyvi, pastebéta, kad ryskiausiai $i
komiskumo kategorija atsiskleidzia pasitelkus tris parodijavimo badus: még-
dziojimg, kopijavimg ir citavimg.

3.2.1. Mégdziojimas

Siame poskyryje aptariamas vienas i E. Sheinberg i3skirty parodijavimo
budy - mégdziojimas; jis ,asocijuojasi su tokiais Zanrais kaip burleska, pastisas,
karikatara ir t. t.“ (Sheinberg, 2000, 188). Nors jis glaudZiai siejamas ir su imi-
tacija, pastaroji néra apibrézta, todél dazniausiai gali buti traktuojama jvairiai.
Pateikiama V. Barkausko vokalinio ciklo , Trys satyriniai paveiksléliai“ dainos
»Varlé ir jautis“ analizé, kadangi ry$kiausias $ios dainos bruozas - iliustratyvu-
mas. Taip pat kompozicinémis priemonémis charakterizuojami pagrindiniai
veikéjai, o muzikos kalba tiksliai imituoja verbaline.

3.2.2. Kopijavimas

Kopijavimas (replication) yra vienas i§ parodijavimo biidy, susijes su atkarto-
jimu, o komiskuose kariniuose tikslingai pasitelkiamas tam, kad sustiprinty
parodijos rai$kg. Pirminé kopijavimo rai$ka susijusi su muzikinés struktiros
(frazés, motyvo ir t. t.) pakartojimu siekiant komisko efekto. D. Sostakovi-
¢iaus dainos ,,Kritikui“ i§ vokalinio ciklo ,,Satyros® (Praeities paveiksléliai)
op. 109 pabaigoje per kopijavimg yra iryskinama parodija. Siame fortepijono
solo epizode pasitelkus kontrastingag medziagg atkartojama vokaliné partija:
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ji parayta p dinamika (skirtingai nei prie$ tai buvusi medziaga), visos natos
pazymeétos staccato (pasaipos demonstravimas) ir t. t.

3.2.3. Citavimas

Citavimas yra kulttros tyrinétojy analizuojamas XX a. teksto komponavimo
buadas. I§ dalies jis panasus i kopijavimg, taciau, skirtingai nei pastarasis, yra
grindziamas konkretaus karinio ar jo dalies atkartojimu. Siame poskyryje
koncentruojamasi ties parodijuojancia potekste turin¢iomis citatomis, kuriy
tiek medziaga, tiek suteikiama prasmé gali biti traktuojamos jvairiai. D. Sos-
takoviciaus dainoje ,,Kreicerio sonata“ i§ vokalinio ciklo ,,Satyros“ (Praeities
paveiksléliai) op. 109 pasitelkiamos dvi citatos: L. van Beethoveno ,,Kreicerio®
sonatos smuikui ir fortepijonui op. 47 Nr. 9 (A-dur) I dalies pradZia ir P. Cai-
kovskio Lenskio arijos jZzanga i§ operos ,,Eugenijus Oneginas“ (II veiksmo
IT paveikslas). Pirmoji citata atsiranda dél pavadinimo, o antroji - siekiant
pasiaipyti, kadangi jveda ne j Zinoma arija, o j banaly ir neiSrai$kingg valsa.
Daina ,Sveikas protas“ i§ vokalinio ciklo ,,Penki romansai pagal Zurnalo
»Krokodilas“ tekstus“ op. 121 komponuojama pasitelkus su mirties tematika
dazniausiai siejamg sekvencija Dies irae, kai tuo metu dainos siuzetas yra
tipinis satyrinis paveikslélis. Si priespriesa sukuria dviprasmybe, per kurig
i$ryskéja parodija.

4. TRONIJA XX A. ANTROS PUSES VOKALINIUOSE CIKLUOSE:
KELIU PRASMINIU SLUOKSNIU KOEGZISTAVIMAS

Ironijos analizés muzikoje pagrindu galima laikyti jos struktiirg (kuria sudaro

du sluoksniai - atviras ir slaptas) ir komiskumo kategorijy tarpusavio sambuvj

(pavyzdziui, satyriné ironija, ironija-parodija ir t. t.). Satyriné ironija susijusi su

minéty kategorijy raiska, kai satyrai budingais bruozais i§reiskiamas ironiskas

dainos turinys, o ironijos ir parodijos samplaika dazniausiai rei$kiasi per jvairiy

zanry (ypac Sokiy, pavyzdziui, valso, habaneros ir t. t.) stilizacijas. Paskutiniame

tiriamojo darbo skyriuje yra apZvelgiami minéti aspektai, atspindintys ironijos

raiska skirtingy XX a. lietuviy ir uzsienio kompozitoriy vokaliniuose cikluose

ar atskirose jy dainose (pavyzdziui, D. Sostakoviciaus ,,Satyros“ (Praeities pa-
veiksléliai) op. 109, V. Barkausko ,,Trys satyriniai paveiksléliai ir kt.). Visi $ie

pavyzdziai atskleidZia, kad ironija reiskiasi per verbalinio teksto ir potekstés

neatitikimus bei ironijos ir kity komiskumo kategorijy samplaika (pavyzdziui,
satyriné ironija, ironija-parodija). Tokia jvairiapusi$ka ironijos sklaida XX a.
antros pusés vokaliniuose cikluose dar kartg patvirtina, kad $i komiskumo

kategorija atsiranda kaip tam tikras atspalvis ir dél savo dvisluoksnés struktiros

daznai gali pakeisti net pacia karinio idéja.
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4.1. Atvira ir slapta ironija

Ironijos reik$miy sluoksniai — atviras ir slaptas - yra vieni i$ $ios komiskumo
kategorijos raiskos budy XX a. vokaliniuose cikluose. Atvira ironija identifi-
kuojama dazniausiai tada, kai muzikos audinys atspindi ir perteikia pagrindine
verbaliniame tekste uz$ifruotg dainos idéja, taip dar labiau sustiprindamas
ironiska potekste. Slapta ironija siekia atkreipti démesj i tarp eiluciy uzsléptas
prasmes, tad tiek analizuojant, tiek atliekant ironijos persmelktus kirinius
reikia atidziai jsiklausyti ir ypa¢ stengtis perprasti potekstéje esancias idéjas.
Siame poskyryje pateikiama atviros ironijos raiska Z. Bruzaités dainoje ,,Uba-
gas nupirkty dvarg...“ bei iSryskinta slapta ironija to paties ciklo dainoje ,,A$
laimingas esu...”

Antrasis trioletas ,,Ubagas nupirkty dvara...“ kompoziciniu ir stilistiniu
pozitriu tampa viso ciklo centru ir yra ry$kus atvirai rei$kiamos ironijos verba-
liniame tekste pavyzdys, kai astri, akcenty ir ritmingy figairy kupina muzikiné
medziaga dar labiau jg sustiprina. Paskutingje vokalinio ciklo ,, ITrioletai“ dainoje

»A$ laimingas esu...“ Z. Bruzaité naudoja visi$kai kontrastinga kitoms dainoms
medziagg, stilistikai artimg barkarolei. Atidziau panagrinéjus dainos audinj,
galima jzvelgti ir tam tikry netolygumuy, sukurianciy dviprasmybe: kompozi-
ciniu poziariu nesudétingu muzikos audiniu asmuo bando jtikinti, kad ,,yra
laimingas® Tad pagrindinis ironijos tikslas $ioje dainoje yra tiek atlikéjui, tiek
klausytojui rekonstruoti pagrindine idéja.

4.2. Satyriné ironija

Satyra ir ironija muzikinéje kompozicijoje daznai biina eksponuojamos ne
grynaisiais, o tarpusavio sintezés paveiktais pavidalais. Tad analizuojant
dainas galima rasti pavyzdziy, kur ironija yra i$reiksta su satyrai budingomis
savybémis arba pasitelkiama satyra, turinti ironijos bruozy. Vienas i§ tokiy
pavyzdziy yra pirmoji Z. Bruzaités vokalinio ciklo ,,Trioletai“ daina ,Gyveno
duobkasys kapuos..., kur zaismingai ir satyriSkai pateikta i$ tiesy rimta mirties
tema. Sioje dainoje ironija reiskiama per eilérascio pagrindinés minties ir mu-
zikos audinio neatitikimg. Ji yra uzkoduota slaptame sluoksnyje ir turi satyros
bruozy, darandiy jtaka jvairioms kompozicinéms priemonéms (tokioms kaip
supaprastinta akompanimento medziaga, neisraiskinga melodiné linija ir pan.),
kurios i§ryskina prie$priesa tarp pagrindinés idéjos ir muzikinés medziagos.

4.3. Ironija-parodija

Komigky vokaliniy cikly analizé atskleidé, kad kompozitoriai (pavyzdziui,
D. Sostakovi¢ius, E. Poulencas, V. Barkauskas ir kt.), norédami i$reiksti ironiska
potekste, dainoje daznai pasitelkia valso Zanrg. Tokia tendencija pastebima
daugelio XX a. kompozitoriy karyboje ir siejama su tuo laikotarpiu ne tik
visuomeniniame gyvenime, bet ir muzikos pasaulyje jvykusiais reikémingais

15



poky¢iais: tonalumo atsisakymu, novatori$komis idéjomis ir t. t. Valso kaita
galima jvardyti kaip tam tikras $io Zanro stilizacijas, priskiriamas parodijavimo
bidams ir siejamas su ironijos bei parodijos sarysiu. Dauguma kompozitoriy
(D. Sostakovi¢us, E Poulencas, S. Prokofjevas ir kt.) savo kiiryboje valsa pa-
sitelké siekdami iSreiksti pasaipa, todél Sis Zanras daznai jgauna groteskisky,
makabrisky ar, atvirksciai, banaliy bruozy.

Siame poskyryje aptariama valso kilmé ir poky¢iy priezastys, analizuojamos
jvairiy XX a. vokaliniy cikly dainos, kuriose skirtingai traktuojamas valsas:
E. Poulenco vokalinio ciklo ,,Banalités“ daina ,Voyage a Paris®, D. Sostakoviciaus
daina ,,Kreicerio sonata“ i§ vokalinio ciklo ,,Satyros“ (Praeities paveiksléliai)
op. 109 ir V. Barkausko vokalinio ciklo ,Irys satyriniai paveiksléliai“ daina

»Raginimai“ XX a. komiski vokaliniai ciklai pasiZzymi ir tuo, kad juose ironija
gali reikstis ne tik per valsg, bet ir per kity $okiy (pavyzdziui, gavoto, galopo ir
t. t.) stilizacijas, tad toks sklaidos budas aptariamas pasitelkiant vieno ryskaus
pavyzdzio - V. Barkausko dainos ,,Norai“ i§ vokalinio ciklo ,Trys satyriniai
paveiksléliai“ — analize poskyrio pabaigoje.

ISVADOS

Komiskumo ir jo kategorijy - satyros, parodijos bei ironijos — sampratos ana-
lizé atskleidé, kad $ie fenomenai yra aktyvis jvairiose mokslo ir meno sferose.
Ivairts tyrinétojai (filosofai, psichologai ir kt.) klojo komiskumo atpazinumo
pamatus, aptaré juoko kilme ir, modeliuodami jvairias situacijas, nagrinéjo
§j reiskinj. Tai, kad iki $iol $is klausimas yra aktualus, dar kartg pagrindzia
komiskumo ir jo kategorijy - satyros, parodijos, ironijos - jvairiapusi$kumo
faktoriy bei svarba. Muzikoje taip pat randama jvairiy $iy kategorijy apraisky,
kurios dél idéjy jvairovés turéty buti vertinamos nevienareiksmiskai.
Tiriamajame darbe ,,Komiskumo raiska XX a. antros pusés vokaliniuose
cikluose® koncentruojamasi ties trimis pagrindinémis komiskumo kategorijo-
mis - satyra, parodija ir ironija bei jy raiska skirtingy kompozitoriy kariniuose.
Pasitelkiant literatarology ir muzikology darbus pirmiausia buvo patikrintos
savoky vartojimo ribos, jy tarpusavio ry$iai, aptarta kiekvienos minétos kate-
gorijos kilmé bei galimi atpazinumo kriterijai. Paai$kéjo, kad kiekviena i§ jy
gali egzistuoti skirtingai: satyra funkcionuoja daugiausia kaip turinys, daznai
uzkoduotas jau kiirinio pavadinime (pavyzdziui, D. Sostakoviciaus ,,Satyros*
(Praeities paveiksléliai) op. 109, V. Barkausko ,,Irys satyriniai paveiksléliai®
ir kt.), parodija turi gana tiksliai apibréztus atpazinumo kriterijus (pavyzdziui,
akivaizdus panaSumas su originalu, kaip antai D. Sostakovi¢iaus dainoje
»Pavasario prabudimas® i§ vokalinio ciklo ,Satyros“ (Praeities paveiksléliai)
op. 109, kuri parodijuoja S. Rachmaninovo romansg ,,Pavasariniai vandenys*
op. 14 Nr. 11), o ironija dazniausiai pasirodo kaip keliy komiskumo kategorijy

16



tarpusavio koreliacijos rezultatas (pavyzdziui, Z. Bruzaités dainoje ,Gyveno
duobkasys kapuos...).

I$analizavus nemazai komisky vokaliniy cikly paaiskéjo, kad satyra juose
funkcionuoja dvejopai: kaip politiné-socialiné satyra bei per daugiasluoksnes
potekstes dainose vaikams. Apibréztis ,,politiné-socialiné satyra“ pasirinkta
neatsitiktinai, nes muzikiniai pavyzdziai (V. Barkausko ,Irys satyriniai pa-
veiksléliai“ ir F. Bajoro ,,Ziemuzé - balta egluzé“) sukurti Soviety Sajungos
laikotarpiu, o tuo metu satyra negaléjo skleistis laisvai, disponuojamos temos
buvo ribotos, nes realiy politiniy jvykiy ar asmeny kritika teoriSkai buvo galima,
taciau praktiskai — beveik nejmanoma.

Minéty lietuviy kompozitoriy kariniy analizé atskleidé, kad politiné po-
teksté gali buti integruojama dvejopai:

« pasitelkiant personifikacija bei gretinant kontrastingus tipazus (kiskj ir
medZiotoja, varle ir jautj ir pan.), iliustratyviai reprezentuojant verbalinj
teksta muzikos audinyje bei nevengiant atviros pasaipos (V. Barkausko
vokalinis ciklas ,,Trys satyriniai paveiksléliai“);

« subtiliai uzsifruojant jvairius simbolius, metaforas, taip pat - pasitelkiant
jvairias personifikacijas, ta¢iau vengiant iliustratyvumo, daug ka isreis-
kiant tarp eilu¢iy (F. Bajoro ,,Ziemuzé - balta egluzé®).

Socialiné satyra, atvirks¢iai, buvo itin paplitusi ir populiari, jos apraiskos
pastebimos ne tik literatiiroje ar spaudoje, bet ir muzikoje, pavyzdziui, D. Sos-
takoviciaus vokaliniuose cikluose ,,Satyros“ (Praeities paveiksléliai) op. 109 ir

»Romansai pagal Zurnalo ,,Krokodilas® tekstus op. 121, kur jos sklaida susijusi
su $iais aspektais:

« verbaliniame tekste vyrauja panasios bendros idéjos, iSreikstos per satyris-
kas potekstes: pasiSaipymas i§ pseudointelektualy, kuriozisky gyvenimo
salygy Soviety Sajungoje ir t. t. (pavyzdziui, daina ,Nesusipratimas®,

»Kreicerio sonata“ i§ vokalinio ciklo ,,Satyros“ (Praeities paveiksléliai)
op. 109ir t. t.);

« pasirinkti tekstai visi$kai atitinka pavadinimus ir pagrjstai gali buti vadi-
nami satyriniais paveiksléliais (pavyzdziui, odé duonai su ,,Zibaluotomis
kombainininko rankomis* D. Sostakovi¢iaus vokalinio ciklo ,,Romansai
pagal Zurnalo ,,Krokodilas“ tekstus“ op. 121 dainoje ,,Besaikis susizaveé-
jimas“ir t. t.);

« muzikos audinys daznai itin paprastas, kartais net banalus, melodinéje
linijoje siekiama i$vengti lyri$kumo, dainingumo ir t. t. (pavyzdziui,
D. Sostakovi¢iaus ,,Pavasario prabudimas® i§ vokalinio ciklo ,Satyros
(Praeities paveiksléliai) op. 109, ,,Sveikas protas“ i§ vokalinio ciklo ,,Ro-
mansai pagal Zurnalo ,, Krokodilas® tekstus“ op. 121 ir t. t.).

Satyra dainose vaikams yra i$rei$kiama per keleta diferencijuoty lygmeny,

skirtingai auditorijai koncentruojant démesj j jai skirtas idéjas. Tokios dainos
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daznai i$reiskia nesenstancias vertybes: draugystés, Seimos, tautos, valsty-
bingumo ir t. t., ta¢iau suaugusieji jas perpranta giliau ir i$girsta daugiau nei
vaikai - tai, kas yra jpinta tarp eilu¢iy. Sio satyros sklaidos biido pavyzdZiais
buvo pasirinkti keli savo deklaruojamomis vertybémis skirtingi vokaliniai ci-
klai: F. Bajoro vokaliniai ciklai ,,Kodél?“ ir ,, Karnavalas® A. Senderovo vokalinis
ciklas ,,Karvé édé Sieng“ ir L. Bernsteino ,,I hate music!, todél ir satyra Siuose
kariniuose rei$kiama nevienareik$miskai:

« ipinama daug tik suaugusiyjy suvokiamy simboliy, pavyzdziui, ,gauruota
meska“ — Rusijos simbolis paskutinéje vokalinio ciklo ,,Kodél?“ dainoje

»Motulés delnuos® ir t. t.; muzikinis tekstas gana sudétingas, vengiama
iliustratyvumo, siekiama itin glaudaus Zodzio ir muzikos sarysio (E Ba-
joro vokalinis ciklas ,,Kodél?*, ,Ziemuzé - balta egluzé“);

« nors deklaruojamos nekintamos vertybés (tokios kaip draugysté, Seima
ir t. t.), taciau tai daroma iliustratyviai, gana pavir$utiniskai ir nesiekiant
priversti klausytojo jtempti ausis (A. Senderovo , Karvé édé $ieng“);

« kai pagrindinés idéjos yra svarbiausios vaikui, ta¢iau aktualumo nepra-
randa visg Zmogaus gyvenima: saves suvokimas pasaulyje, muzikos, meno
reik§me ir t. t. (L. Bernsteino ,,I hate music!“).

Atlikus tyrima apie parodijos raiska XX a. vokaliniuose cikluose, i$ryskéjo
$ios tendencijos: parodijos ir satyros saveika bei parodijavimo bidai - még-
dziojimas, kopijavimas ir citavimas (iSskirti E. Sheinberg). Satyriné parodija
(taip pat E. Sheinberg apibréztis) susijusi su tuo, kad parodijuojama tikslingai,
siekiant pasiepti. Puikus tokios parodijos pavyzdys — D. Sostakovi¢iaus voka-
linio ciklo ,,Satyros“ (Praeities paveiksléliai) op. 109 antroji daina ,,Pavasario
prabudimas®, parodijuojanti S. Rachmaninovo romansg ,,Pavasariniai vandenys'
op. 14 Nr. 11 keliais lygmenimis:

« perimant keletg charakteringy parodijuojamo S. Rachmaninovo romanso

»Pavasariniai vandenys“ muzikinés kalbos bruozy: muzikines struktaras
(pavyzdziui, bangos principo pasazus), vyraujantj 4/4 metra, tempa
(Allegro) ir t. t., bei juos hiperbolizuotai perteikiant D. Sostakoviciaus
dainoje ,,Pavasario prabudimas®;

« D.Sostakovi¢ius pasitelkia liaudi$kos dainos, vadinamosios ,,¢iastuskos’,
imitacija bei prie$pries$ina jg itin romantiskai S. Rachmaninovo romanso
muzikai;

« melodine linija siekiama sustiprinti satyros bruozus dainoje: pasitelkus
vieno garso re¢itavimg, jpinant marso bruozy ir skaldant melodine linija
vietoj romansui jprastos dainingos vokalinés partijos D. Sostakovi¢ius
stengiasi i§vengti lyriSkumo, taip perdétai supaprastindamas vokaline
partija.

Parodijavimo biidai, tokie kaip mégdziojimas, kopijavimas ir citavimas, at-

skleidzia keletg konkreciy parodijos raiskos muzikoje galimybiy, iSryskéjusiy

<
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analizuojant atskiras dainas i§ XX a. antros pusés vokaliniy cikly: V. Barkausko
dainoje ,Varlé ir jautis* i§ vokalinio ciklo ,Trys satyriniai paveiksléliai®, D. Sos-
takovic¢iaus dainoje ,,Kritikai bei ,,Kreicerio sonata“ i vokalinio ciklo ,,Satyros“
(Praeities paveiksléliai) op. 109 ir dainoje ,,ISmintingumas“ i§ vokalinio ciklo

,»Penki romansai pagal zurnalo ,,Krokodilas“ tekstus* op. 121. Siuose kiiriniuose
atsiskleidé tokie parodijos raiskos aspektai:

o meégdziojimas reiSkiamas per iliustratyvuma, kai muzika labai tiksliai
imituoja zodj, tam pasitarnauja ir kompoziciniy priemoniy jvairové
(daug ceziry, fermaty, nuorody atlikéjams ir t. t.); prie$priesinami pasi-
putélio ir gudruolio paveikslai, kurie ir sukuria pagrindine dainos idéja
(V. Barkausko dainoje ,\Varlé ir jautis“ i§ vokalinio ciklo ,,Irys satyriniai
paveiksléliai®);

o kopijavimas susijes su muzikinés medziagos atsikartojimu, dél kurio
gaunamas komiskas efektas; $i kopija daznai yra generuojama pasitelkiant
kontrastingas originalui priemones, pavyzdziui, staccato vietoj legato, forte
vietoj piano (arba atvirki¢iai) ir t. t. (D. Sostakoviciaus daina ,Kritikai“
i§ vokalinio ciklo ,,Satyros“ (Praeities paveiksléliai) op. 109);

« citavimas gali buti rei$kiamas keliais lygmenimis:

- kai citata yra tiksli, o jos funkcijos karinyje gali bati jvairios, pavyz-
dZiui, atspindéti pavadinima, pasitelkti paradoksg ir t. t. (D. Sostako-
vi¢iaus daina ,,Kreicerio sonata“i§ vokalinio ciklo ,,Satyros* (Praeities
paveiksléliai) op. 109);

- medziaga implikuojama prie§priesinant du tarpusavyje kontrastuojan-
¢ius kontekstus, pavyzdziui, fortepijono partijoje déstoma viduramziy
Dies irae sekvencija, o vokaliné linija generuojama pasitelkiant visiskai
skirtingg medziaga; verbalinis tekstas taip pat neturi nieko bendra
su religine tematika (D. Sostakovi¢iaus daina ,,I$mintingumas* i§
vokalinio ciklo ,,Penki romansai pagal zZurnalo ,Krokodilas® tekstus*
op. 121).

Ironijos raiska, skirtingai nei satyros ar parodijos, yra maziausiai api-
bréZta, nes tai veikiau atspalvis, atsirandantis muzikos karinyje ir kei¢iantis
pagrindine jo mintj. Todél ir paskutiniame $io tiriamojo darbo skyriuje buvo
koncentruojamasi ne j grynuosius ironijos pavyzdzius, bet i jy koreliacijg su
kitomis komiskumo kategorijomis (satyra ar parodija) bei jy atspindziais XX a.
antros pusés vokaliniuose cikluose. Paai$kéjo, jog ironija vokalinéje muzikoje
gali skleistis $iais budais: per dviprasmybe kaip pagrindinj struktarinj bruoza
(atviras bei slaptas reik$miy sluoksniai) ir komiskumo formy tarpusavio sin-
teze (satyriné ironija ar ironija-parodija). Kiekvienas i§ minéty bady atskleidé
kitokias ironijos rai$kos tendencijas XX a. vokaliniuose cikluose.

o Atviraironija - kai karrinyje atsiskleidZia pajuokiancios idéjos, i$reikstos

akivaizdziai. Vokaliniame cikle, pasitelkus minimg ironija, verbalinis ir
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muzikinis tekstai papildo vienas kita, taip dar labiau iSry$kindami ironiska
dainos potekste:

- tokia ironija atsiskleidZia jau verbaliniame tekste, o jvairtis muzikos
kalbos komponentai (akcentuota ritmika, motorika, reéitavimas ir
t. t.) ja sustiprina;

- perteikiama per dviejy pagrindiniy subjekty prieSprie§inima ir
muzikinj charakterizavima (pavyzdziui, Ubago ir Pono Z. Bruzaités
dainoje ,,Ubagas nupirkty dvara...“ i§ vokalinio ciklo ,Trioletai®).

o Slapta ironija labiausiai i§ visy i$skirty ironijos rasiy priklauso nuo
dviprasmybés, kadangi pagrindinés Sios rasies generuojamos idéjos
siejamos su pasléptu sluoksniu, uzkoduotu potekstése. Slaptas sluoksnis
jau pats savaime siejasi su prie$taromis, todél muzikos pavyzdziuose yra
randamas priklausomai nuo jvairiy konteksty:

- pirminis tiesioginis teksto traktavimas klaidingas, nes pagrindiné
mintis yra i$rei$kiama netiesiogiai (Z. Bruzaités daina ,,A$ laimingas
esu...“ i§ vokalinio ciklo ,Trioletai“);

- lyrine dainos nuotaika siekiama publika ,apgauti®, tad klausytojui
reikia rekonstruoti pagrindine idéja (Z. Bruzaités daina ,, A§ laimingas
esu...“ i§ vokalinio ciklo ,Trioletai).

o Satyriné ironija: dél terminologiniy panasumy ironija ir satyra yra su-
sijusios, todél muzikos kariniuose daznai aptinkamos kaip tarpusavio
sintezés pavyzdziai. Tokiy kiriniy tematika siejama su ironija, muzikos
audinyje ja iSreiskiant per pagrindinius satyros bruozus:

- satyrinés ironijos aprai$kos dainoje atsiranda kaip muzikinio teksto ir
tematikos prie$priesa: ironiska dainos idéja muzikos audinyje i$reiksta
satyrai budingais bruozais; sudétinga mirties tema yra prie$prie$inama
hiperbolizuotai supaprastintai muzikinei medziagai (Z. Bruzaités
daina ,,Gyveno duobkasys kapuos...“ i§ vokalinio ciklo ,,Trioletai®).

« Ironija-parodija: kompozitoriai, norédami isreiksti ironiska potekste,
dainoje daznai pasitelkia valso Zanra, o tai jj pakeicia ir Siuos pokycius
galima laikyti tam tikromis valso stilizacijomis (dazniausiai stilizuoti
buna jvairas Sokiai, pavyzdziui, habanera V. Barkausko dainoje ,,Norai*
i§ vokalinio ciklo ,Trys satyriniai paveiksléliai“ ir t. t.). Sias stilizacijas
galima priskirti parodijavimo bidams:

- 1§ paziaros romantiskas ir dZiugios nuotaikos valsas persmelktas tam
tikry stilistiniy ir harmoniniy neatitikimy, tad ironija ¢ia skleidZiasi
per stilistinius prieSprieSinimus pagrindiniam stiliui (F. Poulenco

»Voyage a Paris” i§ vokalinio ciklo ,,Banalités®);

- ironija dainoje reiskiasi per hiperbolizuotai supaprastintus tipinius
valso bruozus: kiekvieno takto akcentavimas, akompanimento
vienodumas sukuria ne istisinio judéjimo, o statikos efekts. Tokiu
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biidu pats subjektas (valsas) tampa pasaipa (D. Sostakovic¢iaus daina
»Kreicerio sonata“ i§ vokalinio ciklo ,,Satyros“ (Praeities paveiksléliai)
op. 109);

- daina komponuojama pasitelkiant kai kuriuos valso bruozus: metra,
tempg, dainingg melodine linija. Toks valsas tampa paties Zanro
stilizacija, tad ironijos raiska siejama su valso pagrindinio stiliaus
stilistiniais netolygumais (V. Barkausko ,,Raginimai® i§ vokalinio ciklo
»1Trys satyriniai paveiksléliai“);

- habaneros stilizacija sukelia komiska efekta, kurj sustiprina jvairios
kompozicinés priemoneés (kalbéjimo ir dainavimo derinimas, pliauks-
teléjimas per fortepijono krasty ir t. t.) bei kontekstas, kuriame ji
ikyla (akivaizdus panasumas su viena zinomiausiy G. Bizet opery
»Karmen“ bei viena populiariausiy $ios operos arijy) (V. Barkausko
daina ,,Norai* i§ vokalinio ciklo ,,Trys satyriniai paveiksléliai®).

Komiskumo apraisky turintys vokaliniai ciklai daznai yra nuvertinami kaip
lengvo, humoristinio pobadzio kariniai. Ta¢iau dera priminti, kad humoras
yra tik viena i§ komiskumo kategorijy, o muzikoje bei kituose menuose galima
aptikti ir daugelj kity (kaip antai ironija, satyra, parodija ir t. t.). Sios komis-
kumo kategorijos sukuria dviprasmybe, susijusia su priestara (neatitikimu),
kurios tikslas yra atkreipti démesj i tarp eilu¢iy pasléptas prasmes ir priversti
susimastyti. Tad, jZvelgus budingas satyros, parodijos ir ironijos rai$kos tenden-
cijas XX a. antros pusés vokaliniuose cikluose, tolesné tyrinéjimy perspektyva
galéty buti siejama su minéty komiskumo kategorijy sklaida instrumentiniuose
kitriniuose. Cia tokio specifinio tipo analizé tampa gerokai sudétingesné dél
verbalinio teksto nebuvimo, tac¢iau kartu gali atskleisti naujy, ne tik interpre-
tacijai, bet ir karinio suvokimui naudingy konteksty.
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INTRODUCTION

Research into comic expressions in various spheres of science and art (mu-
sic, literature, philosophy, psychology, etc.) reveals it as a rather broad and
all-encompassing phenomenon, the recognition of which is connected with
its practical manifestation - laughter. The comic, however, can also represent
contradiction between obvious ideas and the meaning ‘between the lines, which
becomes the condition of the existence of its main categories — satire, parody
and irony.! In music, the spread of these categories is related to ambiguity and
the comparison of contrasts; their expressions can be found in the works of
many composers, e.g., D. Shostakovich, E. Poulenc, E. Satie, G. Mahler, E. Ba-
joras, Z. Bruzaité, V. Barkauskas and others.

The analysis of a number of different vocal cycles of the second half of the 20th
century that feature satire, irony or parody revealed an essential issue — a variety of
terms which appears due to different definitions in literary criticism, philosophy,
musicology and psychology. Hence, the topicality of the present research work
is linked not only with more precisely defining the concepts, but also with an
analysis of the manifestation of these comic categories in music by revealing new
semantic contexts and expanding the field of interpretation. The analysis of comic
vocal cycles can be of use to the investigation on instrumental works of this type,
by providing one’s interpretation with the newly revealed meanings.

The innovation of the research subject is determined by the fact that
although comic categories are mentioned in musicological works by various
authors they are usually studied in fragments or attention is focused on dif-
ferent aspects; therefore, a unified system does not exist. One should mention
E. Sheinberg, Y.U. Everett, Ch.S. Brauner, M. Bonds, H. Dill and others who
were concerned with the existence of the said comic categories in music. These
researchers drew on the works of literary study (J. Dane, L. Coletta, M. Hodgart,
etc.), philosophers (Aristotle, Plato, Hobbes, Freud, J. Morreall, etc.), psy-
chologists (L. Deckers, P. Kizer, J. Wilkins, etc.) as well as works by scholars
from other fields. Researchers into Lithuanian culture and literature also
study comic categories. Mention should be made of V. Kubilius, I. Vidugiryté,

In various sources comic expressions and satire, parody or irony are named differently.
For instance, Estetikos enciklopedija describes comic expressions as “an aesthetic form
(category) derived from the literary genre of comedy”; satire is described as “an aesthetic
category, one of the types of comic expressions” (Mureika, 2010, 317; 541). Meanwhile
www.oxforddictionaries.com, Tarptautiniy ZodZiy Zodynas (Kvietkauskas, 1985, 255; 243),
and Dabartinés lietuviy kalbos Zodynas (www.dz.lki.lt) carry information of a descriptive
nature and give no definition. Therefore due to this variety, in this research work satire, parody
and irony are called comic categories writing about the terms and origin and comic forms
analysing them from a narrower aspect, for example, their expression in the vocal cycles of
the 20th century connected with correlation (such as satirical parody, irony-parody etc.).
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L. Katkus, R. Kmita and other authors who studied laughter, humour or the
comic in literature from various perspectives. However, almost all of them
did not go beyond an analysis of laughter in general, they did not offer precise
definitions of the comic categories such as satire, irony and others. Therefore,
the goal of this research paper is to review a wide panorama of the comic and
its categories, to systemise scientific research of scholars from different fields,
applying their definitions to the analysis of the vocal cycles of the second half
of the 20th century.

The object of the research paper is the analysis of the manifestations of three
comic categories - satire, parody and irony in the cycles of the second half of
the 20th century, e.g., in D. Shostakovich’s vocal cycles “Satires” (Pictures of the
Past) Op. 109 and Five Romances to texts from magazine “Crocodile” Op. 121;
E Bajoras’ “Ziemuzé — balta egluzé” (Winter, a White Fir Tree), “Karnavalas”
(Carnival), “Kodél?” (Why?), V. Barkauskas’ “Trys satyriniai paveiksléliai”
(Three Satiric Pictures), Z. Bruzaité&’s “Triolets”, A. Senderovas’ “Karvé edé
$ieng” (Know That Cow), L. Bernsteins “T hate music!”, and F. Poulenc’s song

“Voyage a Paris” from “Banalités’”.

The goal of the present research is to analyse theoretical definitions of the
comic categories (satire, parody, irony), to define more precisely the bounda-
ries of their scientific usage and to investigate the means by which they are
represented in vocal cycles by different composers of the second half of the
20th century.

The research paper “Comic Expressions in the Vocal Cycles of the Second
Half of the 20th Century” encompasses a rather wide interdisciplinary sphere
and reveals a systematic variety of the interpretation of musical works. Therefore,
the tasks are the following:

- To discuss the concepts of the comic, satire, parody, irony and laughter, as
well as define more exactly every comic category and their interrelations;

- Toanalyse various vocal cycles of the second half of the 20th century and
demonstrate the tendencies of the techniques to express satire, parody
and irony;

- To reveal new aspects of interpretation, which will become obvious after
analysing the existence of satire, parody and irony, also focusing on the
ideas that the composers put in ‘between the lines’;

- To perform publicly the vocal cycles of the second half of the 20th century
by Lithuanian and foreign composers based on satire, parody and irony,
and to reveal in the interpretation the most important ideas inspired by
the comic categories mentioned.

Analytical, historical, comparative and the method of analysis of scientific

literature have been employed in the research paper. The study consists of four
chapters, conclusions and a list of references.
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Chapter 1 “Definitions of the categories of the comic” is a review of the
comic and laughter, definitions of the terms such as satire, parody and irony
are specified, correlation between them is discussed, revealing a wide field of
research and nature of these phenomena, as well as possible criteria for future
analysis in music. Three laughter theories that go back to Ancient Greece are
discussed and the conceptions of the comic of the 20th century and present time
as well as the most popular type of the comic — humour - are reviewed. Giving
a wide panorama of various comic categories, the focus is directed towards
the more complex categories from the point of view of structure and content -
satire, parody and irony, reviewing the issue of their origin, semantics, ways
of spread as well as correlation between them. The latter aspect is important
in the analysis of the vocal cycles of the second half of the 20th century since
the categories mentioned most often do not manifest themselves in their pure
form, but in correlations (for instance, satirical irony, satirical parody, parody-
grotesque, etc.).

Chapter 2 “Satire as the content: comparison of contrasts in the vocal
cycles of the second half of the 20th century” is concerned with the expres-
sion of satire that is revealed through two important aspects: political-social
satire and subtext of children’s songs. Two vocal cycles have been chosen to
illustrate the first aspect: V. Barkauskas™ “Trys satyriniai paveiksléliai” (Three
Satiric Pictures) and F. Bajoras’ “Ziemuzé - balta egluzé” (Winter, a White Fir
Tree) composed in the Soviet period because both social and political satire
take an important place in this context. The latter though officially recog-
nised, in reality almost did not exist or was very limited; in music, however,
its manifestations can be found. Meanwhile social satire was very popular in
the press and artworks alike, and Shostakovich can be considered as one of
the most famous composers who employed it in his creative work. His vocal
cycles “Satires” (Pictures from the Past) Op. 109 and Five Romances to texts
from magazine “Crocodile” Op. 121 are vivid examples of social satire in the
vocal music of the second half of the 20th century.

In the second section of this chapter the expression of satire is revealed in
vocal cycles for children. Such compositions carry information that is perceived
on different levels and interpreted in different ways by the audience members
of various ages. Therefore, vocal cycles for children often have satirical subtext
that has an indirect message not for the addressee but for adults. Although
vocal cycles of this type can be found among the oeuvre of different compos-
ers (Bajoras, Senderovas etc.), in this section attention will be focused on
compositions that more obviously represent satire: Bajoras’ “Kodél?” (Why?),

“Karnavalas” (Carnival), Senderovas’ “Karvé édé sieng” (Know That Cow) and

Bernstein’s “I hate music!”
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In Chapter 3 “Expressions of parody in the 20th century vocal cycles with
differently modified musical text” the spread of parody is linked with several
aspects: differentiation proposed by Sheinberg - satirical and non-satirical
parody as well as the techniques of a parody given by the same author: imita-
tion, replication and quotation. From the point of view of the first aspect the
types mentioned are different in that satirical parody always appears with an
aim, i.e. parody is employed with an obvious target as well as the wish to mock.
Meanwhile the second type (non-satirical) is expressed subtly, often avoiding
derision. This research work mostly will be concentrated on satirical parody
(non-satirical parody will be touched upon fragmentarily) and an example of
an obvious form in music will be given - Shostakovich’s song “The Awaken-
ing of Spring” that parodies the popular romance by Rakhmaninov “Spring
Waters” Op. 14 No. 11.

Further on in this section the expression of parody is revealed through pa-
rodic techniques: imitation, replication and quotation, which point out different
techniques of text composing (imitation is closely connected with illustrative-
ness, replication with the repetition of a musical fragment and quotation with
a purposely implicated borrowed text) and show the parody as one of the most
clearly defined categories of the comic. The expression of parody is analysed in
the songs “To a Critic” and “The Kreutzer Sonata” from Shostakovich’s vocal
cycle “Satires” (Pictures of the Past) Op. 109, and in the song “Prudence” from
the vocal cycle Five Romances to texts from magazine “Crocodile” Op. 121;
and the song “Varlé ir jautis” (Frog and Ox) from Barkauskas” “Trys satyriniai
paveiksléliai” (Three Satiric Pictures).

Chapter 4 “Irony in the vocal cycles of the second half of the 20th cen-
tury: the coexistence of several layers of meaning” deals with irony, which
is based on ambiguity (overt and covert layers of meanings) as well as on the
correlation between various other categories of the comic (satirical irony, irony-
parody etc.). The layers of meaning mentioned manifest themselves in songs
differently: overt is what is expressed obviously, while covert attracts attention
to the meanings coded in subtext, and the literal meaning of the composition
has to be reconstructed through this ambiguity. Examples of music that reflect
these layers of meaning are given here — BruzZaité’s two songs “Ubagas nupirkty
dvara..” (A Beggar would Buy a Mansion) and “A§ laimingas esu..” (I am Happy)
from the vocal cycle “Triolets”

The correlation between satire, parody and irony is one of the main prob-
lems that becomes obvious in the analysis of the comic vocal cycles of the 20th
century: it is almost impossible to come across in music examples of these
categories of the comic in a pure way. This issue is rather obvious analysing irony
that is treated as a certain shade which also often changes the main idea of the
composition. Due to the likeness of terminology and the meanings expressed,
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irony often correlates with satire, while the basis of such songs becomes the
contradiction between simple musical texture based on satirical features and
the ironical ambiguity woven in the verbal text conveyed with the help of a
more complex theme (for instance, the inevitability of death, fate etc.).

The combination of irony and parody reveals itself through one of Shein-
berg’s techniques of parody mentioned - stylisation targeted in music at various
dances (e.g., gavotte, habanera, etc.). However most often in the vocal cycles of
the second half of the 20th century the stylised waltz is implicated that can be
connected with certain transformations of the genre. Therefore, this chapter
analyses songs by various composers with different treatment of the stylisa-
tion of the waltz: Poulenc’s “Voyage a Paris” from the vocal cycle “Banalités”,
Shostakovich’s “The Kreutzer Sonata” from the vocal cycle “Satires” (Pictures of
the Past) Op. 109 as well as Barkauskas’ “Raginimai” (Incitement) from the vocal
cycle “Trys satyriniai paveiksléliai” (Three Satiric Pictures). The analysis of the
song “Norai” (Wishes) from the same cycle will be given in Chapter 4, where
the correlation between parody and irony is based on the stylised habanera.

1. DEFINITIONS OF THE CATEGORIES OF THE COMIC

The comic and its categories such as humour, satire, irony, parody, grotesque
and others are widely used in music and other fields of art (literature, visual arts,
etc.). Through them artists convey the information coded in subtext of works
of art. In scientific research works many types of humour and theories exist, as
different philosophers, literature theorists and other specialists have different
views of the nature of humour and correlation between it and laughter. Many of
them (e.g. philosophers Aristotle, Hobbes, Moreall, Spencer, etc.) analysed the
nature and function of humour in an attempt not only to show various aspects
of this broad phenomenon, but also to criticise humour as a certain human
feature by paying attention to its negative features too. It is in the works of the
authors mentioned that contours of the main concepts of humour appear, which
are given as three theories of humour: superiority, incongruity, and relief. The
first chapter is a review of the wide concept of the comic and laughter; theories
of humour and the four main categories of the comic are discussed: humour,
satire, irony and parody, although in musical analyses attention is paid to only
three - satire, parody and irony. The research objects have been chosen with a
special goal in mind - analyses of these categories are more complicated both
from the point of view of structure and content.

1.1. Satire

Satire is one of the comic categories, a very wide concept which does not have
one precise definition. On the one hand it is a genre that appears mostly in
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literature; on the other hand it is a phenomenon that has deep roots both in
the art of visual and musical genres. Therefore, satire is a multi-functional term,
whose meaning depends directly on the context analysed. This section shows
the multi-sided character and issues of the concept of satire that is expressed
through several aspects: defining the correlation between satire, humour and
irony; a review of the understanding and terminology, and the discussion of
the issues of the origin and relevance. The analysis of satire in music is based
on the definitions of various literary theorists (e.g., G. Test, J. Snyder, E V. Bo-
gel and others), while its expression is mostly linked with works of concrete
composers (Shostakovich, Barkauskas, Schonberg, etc.). However, it can be
stated with certainty that almost all composers of the 20th century employed
satire in their oeuvre in one way or another, as well as other comic categories
(irony, parody, grotesque, etc.).

1.2. Parody

Parody is one of the comic categories: “Of all the terms still used to describe
comic quotation, imitation or transformation, parody alone is named in the
classical literature and poetics of the Greeks” (Rose, 1993, 6). In music, its
expressions are mostly connected with various imitation forms (e.g., imitation,
repetition, etc.), called by Sheinberg as replication, quotation, allusion and
stylisation (Sheinberg, 2000, 187). In literature, parody is consistently analysed
as it has been employed since the Middle Ages until the present. Scholars
(e.g., M. Rose, R. Chambers, L. Hutcheon, etc.) analyse this category and raise
several issues: the definition of the term, possible techniques of differentiation
and ways of expression in a work of art. The concept of parody is based on
imitation, while its origin is linked to comedy, one of the oldest literary genres.
A close correlation between parody and comedy explains not only its origin
but also the universality of its form.

1.3. Irony

Irony goes back to the works of ancient Greek philosophers (Socrates, Aris-
totle, etc.); it left a mark in the art of rhetoric, aesthetics and is still relevant
in the 20th and 21st centurys; it figures not only in literature, but also in the
works by many composers (Shostakovich, Mahler, Schonberg, Bernstein, etc.).
Irony is not treated as a literary genre or type, as it does not have a defined
form,; therefore, it could be called a shade that can change even the main idea
of the artwork. In this section the concept, origin and structure of irony are
discussed, also possible types of this category of the comic defined by Sheinberg
are reviewed: finite irony: irony as stimulus, infinite irony: irony as terminus,
infinite irony and the comic, existential irony, irony as related to Hegelian
alienation: the Marxist approach. Although Sheinberg distinguishes five types of
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irony, in musical compositions three main types are most evident: finite irony:
irony as stimulus, infinite irony: irony as terminus, infinite irony and the comic,
existential irony; others can be considered as supplementary.

2. SATIRE AS THE CONTENT:
COMPARISON OF CONTRASTS IN THE VOCAL CYCLES
OF THE SECOND HALF OF THE 20TH CENTURY

Analysis of several examples of the 20th century vocal music with expressions

of satire (for instance, Barkauskas’ “Trys satyriniai paveiksléliai” (Three Satiric

Pictures), Shostakovich’s “Satires” (Pictures of the Past, Op. 109 etc.) showed that

satire in music can be discussed from two main perspectives: political-social

satire and subtext in children’s songs. In Soviet time there was no true politi-
cal satire not only in the press but also in art as criticism of the authorities or

its policies and their closest associates was almost impossible or very limited.
Therefore, the political aspect in music was often connected with symbols, and

various meanings hidden in subtext. Satire, which has political hints, is reviewed

in the songs of the vocal cycles of Barkauskas” “Trys satyriniai paveiksléliai”
(Three Satiric Pictures) and Bajoras’ “Ziemuzé - balta egluzé” (Winter, a White

Fir Tree). Meanwhile social satire, which was one of the most popular types of
satire in Soviet times, abounds in the oeuvre of one of the most famous Soviet

composers — Shostakovich - whose vocal cycles “Satires” (Pictures of the Past)

Op. 109 and Five Romances to texts from magazine “Crocodile” Op. 121 can

be considered as telling examples of the expression of such satire in the music

of the second half of the 20th century.

2.1. Political-social satire

In the second half of the 20th century satire, particularly its political aspect, of-
ficially declared as being of a free form in reality was very restricted, but artists

searched for ways of breaking out of the existing framework and demonstrating
in their work their own attitude on topical subjects. Rudiments of political satire

in the Soviet times are found in the vocal cycles by Lithuanian composers of that
time: Barkauskas™ “Trys satyriniai paveiksléliai” (Three Satiric Pictures) and Ba-
joras’ “Ziemuzé - balta egluz¢” (Winter, a White Fir Tree). There the expression

of satire is revealed through various compositional or stylistic antipodes.

Social satire in the Soviet Union was widely spread and popular, and its
basis consisted of the critique of various social aspects (such as heavy drinking,
sponging, theft, bribery, bureaucracy, state property squandering, slovenliness,
etc.). In music there are also many expressions of such satire, especially in the
oeuvre of Shostakovich. Therefore, this section gives the analysis of fitting
examples of social satire in music: two Shostakovich’s vocal cycles “Satires”
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(Pictures of the Past) Op. 109, and Five Romances to texts from magazine

“Crocodile” Op. 121 demonstrating the social aspect of the songs, reflection in
music and the expression of satire in these compositions. This comic category
in the works mentioned is relevant not only because it is coded in the titles of
the songs or even the titles of the vocal cycles themselves but also because the
content of the songs conveys most of the ridiculous social aspects illustrating
the life not only in the Soviet Union but also in present-day society.

2.2. Satire in children’s songs
The vocal cycles of the second half of the 20th century with rudiments of satire
can be also composed to children’s verses. The subject of poetry like this is meant
for children, but often it has much deeper and meaningful subtext. Vocal cycles
for children can be found in the oeuvre of various composers (e.g., Bajoras,
Senderovas, Bernstein, etc.). The works discussed frequently have playful and
seemingly simply declared universal and invariable values such as friendship,
the importance of honesty in one’s life, happiness, joy and so on. However, the
compositions meant for children should be treated as multi-layered in which
the respective audiences recognise and hear the ideas meant for them.
The section analyses the expression of satire in vocal cycles for children
that often possess stories meant not only for them: Bajoras’ “Kodél?” (Why?),
“Karnavalas” (Carnival); Senderovas’ “Karvé édé $ieng” (Know That Cow),
Bernstein’s “I hate music!”. Attention has been paid to different aspects: Bajoras’
vocal cycles carry philosophical ideas, while satire is subtly coded in various
symbols and metaphors; satire in Senderovas’ and Bernstein’s vocal cycles is
revealed with the help of easily understood and playful ideas. Therefore, the
content of such vocal cycles is also ambiguous due to differently treated (e.g.,
philosophically, illustratively, etc.) subjects.

3. EXPRESSION OF PARODY
IN THE 20TH CENTURY VOCAL CYCLES
WITH DIFFERENTLY MODIFIED MUSICAL TEXT

The techniques of expressing parody in the vocal cycles of the second half of
the 20th century are analysed in two ways: with the help of satirical parody
defined by Sheinberg and with the techniques of parody defined by the same
author: imitation, replication, and quotation. Satirical parody not only discloses
the possible types of this comic category but also raises the issue linked to the
interrelations and correlations between various comic categories (e.g., satire,
irony, grotesque, etc.). The techniques of parody mentioned are illustrated
by the analysis of vocal cycles for children written by various composers: the
songs “To a Critic” and “The Awakening of Spring” from Shostakovich’s vocal
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cycle “Satires” (Pictures of the Past) Op. 109, the song “Prudence” from the
vocal cycle Five Romances to texts from magazine “Crocodile” Op. 121 and
Barkauskas’ song “Varlé ir jautis” (Frog and Ox) from the vocal cycle “Trys
satyriniai paveiksléliai” (Three Satiric Pictures).

3.1. Satirical parody

The analysis of the expression of parody in the vocal cycles of the second half
of the 20th century raises the problem connected with the aim of parodying,
which is frequently satirical. This type of parody is named by Sheinberg satirical
parody and is “based on a normative approach that points to one of its layers
as the one that should be preferred” (Sheinberg, 2000, 145). In this section
one of the best examples of such parody is analysed - the second song “The
Awakening of Spring” from Shostakovich’s vocal cycle “Satires” (Pictures of
the Past) Op. 109, where satirical parody is revealed through the juxtaposition
of the musical language, stylistic and thematic components of this song and
Rakhmaninov’s romance “Spring Waters” Op. 14 No. 11.

3.2. Techniques of parody

Parody in the vocal cycles of the 20th century can also be linked with the

techniques of parody, each of which is based on concrete identification features.
Sheinberg calls the techniques mentioned imitation, replication, quotation, allu-
sion and stylisation (Sheinberg, 2000, 188-197). The analysis of the vocal cycles

with active parody suggested that this comic category is revealed employing

three techniques of parody: imitation, replication and quotation.

3.2.1. Imitation

This section is concerned with one of the techniques of parody named by Shein-
berg - imitation, which “was associated with genres and forms like travesty,
pastiche, burlesque and caricature etc” (Sheinberg, 2000, 188). Although it
is close to a copying the latter has not been defined and its treatment is often
varied. The song “Varlé ir jautis” (Frog and Ox) from Barkauskas’ “Trys sa-
tyriniai paveiksléliai” (Three Satiric Pictures) is analysed as its most obvious
feature is its illustrative nature. The main personages are also characterised
employing compositional techniques, while the musical language precisely
imitates the verbal one.

3.2.2. Replication

Replication is one of the techniques of parody connected with repetition, and in
comic compositions it is employed with a purpose of strengthening the expres-
sion of parody. The initial expression of replication is linked with repetition of
the musical structure (phrase, motif, etc.), to achieve a comic effect. At the end
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of Shostakovich’s song “To a Critic” from the vocal cycle “Satires” (Pictures of
the Past) Op. 109 parody is made more distinct employing replication. This
solo piano episode repeats a vocal part with the help of contrasting material:
it is written in p dynamics (unlike the material before it); all notes are marked
staccato (demonstration of ridicule) and so on.

3.2.3. Quotation
Quotation is a 20th-century way of composing text that is analysed by culture
researchers. Partly it resembles replication, but unlike the latter it is based on
repeating a concrete composition or its part. The section is concentrated on
quotations with subtext of parody whose both material and the meaning im-
parted can be treated differently. Two quotations are used from Shostakovich’s
song “The Kreutzer Sonata” from the vocal cycle “Satires” (Pictures of the
Past) Op. 109 are employed: the beginning of Part I of Beethoven’s Kreutzer
Sonata for violin and piano Op. 47 No. 9 and the introduction of Lensky’s aria
from Tchaikovsky’s “Eugene Onegin” (Act II, Scene 2). The first quotation is
determined by its title, while the goal of the second one is to parody as it does
not lead to the well known aria but to a trite and inexpressive waltz. The song
“Common Sense” from the vocal cycle Five Romances to texts from magazine
“Crocodile” Op. 121 is composed employing the sequence Dies irae that is often
linked to the theme of death, while at the same time the plot of the lyrics is a
typical satirical picture. This antithesis creates ambiguity through which the
parody becomes obvious.

4. IRONY IN THE VOCAL CYCLES
OF THE SECOND HALF OF THE 20TH CENTURY:
THE COEXISTENCE OF SEVERAL LAYERS OF MEANING

The structure of music that consists of two layers (overt and covert) as well as
correlation between comic categories (e.g., satirical irony, irony-parody, etc.)
can be considered as the basis of the analysis of irony. Satirical irony is linked
to the expression of the categories mentioned, when the ironical content of a
song is expressed by the features characteristic of satire, while the combina-
tion of irony-parody frequently manifests itself through stylisation of various
genres, particularly through dances (for instance, waltz, habanera, etc.). The
last chapter of the present research paper is a review of the aspects mentioned;
they reflect the expression of irony in vocal cycles of various Lithuanian and
foreign composers of the 20th century or in the songs of the cycles (e.g., Shos-
takovich’s “Satires” (Pictures of the Past) Op. 109, Barkauskas™ “Trys satyriniai
paveiksléliai” (Three Satiric Pictures), etc.). All these examples demonstrate
that irony is expressed through the incongruity between the verbal text and
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subtext as well as the combination of irony and other comic categories (e.g.,
satirical irony, irony-parody). This variety of the expressions of irony in the
vocal cycles of the second half of the 20th century once again confirms that
this comic category appears as a certain shade and due to its double layers it
often can change the idea of the composition.

4.1. Overt and covert irony

The layers of irony meanings — overt and covert — are the two of means of
expression of this comic category in 20th-century vocal cycles. Overt irony
is most frequently identified when the texture of music reflects and conveys
the main idea of the song coded in the verbal text strengthening even more
ironic subtext. Covert irony attracts attention to the meaning hidden between
the lines; therefore, it is necessary to listen carefully both when analysing and
performing ironic compositions so as to understand the ideas in the subtext.
In this section the expression of overt irony in Bruzaité’s song “Ubagas nupirkty
dvars..” (A Beggar would Buy a Mansion) is presented and covert irony in the
song “A$ laimingas esu..” (I am Happy) of the same cycle is revealed.

The second triolet “Ubagas nupirkty dvara..” (A Beggar would Buy a Man-
sion) becomes the focus of the cycle from the compositional and stylistic point
of view and is a fitting example of overtly expressed irony in verbal text, when
sharp musical material full of accents and rhythmic figures gives it even more
strength. Bruzaité employs completely different material for the last song “As
laimingas esu..” (Iam Happy) of the cycle “Triolets” than for other songs, which
is stylistically similar to a barcarole. A closer analysis of the texture of the song
reveals certain unevenness that creates ambiguity: from the compositional as-
pect the person tries to convince by simple musical texture that he “is happy”
Therefore, the main aim of irony in this song is that both the performer and
listener reconstruct the main idea.

4.2. Satirical irony

Satire and irony in a musical composition are often exposed not in pure
images but the ones influenced by mutual synthesis. Therefore, song analysis
often disclosed examples where irony is expressed by features characteristic of
satire or satire with irony features is employed. One such example is the first
song “Gyveno duobkasys kapuos..” (A Gravedigger Lived in a Cemetery) of
Bruzaité’s “Triolets” with a playfully and satirically presented serious theme of
death. In this song irony is expressed through the incongruity between the main
idea of the poem and the musical texture. It is coded in a covert layer and has
features of satire that influence various compositional means (such as simpli-
fied accompaniment material, inexpressive melodic line, etc.) that brings out
contradiction between the main idea and musical material.
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4.3. Irony-parody

Analysis of comic vocal cycles disclosed that some composers (for instance,
Shostakovich, Poulenc, Barkauskas and others) in order to achieve ironic sub-
text in a song often employ the genre of the waltz. The tendency is observed in

the oeuvre of many 20th-century composers and is linked to important changes

that took place not only in the public life but also in the world of music in that

period: renunciation of tonality, innovative ideas and so on. The change in the

waltz can be named as certain stylisations in the genre that can be attributed to

techniques of parody and can be linked to connection between irony and parody.
Many composers (Shostakovich, Poulenc, Prokofiev, etc.) employed the waltz in

their creative output in order to express mockery; that is why this genre often

acquires grotesque, macabre, or, on the contrary, trite features.

In the section the nature of the waltz and the reasons behind the change
are discussed as well as analysis of songs from various 20th century vocal cy-
cles in which the waltz is treated differently are employed: the song “Voyage a
Paris” from Poulenc’s vocal cycle “Banalités”, Shostakovich’s song “The Kreutzer
Sonata” from the vocal cycle “Satires” (Pictures of the Past) Op. 109 as well as
Barkauskas’ song “Raginimai” (Incitement) from the vocal cycle “Trys satyriniai
paveiksléliai” (Three Satiric Pictures). Comic vocal cycles of the 20th century
are distinguished by the fact that in them irony can manifest itself not only
by the means of the waltz, but also through stylisations of other dances (e.g.,
the gavotte, gallop, etc.). This technique is analysed by employing the analysis
of Barkauskas’ song “Norai” (Wishes) from the vocal cycle “Trys satyriniai
paveiksléliai” (Three Satiric Pictures) at the end of the section.

CONCLUSIONS

The analysis of the conception of the comic and its categories such as satire,
parody and irony revealed that these phenomena appear in various spheres of
science and art. Different researchers (philosophers, psychologists, etc.) laid the
foundation of the identification of the comic, discussed the origin of laughter,
and, modelling various situations, analysed this phenomenon. As the issue is
still relevant, it is substantiated one more time by the factor and importance
of the comic and its categories - satire, parody and irony. In music various
manifestations of these categories are also found and they have to be dealt with
differently because of different ideas expressed.

The research paper “Expression of Comic Categories in the Vocal Cycles of
the Second Half of the 20th Century” focuses on three main comic categories —
satire, parody and irony and their manifestation in various musical composi-
tions by different composers. In this study, employing works by literary scholars
and musicologists, the limits of the usage of scientific concepts and correlation
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between them were examined; the origins of every category mentioned was
discussed as well as the possible criteria of identification. It became evident
that all of them can exist differently: satire most frequently functions as the
content, often coded in the title of the composition (for instance, Shostakovich’s
“Satires” (Pictures of the Past) Op. 109, Barkauskas’ “Trys satyriniai paveiksléliai
(Three Satiric Pictures), etc.); parody has rather precisely defined identification
(for instance, the obvious likeness to the original, as in Shostakovich’s song
“The Awakening of Spring” from “Satires” (Pictures of the Past) Op. 109, that
parodies Rakhmaninov’s romance “Spring Waters” Op. 14 No. 11); while irony
often appears as a result of the correlation between several comic categories
(for instance, Bruzaité’s song “Gyveno duobkasys kapuos..” (A Gravedigger
Lived in a Cemetery)).

The analysis of several comic vocal cycles revealed that satire in them func-
tions in two ways: as political-social satire and through multilayered subtext
in children’s songs. The definition “political-social satire” was chosen with a
purpose, as musical examples (Barkauskas’ “Trys satyriniai paveiksléliai” (Three
Satiric Pictures) and Bajoras’ “Ziemuzé — balta egluz¢” (Winter, a White Fir
Tree)) were written in the time of the existence of the Soviet Union when the
use of satire was restricted and the number of themes was limited, as criticism
of real political events or persons was theoretically possible, but practically
almost impossible.

The analysis of the vocal cycles by Lithuanian composers showed that
political subtext can be integrated in two ways:

« Employing personification and comparing contrasting characters (hare
and hunter, frog and ox, etc.), illustrative representation of verbal text
in the musical texture and the use of overt mockery (Barkauskas’ vocal
cycle “Trys satyriniai paveiksléliai” (Three Satiric Pictures)).

« Subtly encoding various symbols, metaphors, as well as using various
personifications, but avoiding illustrativeness, expressing much between
the lines (Bajoras’ “Ziemuzé - balta egluzé” (Winter, a White Fir Tree)).

Social satire, on the contrary, was widely spread and popular; it appeared not
only in literature or the press, but also in music, for instance, in Shostakovich’s
vocal cycles “Satires” (Pictures of the Past) Op. 109 and Five Romances to texts
from magazine “Crocodile” Op. 121, where it is found in these aspects:

« In verbal text similar general ideas prevail expressed through satirical
subtext: mocking pseudo-intellectuals, oddities of life in the Soviet Union
and so on (for instance, the song “Misunderstanding”, “The Kreutzer So-
nata” from the vocal cycle “Satires” (Pictures of the Past) Op. 109, etc.).

« The texts chosen fully correspond with the titles and can be reasonably
called satirical pictures (for instance, the ode to bread “with the combine
operator’s hands smeared with kerosene” at the end of Shostakovich’s vo-

>
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cal cycle “Satires” (Pictures of the Past) Op. 109, and Five Romances to
texts from magazine “Crocodile” Op. 121 in the song “Prudence’, etc.).

o The texture of music is often rather simple, sometimes even trite; lyri-
cism and melodiousness are avoided in the melodic line and so on (e.g.,
Shostakovich’s “The Awakening of Spring” from “Satires” (Pictures of the
Past) Op. 109, and “Common Sense” from Five Romances to texts from
magazine “Crocodile” Op. 121, etc.).

Satire in children’s songs is expressed through several differentiated levels,
so that different audiences concentrate on the ideas meant for them. Songs like
these often express undying values: friendship, family, nation, statehood and
so on, but the adults have a deeper perception of them and hear more than
the children - what is between the lines. Several different vocal cycles were
chosen as examples of how satire is used such as Bajoras’ “Kodél?” (Why?) and

“Karnavalas” (Carnival), Senderovas’ “Karvé édé ieng” (Know That Cow) and
Bernstein’s “I hate music!”; therefore, satire in them is expressed in different
ways.

« Symbols that only adults can perceive are used, for instance “shaggy bear” -
asymbol of Russia in the last song “Motulés delnuos” (In Mother’s Palms)
of the cycle “Kodél?” (Why?) etc.; the musical text is rather complicated,
not illustrative and close correlation between word and music is aimed at
(Bajoras’ vocal cycle “Kodél?” (Why?), “Ziemuzé - balta egluz¢” (Winter,
a White Fir Tree)).

« Although the universal values are declared (friendship, family, etc.) it is
done rather illustratively and superficially, not trying to make the listener
listen carefully (Senderovas’ “Karvé édé $ieng” (Know That Cow)).

o When the main ideas are of mostly important for children but remain
relevant throughout all life: perceiving one’s place in the world, the mean-
ing of music, art, etc. (Bernstein’s “I hate music!”).

Investigation of the expression of parody in 20th-century vocal cycles dem-
onstrated the following tendencies: correlation between parody and satire and
techniques of parody - imitation, replication, and quotation (Esti Sheinberg’s
terms). Satirical parody (definition also by Sheinberg) is linked with purpose-
ful parody with the aim to ridicule. A fine example of parody like this is the
second song “The Awakening of Spring” in Shostakovich’s vocal cycle “Satires’
(Pictures of the Past) Op. 109 that parodies Rakhmaninov’s romance “Spring
Waters” Op. 14 No. 11 on several levels:

« Taking several characteristic features of the musical language the paro-
died romance by Rakhmaninov “Spring Waters”: musical structures (for
example, wave-type passages), a dominating 4/4 metre, tempo (Allegro)
and so on and rendering them in an exaggerated way in Shostakovich’s
song “The Awakening of Spring”

]
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« Shostakovich used the imitation of a folk song, the so-called chastushka,
and contrasted it with the particularly romantic song by Rakhmaninov.

« The melodic line is aimed to strengthen the satirical features of the song:
with the help of the recitative of one sound, inserting some features of
a march and splitting the melodic line, instead a melodious vocal part
characteristic of a romance, Shostakovich tried to avoid lyricism greatly
simplifying the vocal part in this way.

The techniques of parody such as imitation, replication and quotation dem-
onstrate several concrete possibilities of the expression of parody in music
that become evident in the analysis of separate songs in the vocal cycles of the
second half of the 20th century: Barkauskas’ song “Varlé ir jautis” (Frog and
Ox) from “Trys satyriniai paveiksléliai” (Three Satiric Pictures), Shostakovich’s
song “To a Critic” and “The Kreutzer Sonata” from “Satires” (Pictures of the
Past) Op. 109 and the song “Prudence” from Five Romances to texts from
magazine “Crocodile” Op. 121. In these works the following aspects of the
expression of parody were revealed:

o Imitation expressed through illustrativeness, when music very exactly
imitates the text; the variety of compositional means also serves it (many
caesuras, fermatas, remarks for performers, etc.); the pictures of conceited
and cunning persons that create the song’s main idea, are contrasted
(Barkauskas’ song “Varleé ir jautis” (Frog and Ox) from “Trys satyriniai
paveiksléliai” (Three Satiric Pictures)).

o Replication is linked with the repetition of the musical material, which
makes a comic effect; this copy is often generated using means contradict-
ing the original, for instance, staccato instead of legato, forte instead of
piano (or vice versa) and so on (Shostakovich’s song “To a Critic” from

“Satires” (Pictures of the Past) Op. 109).

o Quotation can be expressed on several levels:

- When a quotation is precise and it can serve varied functions in the
composition, for instance, reflect the title, use paradox, etc. (Shostako-
vich’s song “The Kreutzer Sonata” from “Satires” (Pictures of the Past)
Op. 109).

- The material is implicated contrasting two contradicting contexts, for
instance, the medieval sequence Dies irae is in the piano part, while
the vocal line is generated employing completely different material,
and the verbal text also has nothing in common with the subject of
religion (Shostakovich’s song “Prudence” from Five Romances to texts
from magazine “Crocodile” Op. 121).

The expression of irony unlike that of satire or parody is the least defined,
as it is more a shade that appears in the musical composition and changes its
main idea. Therefore, in the last chapter of this thesis, attention was focused not
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on examples of pure irony, but on correlations between it and other categories
of the comic (such as satire or parody) and their reflections in the vocal cycles
of the second half of the 20th century music. It turned out that irony in vocal
music can unfold in the following ways: through ambiguity as the main feature
of the structure (overt and covert layers of meaning) and through mutual syn-
theses of comic forms such as satirical irony and irony-parody. All the means
mentioned showed different tendencies of the expression of irony in the vocal
cycles of the 20th century.

o Overt irony is when ideas of ridicule are openly demonstrated in the
composition. In a vocal cycle with the help of irony the verbal and musical
texts complement one another, in this way opening the ironical subtext
of the song even more.

- Irony like this is revealed already in the verbal text, while various
components of the musical language (accentuated rhythmic, motorics,
recitative, etc.) strengthen it.

- It is rendered through the contrasting of two main subjects and musi-
cal characterisation (for instance, Beggar and Rich Man in BruzZaité’s
song “Ubagas nupirkty dvara..” (A Beggar would Buy a Mansion) from

“Triolets”).

o Covert irony depends on ambiguity most of all types of irony, as the
main ideas generated by this type are linked to a covert layer, coded
in the subtexts. The covert layer is linked to contradictions by its very
nature; therefore, it is found in musical examples depending on various
contexts.

- The initial direct treatment of the text is wrong as the main idea is
expressed indirectly (Bruzaité’s song “A§ laimingas esu..” (I am Happy)
from “Triolets”).

- The lyrical mood of the song is meant to ‘mislead’ the audience; there-
fore, the listener has to reconstruct the main idea (Bruzaité’s song “A$
laimingas esu..” (I am Happy) from “Triolets”).

o Satirical irony: due to terminological similarities irony and satire are
interconnected, and in musical compositions they appear as examples of
mutual synthesis. The themes of such compositions are connected with
irony that is expressed in the music texture through the main features
of satire.

- Manifestations of satirical irony in a song appear as an antipode of the
musical text and themes: the ironical idea of the song is expressed in the
musical texture by features characteristic of satire; the complex subject
of death is set off against musical material simplified in a hyperbolised
way (Bruzaité’s song “Gyveno duobkasys kapuos..” (A Gravedigger
lived in a Cemetery) from “Triolets”).
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o Irony-parody: composers who wish to express ironical subtext in a song
often use the waltz, which changes the genre and these changes can be
considered as certain stylisations of the waltz (most often various dances
can be stylised, for instance, the habanera in Barkauskas’ song “Norai”
(Wishes) from “Trys satyriniai paveiksléliai” (Three Satiric Pictures), etc.).
These stylisations can be attributed to parody techniques.

- At first sight a romantic and merry waltz is full of certain stylistic and
harmonic incongruities; therefore, irony unfolds through stylistic con-
trasts in the main style (Poulenc’s “Voyage a Paris” from “Banalités”).

- Irony in a song manifests through the greatly simplified typical features
of the waltz: every measure is emphasised, the same accompaniment
creates a static effect not a permanent movement. In that way the sub-
ject (the waltz) becomes ridicule (Shostakovich’s song “The Kreutzer
Sonata” from “Satires” (Pictures of the Past) Op. 109).

- The song is composed employing some features of the waltz: metre,
tempo, melodic line. Then the waltz becomes the stylisation of the genre
itself, and the expression of irony is linked with the stylistic unevenness
of the waltz in the main style (Barkauskas’ “Incitement” from “Trys
satyriniai paveiksléliai” (Three Satiric Pictures)).

- The stylisation of the habanera produces a comic effect that is strength-
ened by various compositional means (combination of speaking and
singing, slapping the edge of the piano, etc.) and the context where it
appears (a striking similarity to one of the best known operas by Bizet —

“Carmen” and one of the most popular arias of the opera) (Barkauskas’
song “Norai” (Wishes) from “Trys satyriniai paveiksléliai” (Three Satiric
Pictures)).

The vocal cycles with comic expressions are often looked upon as com-
positions of light, humorous nature. However, it should not be forgotten that
humour is one of the comic categories, while in music and others branches
of art there are many others (such as irony, satire, parody and so on). These
comic categories create ambiguity linked with incongruity the aim of which is
to attract attention to the meanings hidden between the lines and make one
reflect. Therefore, having analysed the tendencies of expression characteristic
of satire, parody and irony in the vocal cycles of the second part of the 20th
century further research could be directed to the spread of the comic expres-
sions mentioned in instrumental compositions. There, analysis of this specific
type will be much more complicated due to the absence of verbal text. But at
the same time it can reveal new contexts useful not only for interpretation but
also for the understanding of the composition.
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