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IVADAS

Religiné muzika fortepijonui — gana kontroversiskas kultaros reiskinys, reika-
laujantis paaiskinimy, papildomy tyrimy ir naujy jZvalgy. Per 300 fortepijono
istorijos mety $is instrumentas niekada nebuvo tiesiogiai siejamas su religija,
priesingai, XIX a. estetikos jtakoje susiformavusios pianizmo vertybés daugeliu
aspekty priestarauja religinei pasauléziarai.

Fortepijono meno suklestéjimo laikotarpiu — XIX amziuje — muzikoje
émeé vis labiau jsigaléti pasaulietiSkumas. Pastebimai sumazéjo kompozitoriy
démesys religiniams Zanrams, o kai kurie tuo laikotarpiu sukurti religiniai
kariniai yra laikomi tipi$kais pasaulietiskumo verzimosi | religine muzika
pavyzdziais. Konkreciai fortepijono menui didziule jtaka padaré pianistai vir-
tuozai (E. Lisztas, S. Thalbergas, Ch. V. Alkanas ir kt.), kuriy déka fortepijonas
ilgainiui tapo populiariausiu tiek profesionaly, tiek mégéjy instrumentu. XIX a.
fortepijonas atliko kelias pagrindines funkcijas. Salia to, kad jis buvo koncerti-
nés virtuozinés praktikos instrumentas, jo vaidmuo siejosi ir su Seimos zidinio
bei moteriskumo simbolika (A. Loesser, 2011; R. Leppert, 1992). I$skirtinj
instrumento populiaruma lémé prigimtinis fortepijono universalumas. Siam
klavi$§iniam instrumentui nesunkiai buvo galima pritaikyti ir juo atlikti jvai-
raus pobuidzio ir zanro muzika, taip pat ir religinio turinio kirinius. Sis salytis
tapo jdomiu rei$kiniu, jne$usiu j fortepijono meng naujy, nejprasty spalvy,
praplétusiu paties instrumento raiSkos sampratos turinj. Sékmingg sakralumo
fortepijoninéje muzikoje sklaidg jrodo puikis Zymiy uZsienio kompozitoriy -
C. Francko, E Liszto, O. Messiaeno, A. Pirto ir kity - religinés muzikos kariniai.
Be to, tokios kiirybos pavyzdziy esama ir tarp lietuviy autoriy opusy. Pazintis
su tokio tipo muzikos kariniais inspiravo norg tyrinéti sritj, daznai nepelnytai
liekan¢ia kity fortepijono vertybiy Sesélyje.

Sio darbo objektas - sakralumas fortepijoninéje muzikoje, jo raiska jvairiy
tipy muzikiniais ir nemuzikiniais zenklus, jy jtaka atlikéjiskai interpretacijai.
Perzvelgus $io reikinio sklaidg XX-XXI a. kompozitoriy karyboje religine
tematika, démesys sutelktas j keturiy kompozitoriy — O. Messiaeno, A. Pérto,
A. Remesos ir M. Natalevi¢iaus — karybine praktika; tyrimas grindziamas jy
karybos pavyzdziais.

Tiriamojo darbo tikslas — nustatyti universalius, religinei fortepijoninei
karybai badingus kompozicinius sakralumo raiskos budus ir priemones skir-
tingy kompozitoriy karyboje. Taip pat $iuo tyrimu siekiama jvardyti problemas,
aktualias religinio pobudzio muzikg atliekantiems pianistams, ir pateikti jy
sprendimo rekomendacijas.

Siekiant uzsibrézto tikslo suformuluoti $ie uzdaviniai:

« apzvelgti religinio muzikos stiliaus ypatybes, susiformavusias estetines

nuostatas, pristatyti jvairiy autoriy pateiktas sakralinés muzikos klasifi-



kacijas bei nustatyti kariniy fortepijonui religinémis temomis vieta
religinés muzikos kontekste;

« i$nagrinéti prielaidas tokio pobudzio muzikos atsiradimui ir funkcio-
navimui (fortepijono naudojimas religinéje muzikoje, kompozitoriy
pasirinkimo intencijos);

« nustatyti sakralumo raiskos religinéje muzikoje fortepijonui budus ir
priemones, jy vartojimo désningumus uZsienio ir lietuviy kompozitoriy
karyboje;

« idtirti religinés fortepijoninés muzikos atlikimo specifika, identifikuoti
problemas, su kuriomis susiduria tokio pobudzio muzikos atlikéjas;

« suformuluoti pianistui skirtas religinés fortepijoninés muzikos atlikimo
rekomendacijas;

« vieSuose koncertuose atlikti dalj darbo analizés objektais pasirinkty
kariniy ir sustiprinti asmenine tokio tipo kariniy atlikimo patirtj.

Darbe taikomi istorinis, apra§omasis, empirinis, lyginamasis, taip pat her-
meneutinés, semiotinés ir kompleksinés muzikos kariniy analizés metodai.
Tyrinéjant laikomasi istori$kumo principo, o su tyrimo objektu susije faktai
pateikiami naudojant aprasymo metoda. Svarbia tyrimo dalj sudaro patirtis,
igyta tiesiogiai bendradarbiaujant su analizuojamy lietuvisky kariniy autoriais
(A. Remesa ir M. Natalevic¢iumi). Siekiant i$siaigkinti vyraujancius sakralu-
mo raiskos muzikoje fortepijonui budus pasitelkiama lyginamoji ryskiausiy
XX-XXI a. uzsienio kompozitoriy religiniy kariniy fortepijonui analizé.
Remiantis lyginimo principu, tokiy rai$kos analogijy ieskoma ir panasaus
pobudzio lietuviy autoriy karyboje. Siekiant atskleisti konkrec¢ias muzikines
sakralumo raiskos priemones tiek uZsienio, tiek lietuviy kompozitoriy ka-
riniuose fortepijonui, taikomi hermeneutinés, semiotinés ir kompleksinés
analizés metodai.

Muzikologijoje fortepijoniné karyba religine tematika yra mazai tyrinétas
rei$kinys. Lietuviy muzikologijoje jis specialiai taip pat néra nagrinétas, todél
tai suteikia darbui originalumo. Tyrimo rezultatai yra aktualas tiek teoreti-
kams, tiek muzikams praktikams (pianistams, kompozitoriams ir kitiems), jie
suteikia argumenty muzikinés interpretacijos problemy sprendimui, skatina
labiau domeétis $ia netradicine fortepijoninés muzikos sritimi. Derinant teori-
ne ir praktine veiklg tikimasi prisidéti prie $io Zanro muzikos populiarinimo,
tinkamo jos jvertinimo ir gilesnio supratimo.

Literatiiros apZvalga. Tyrimo metu naudotasi labai jvairiais $altiniais -
garso ir vaizdo jrasais, interneto duomeny bazése esancia informacija, tac¢iau
didzioji dalis jzvalgy padaryta remiantis moksline literatara. Siekiant apibrézti
religinj stiliy, i$siaiSkinti sakralumo identifikavimo muzikos mene kriterijus
bei atsakyti j religinés muzikos atlikimui aktualius klausimus, buvo pasitelkti
sakralinés muzikos tyréjy straipsniai. Daugiausia informacijos rasta liturginia-



me zurnale Adoremus, taip pat P. Calldwelo (1994), B. Pociejaus (1989, 1990)
straipsniuose. Aktualios lietuviskos literatiros nagrinéjama tema pagrinda
sudaro D. Kalavinskaités darbai (2009, 2010).

Pagrindiniu informacijos $altiniu tyrinéjant fortepijono ir kity muzikos
instrumenty sasajas su baznycia tapo 95-1977 m. popieziy jstatymy rinkinys
(Papal Legislation on Sacred Music 95 A. D. to 1977 A. D.), kuriame apibréziami
jvairiy laikotarpiy reikalavimai Kataliky Baznyc¢ios apeigy bei koncerty metu
skambanciai muzikai. Analizuojant fortepijono funkcijy sampratos raida,
daug naudingos informacijos rasta J. Parakilaso knygoje ,,Piano Roles“ (2001).
Aptariant pianisty virtuozy kultiros specifika daugiausia remtasi M. Mitchello
knyga ,Virtuosi“ (2000). Muzikavimo namuose reiskinio ypatumai plac¢iausiai
atskleisti A. Loesserio monografijoje ,,Men, Women and Pianos® (2011), kurioje
autorius analizuoja fortepijono funkcijas XIX a. laikotarpio socialiniame kon-
tekste. Vertingos informacijos $ia tema taip pat rasta R. Lepperto straipsnyje

»Sexual Identity, Death, and the Family Piano“ (1992).

Gilinantis j O. Messiaeno muzikine-teologine koncepcija daugiausia remtasi
Siglindos Bruhn hermeneutine analize (1997, 2007). Svarbus pirminis informa-
cijos $altinis gilinantis j $iag tema buvo O. Messiaeno knyga ,,The Technique of
my Musical Language® (1956), taip pat — kariniy pradziose pateikti jvadiniai
straipsniai-komentarai. Siam darbui aktualiy analizés pavyzdziy sakralumo
rai$kos aspektu rasta B. Pociejaus (1989, 1990), C. Pickstock (2007), A. Shen-
tono (2008), S. van Masso (2009), M. Stephenso (2007) tekstuose.

Su Messiaeno muzikos atlikimu susijusios rekomendacijos pateiktos
remiantis tiek atlikéjy, tiek teoretiky jZvalgomis. Svarbiu $altiniu tapo Jono
Gillocko knyga ,,Performing Messiaen’s Organ Music“ (2010), kurioje Zymus
vargonininkas dalijasi 60-yje Messiaeno meistriSkumo pamoky jgyta patirtimi.
Messiaeno muzika tyrinéjusio autoriaus Nicholo Armfelto straipsnyje ,,Emotion
in the Music of Messiaen® (1965) rasta vertingos informacijos apie emocinj $io
kompozitoriaus muzikos poveikj, taip pat emocinés komunikacijos ir atlikimo
raiskos pobudj. Gilinantis j bendruosius stiliaus ir konkrecius pianistinius
Messiaeno muzikos atlikimo aspektus remtasi Peterio Hillo straipsniu apie
Messiaeno kariniy fortepijonui interpretacija, taip pat darbo autorés jgyta
patirtimi dalyvaujant profesoriaus Pierreo Reacho meistriskumo kursuose,
atliekant Messiaeno ciklo ,,Dvidesimt Zvilgsniy j kadikeélj Jezy“ (Vingt regards
sur lenfant-Jésus, 1944) pjeses.

A. Pirto sakralinés muzikos koncepcija tyrinéta remiantis Paulo Hillierio
monografija ,,Arvo Part“ (1997), internete skelbtais Jameso McCarthyo ir
Geoffo Smitho interviu su kompozitoriumi. Vertingiausia informacija tiriant
lietuviy kompozitoriy A. Remesos ir M. Natalevic¢iaus sakraline karyba for-
tepijonui tapo darbo autorés atlikti interviu (interviu pateikti prieduose Nr. 2
ir Nr. 3) - ju metu buvo siekiama atskleisti kompozitoriy karybines intencijas,



paskatas kurti religine muzika fortepijonui, poziarj i sakraline simbolika ir jos
taikyma savo karyboje.

1. SAKRALUMAS IR FORTEPIJONINE KURYBA

1.1. Sakralumas muzikoje

Religinés muzikos apibréitis. Atsizvelgiant j jvairiy muzikology (G. Adleris,
D. Kalavinskaité, J. Vilimas) i§skirtus religinei muzikai badingus poZymius
nustatyta, kad $io tiriamojo darbo analizés objektais pasirinkti kariniai for-
tepijonui turéty buti priskiriami religinés muzikos kategorijai. Visa $iame
darbe analizuojama fortepijoniné muzika néra skirta atlikti apeigy metu ar
baznycioje, taciau su religija ja sieja autoriy karybiné intencija bei paciuose
kariniuose uzkoduota sakraliné simbolika. Apibréziant tyrimui aktualias
sgvokas taip pat svarbu pabrézti, kad, remiantis etimologine ZodzZio sacralis
reik§me bei muzikos enciklopedijoje pateiktais su religija susijusiy muzikos
kategorijy (liturginés, baznytinés, sakralinés ir religinés) apibrézimais, $iame
tirilamajame darbe sgvokos ,,religiné muzika® ir ,,sakraliné muzika® vartojamos
sinonimiskai.

Religinés muzikos bruozai. Nagrinéjant koreliacija tarp religijos ir mu-
zikos nustatyta, kad sakralinés muzikos kariniuose dominuoja trys svarbios
sasajos galimybés: 1) sukarimo tikslas, 2) turinys ir 3) paskirtis. Visos jos
figiruoja religinés muzikos kariniuose, o bent vienos i$ jy funkcionavimas i§
pirmo Zvilgsnio pasaulietinés muzikos kariniuose sudaro salygas juos nagri-
néti sakralumo raiskos aspektu. Be to, dauguma religinés muzikos tyrinétojy
(P. Caldwellas, J. T. Benzmilleris, W. Mahrtas, J. Ratzingeris) atkreipia démesj,
kad identifikuojant muzikos sakraluma ne maziau svarbus yra kokybinis
muzikos vertés aspektas, imanentiskai kuriantis prielaidas sakralumo sklaidai
muzikoje. Egzistuoja nuomong, jog $ventumas gali skleistis tik meniskai ver-
tinguose kariniuose.

Religinis muzikos stilius. Ne vienas muzikos tyrinétojas sieké iskirti,
apibrézti budingiausias religinés muzikos savybes, nagrinéjo religinio stiliaus
problema, taciau akivaizdu, kad $iuo klausimu prie bendros nuomonés prieiti
sunku. Kartais netgi abejojama, ar toks reiskinys kaip ,,religinis stilius“ apskritai
egzistuoja (Bruveris, 1996). Baznytinio stiliaus tema gana i§samiai analizuota
Kataliky Bazny¢ios dokumentuose. Juose pabréziama, kad vokalinei kirybai
baznycioje teikiama pirmenybé prie§ instrumenting muzika, kadangi liturgi-
joje didele svarbg turi zodis. O pavyzdiniu religinés muzikos kiirimo modeliu
laikytinas grigaliskasis choralas. Jo stiliaus tradicija rekomenduotina sekti ne
tik kompozitoriams, bet ir liturginés, baznytinés ar $iam tyrimui labiausiai
aktualios - religinés muzikos atlikéjams.



1.2. Pianizmo estetikos ir sakralinés muzikos nuostaty sankirtos ir
saveikos

Fortepijonas populiarumo vir$ane pasieké XIX a. ir buvo vertinamas dél savo
universalumo bei pla¢iy skambesio dinamikos galimybiy. Jis paplito ir priva-
¢iuose salonuose, ir koncerty salése, buvo naudojamas kaip solinis ir kartu
kaip akompanuojantis instrumentas, kartais prilyginamas net visam orkestrui
(F. Lisztas), o juo perteikiamos muzikos vaizdiniai siejami su romantiky iskelto-
mis estetinémis kategorijomis ,virtuozi$kumas®, ,, koncerti$kumas®, ,,emociona-
lumas* , lyrika“, ,romantika“ ir pan. Sis pasaulietines vertybes spinduliuojantis
muzikos instrumentas XIX a. nebuvo tapatinamas su sakralinés muzikos sfera,
o sakralumo apraisky paieskos to meto fortepijoninéje muzikoje i pirmo Zvilgs-
nio galéty pasirodyti priestaringas reiskinys. Sakralumas i$ esmés oponuoja
vienai i§ dviejy vyraujanc¢iy XIX a. fortepijono meno praktiky - koncertinei,
ir tik kartkartémis figiiruoja namy muzikavimo praktikoje.

Apzvelgus 300 mety fortepijono istorija, instrumento funkcijas jvairiais
laikotarpiais bei i$tyrinéjus sakralinés muzikos fortepijonui fenomeng paste-
béta, kad, nepaisant priskyrimo pasaulietinés muzikos instrumentams, jis kaip
vargony pakaitalas buvo naudojamas bazny¢ioje, be to, kiekviename amziuje
atsirasdavo kompozitoriy, papildanciy fortepijonui skirtg repertuarg religinés
tematikos kuriniais. Tai lémé kelios priezastys: 1) fortepijono funkcinis uni-
versalumas (jis leido imituoti kity instrumenty tembrus arba, esant poreikiui,
juos pakeisti); 2) instrumento populiarumas muzikos praktikoje; 3) asmeninis
kompozitoriaus ry$ys su instrumentu (kai kompozitoriai patys buvo pianistai
arba kurdavo jkvépti artimyjy ar kity savo laikotarpio pianisty).

1.3. XX-XXI a. kompozitoriy sakralinés muzikos samprata ir jos sklaida
kiryboje fortepijonui

Religinés fortepijoninés muzikos sampratg atskleidzia individualas kompozito-
riy sakralinés karybos pavyzdziai ir konkretas atvejai, kai sakralumas ryskéja
karyboje fortepijonui. Atsizvelgiant | tai, $iame darbe pristatomos keturiy
skirtingy kompozitoriy - Oliviero Messiaeno, Arvo Pirto, Alvido Remesos ir
Mykolo Natalevi¢iaus - sakralinés karybos nuostatos. Sprendima apsiriboti
butent iy keturiy autoriy religinio turinio muzikos analize lémé aplinkybé,
kad kiekvieno jy karybos sarase yra bent keli $io zanro muzikos pavyzdziai,
skirti batent fortepijonui solo.

Trecio poskyrio teoriné medziaga pirmiausia skirta argumentuoti antrajame
tiriamojo darbo skyriuje analizuojamy kariniy priskyrimga religinés muzikos
kategorijai. Siuo tikslu siekta igsiaiskinti i$vardyty kompozitoriy paskatas kurti
religine muzika, jy pozitrj j tokios muzikos paskirtj, taip pat — kiek nejprasta
pasirinkimg kurti $io Zanro muzikg fortepijonui. Daug démesio pristatant
autoriy karybines idéjas skirta atskleisti kompozitoriy poziurj j religinés mu-



zikos simbolika, jos taikyma savo karyboje. Lyginant keturiy kompozitoriy
sakralinés muzikos sampratas tikimasi suformuluoti tam tikrus apibendrini-
mus, atskirti individualius ir universalius sakralumo raiskos désnius karyboje
fortepijonui. O detalesné $iy désniy muzikos kariniuose analizé pateikiama
antrajame tiriamojo darbo skyriuje.

Keturiy kompozitoriy — Messiaeno, Pirto, Remesos, Natalevi¢iaus - sakra-
linés muzikos karybos ir sklaidos koncepcijy bei sampraty analizé atskleidé jy
stiliaus individualuma ir unikaluma. Nepaisant to, bendros karybinés intencijos
ir akivaizdas muzikinés praktinés veiklos atitikimai lémé tam tikrus muzikinés
kalbos panasumus. Visi keturi kompozitoriai - tai asmenybés, kuriy didZiaja
gyvenimo dalj ar net visg gyvenima bazny¢ia buvo svarbi tiek asmeninéje
(tikéjimo i§pazinimas), tiek karybinés veiklos (vargonavimas, giedojimas baz-
nycios chore, senosios muzikos, grigaliskojo giedojimo, teologinés studijos)
plotmése. Tailémé, kad tyrinéjamy autoriy karybos sarasuose religiniai opusai
yra ne pavieniai, bet daznai esminé, svariausia kiirybos dalis. Siy kompozitoriy
sakraliniy kariniy paskirtj pasaulietinés prigimties instrumentui fortepijonui
lémé du pagrindiniai veiksniai: 1) fortepijono kaip instrumento universalumas;
2) asmeninis kompozitoriaus santykis su $iuo instrumentu.

Gilinantis j minéty kompozitoriy karybines intencijas iSry$kéjo du sakrali-
nés muzikos fortepijonui tipai: 1) programiné, religiniais siuZetais grista kairyba
ir 2) maldos ritualg imituojanti religiné kontempliaciné muzika. Pirmojo tipo
kariniai gristi sacrum ir profanum vaizdiniy kontrastais, o jy sacrum vaizdiniai
turinio ir paskirties pozitriu labai artimi kontempliatyvaus pobudzio kiariniams.
Dél $ios priezasties analogijos akivaizdZios ir jy muzikinéje bei simbolinéje rais-
koje. Antrajame tiriamojo darbo skyriuje visi i$vardyti simbolikos ir muzikos
raiskos elementai pristatomi kaip sakralumo Zenklai, o jy sklaida iliustruojama
konkreciais minéty kompozitoriy kiriniy pavyzdziais.

2. SAKRALUMO ZENKLAI IR JU PERSKAITYMAS
XX-XXI A. KOMPOZITORIU KURINIUOSE FORTEPIJONUI

Nagrinéjant sakralumo fortepijoninéje muzikoje apraiskas, identifikuojant
kariniuose figiiruojancius zenklus, tyrimo metu buvo analizuojami keturiy
kompozitoriy - O. Messiaeno, A. Pérto, A. Remesos ir M. Natalevi¢iaus —
sakralinés fortepijoninés muzikos opusai. Konkreciais kariniy pavyzdziais
siekiama atskleisti su sakralumu siejamy zenkly ir simboliy universaluma, jy
rai$kos bendrumus (ir skirtumus) skirtinga muzikos stilistika grindziamoje
karyboje. Pastebéty komponavimo tendencijy universalumui i$ryskinti patei-
kiami ir kai kurie romantinio laikotarpio kompozitoriy (E Liszto, C. Francko)
kariniy fortepijonui pavyzdziai. Remiantis vieno i§ moderniosios semiotikos
pradininky Charleso S. Peirceo (1839-1914) zenkly klasifikacija, visi sakralumo
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rai$kai pasitelkiami elementai priskiriami atitinkamai ikonos arba simbolio tipo
zenklams. Remiantis konkreciais kiriniy pavyzdziais nagrinéjama $iy Zenkly
rai$kos fortepijoninéje muzikoje specifika.

2.1. Sakralumo raiSka religiniais ir muzikiniais Zenklais

2.1.1. ,,Sakralaus laiko® raiska

Tyrinéjant XX-XXI a. kompozitoriy religine karyba fortepijonui pastebéta,
kad kompozitoriai, siekdami joje perteikti sakralumo vaizdinj, pirmiausia
susitelkia ties specifine laiko raiska. Atskleisti keturi ,,sakralaus laiko* karimo
budai. Pirmuoju budu perteikiama ,,sakralaus® ir ,,profanisko“ laiko priespriesa.
Tai kompozitoriai jgyvendina per atitinkama ritmo raiska. Antrasis ir treiasis
buadai orientuoti vien j ,,sakralaus laiko“ tékmés karimg. Antruoju badu ritua-
linés kontempliacijos siekiama per stati$ka muzikos elementy judéjima laike, o
tre¢iuoju - sutelkiant démesj j monotoniska vieno garso kartojima. Ketvirtasis

»sakralaus laiko“ kiirimo budas susijes su tuo, kaip sakralumo vaizdinys pertei-
kiamas karinio formoje. Visi i§vardyti raiSkos budai pagal Peirceo klasifikacija
traktuotini kaip ikonos tipo sakralumo Zenklai, nes yra naudojami amzinybés
(arba laiko) vaizdiniui muzikoje i$reiksti.

2.1.2. Religiniy kariniy citavimas ir tradiciné sakraliné simbolika

Greta ,,sakralaus laiko" formavimo procesy viena akivaizdziausiy ir lengviausiai

atpazjstamy komponavimo priemoniy, skirty sakralumo raiskai, yra religiniy

kariniy citavimas bei tradicinés sakralinés simbolikos taikymas. Pagal Peirceo

klasifikacijg $ie sakralumo raiskos budai priskirtini ikonos tipo sakralumo Zen-
klams, nes bet kokj salytj su tradicine sakraline muzika turéjusiam klausytojui

ju identifikavimas kelia tiesiogines asociacijas su sakralumu.

Pasirinkty autoriy kuriniy analizé parodé, kad vienokio ar kitokio pobudZio
citavimo apraisky aptikta beveik visy analizuojamy autoriy kariniuose. Tiksliy
citaty ar sgsajy su kriksc¢ioniskaja numerologija nebuvo pastebéta tik A. Parto
riationen zur Gesundung von Arinuschka, 1977), taciau juose citavimg atsveria
kitas, tiesiogines asociacijas su sakralumu inspiruojantis zenklas - viduramziy
muzikos stilizacija (tai nagrinéjama poskyryje 2.1.3.).

2.1.3. Skirtingy epochy muzikos ir Zanry stilizacija

Tradiciniy religiniy kariniy citavimas glaudziai siejasi su ankstesniy epochy
ir joms biidingy Zanry stilizavimu. Sios dvi sakralinés simbolikos tendencijos
neretai egzistuoja greta arba netgi susipina. Aliuzijos | praeities muzikg tiek
stiliaus, tiek Zanro aspektais daugiau ar maziau ryskios visy Siame tiriamajame
darbe analizuojamy kompozitoriy karyboje. Tendencija sakralumo vaizdinj

11



formuoti per senosios muzikos stiliaus asociacijas pastebima ne tik XX-XXI a.
karyboje. Itin ryskiy tokio komponavimo principo pavyzdziy aptikta roman-
tizmo epochos repertuare fortepijonui. Pagal Peirceo klasifikacija stilizacija
priskirtina ikonos tipo sakralumo Zenklui.

Sakraliniy kariniy fortepijonui analizé atskleidé, kad stilizavimo metodas
sakralumo vaizdiniui perteikti gausiausiai taikomas postmodernistinéje A. Par-
to ir M. Natalevic¢iaus kiiryboje. O modernios muzikinés kalbos Messiaeno ir
Remesos cikluose fortepijonui aliuzijy i praeities muzika yra gerokai maziau.
Tai rodo, kad $iems kompozitoriams, ypa¢ Messiaenui, budingesnés origina-
liy sakralumo raiskos priemoniy paieskos nei siekis sekti senosios sakralinés
muzikos tradicijomis.

2.1.4. Harmonija kaip sakralumo semantika

Tarp populiariausiy priemoniy sakralumo vaizdiniui muzikoje perteikti
jvairiy kompozitoriy kiiryboje taip pat yra specifiné harmoniné raiska. Si
komponavimo tendencija siejasi ir su stilizacija, nes sacrum $iuo atveju vélgi
perteikiamas per kuriamojo laikotarpio stiliui kontrastuojanc¢ius harmoninius
elementus. Atsizvelgiant | tai, tokio pobudzio sakralumo raigka irgi priskirta
ikonos tipo zenklui.

Sakralumo vaizdinio perteikimas konsonansiniais harmoniniais saskam-
biais (panasiai kaip susitelkimas j ,sakralaus laiko“ formavimo procesus) yra
vienas dazniausiy universaliy sakralumo Zenkly. Harmoniné religiniy opusy
fortepijonui analizé parodé, kad si raiSkos priemoné sakralumo vaizdiniui kurti
naudojama visuose $iame darbe tyrinéjamuose kompozitoriy kariniuose.

2.1.5. Sakralumo raiska per tembrg

Kompoziciniu poZiariu tembro formavima muzikoje nulemia keliy raiskos
elementy junginys. Tembrinei iSrai$kai didelés jtakos turi registro parinkimas,
faktariniai, dinaminiai ir artikuliaciniai sprendimai. Religiniuose kariniuose $ie
elementai egzistuoja kaip veiksmingiausios priemonés formuojant su sakralumu
ir mistika asocijuojama ,,nezemiska“ garso spalva.

Analizuojant sakraline muzika fortepijonui pastebéta, kad tembras yra
viena i§ svarbiy priemoniy formuojant kontrastg tarp sacrum ir profanum
praduy. Nustatyta, kad nezemiskajj pasaulj reprezentuoja krastiniy fortepijono
registry garsai, o Zmonija — vidurinio registro. Taip pat pastebéta, kad mistinis
krastiniy registry tembras dazniausiai sutampa su tritonio ar padidintyjy in-
tervaly skambesiu. Pagal Peirceo klasifikacijg mistinei sacrum atmosferai kurti
pasitelkiama tembriné rai$ka priskirta ikonos tipo sakralumo zenklui.
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2.1.6. Su sakralumu siejamy objekty vizualinés ir akustinés imitacijos

Gana daznas atvejis sakralinéje muzikoje fortepijonui yra varpy skambesio imi-
tavimas. Savo prigimtimi fortepijonas yra musamasis instrumentas, tad varpy
imitavimui yra itin parankus. Varpy skambesiui budingas tono neapibréztumas
fortepijonu dazniausiai imituojamas sudétingos sandaros akordais-klasteriais.
Tokiy imitacijos pavyzdziy gausu O. Messiaeno kiryboje fortepijonui. Varpy
simbolika persmelktas visas $io kompozitoriaus ciklas ,Dvidesimt Zvilgsniy i
kadikelj Jézy“. Sasajas su $iuo sakraluma reiSkianciu objektu tiksliai identifikuoti
padeda ir konkrec¢ios kompozitoriaus Zodinés nuorodos. Varpy skambesio
imitacijos jvairiomis formomis sutinkamos visuose $iame tiriamajame darbe
analizuojamuose kariniuose.

Taip pat ne re¢iau pastebimas imitavimo objektas sakralinéje muzikoje
fortepijonui yra vargonai. Sasajas su tradiciniu sakralinés muzikos instrumentu
i$ryskina ne tiek garsinés asociacijos, pastebétos varpy skambesio imitavimo
atveju, taciau specifinés vargoninés faktaros pritaikymas kariniuose fortepi-
jonui. Tikétina, kad tai nulémé glaudus visy analizuojamy kompozitoriy rysys
su vargony menu tiek kompozicijos, tiek atlikimo srityje.

Kriks¢ioniskosios kultiiros aplinkoje uzaugusiam zmogui tiek varpy, tiek
vargony skambesys siejasi su bazny¢ios vaizdiniu. Siy instrumenty skambesio
imitacijas jis pasgmoningai identifikuoja kaip asociatyvius sakralumo simbo-
lius. Todél pagal Peirceo klasifikacija varpy ir vargony imitavimas karyboje
fortepijonui priskirtinas ikonos tipo sakralumo zenklui.

2.1.7. Originali O. Messiaeno sakraliné simbolika

Siame tiriamajame darbe analizuojamy autoriy sakralinés muzikos samprata,
nepaisant stiliy individualumo, didZiaja dalimi atitinka atskleistas bendrasias
sakralumo raiskos tendencijas. Tac¢iau dalis Messiaeno cikle ,,Dvides$imt
zvilgsniy j kadikeélj Jézy“ egzistuojancios religinés simbolikos yra unikali ir
reikalauja specialios analizés. Cikle i§skirti $ie originaliis sakralumo Zenklai:
1) pauks¢iy giesmiy imitacijos; 2) dermiy sasajos su teologinémis prasmémis;
3) Fis-dur tonacijos simbolika; 4) simbolinés akordy ir intervaly formos; 5) tony
sakraliné simbolika.

2.2. Sakralumo Zenkly identifikavimo reik§mé muzikos atlikimui

Tinkamas identifikuoty zenkly ir jais kuriamy sacrum vaizdiniy perteikimas
klausytojui pirmiausia susijes su religinio stiliaus pajautimu. Ta¢iau svarbu
pabrézti, kad, nepaisant panasiai taikomy sakralumo raiskos priemoniy, visy
$iame darbe analizuojamy kompozitoriy stilius yra individualus. Taigi pianis-
tas, atlikdamas skirtingy autoriy karinius, su tais paciais sakralumo Zenklais
susiduria vis kitame kontekste. Vienais atvejais (koncertinio tipo muzikoje)
sacrum raiSka téra kontrastais grjstos dramaturgijos dalis, kitais (kaip budinga
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liturginei muzikai) ji tampa kirinio pagrindu. Skirtingas kariniy dramatur-
gijos formavimo pobudis lemia ir atitinkamus su atlikimo stiliumi susijusius
interpretacinius sprendimus. Be to, kiekvieno kompozitoriaus karybos sacrum
epizodai, priklausomai nuo jy karybiniy intencijy, yra skirtingai emociskai
intensyvas. Siekiant atskleisti $iuos skirtumus, tiriamajame darbe susitelkta j
kelis atlikimo stiliui jtaka darancius aspektus: emocinés komunikacijos tarp
kompozitoriaus, atlikéjo ir klausytojo pobudj, emocijy raiskg atlikimo metu
ir techninius / pianistinius atlikimo aspektus.

2.2.1. O. Messiaeno ir A. Pdrto kiiriniy fortepijonui interpretacijos ypatumai
Analizuojamos Messiaeno ir Piarto muzikos nepavadintume nei baznytine,
nei liturgine, tac¢iau akivaizdu, kad ji néra ir tradici$kai koncertiné. Abiejy
autoriy karyba fortepijonui yra koncertinés paskirties, ta¢iau pagal savo
turinj ir intencija neatsiejama nuo religijos. Messiaeno tikslas - tikéjimo
tiesy sklaida. Pirto - religinés kontempliacijos siekis. Siy kirybiniy intencijy
skirtumy suvokimas atlikéjui yra svarbiausia nuoroda i emocinés komuni-
kacijos pobudj ir atitinkama emocijy rai$ka atliekant analizuojamy autoriy
sakraling muzika.

Pianizmo atzvilgiu tiek Messiaeno, tiek Parto analizuojamy kariniy forte-
pijonui atlikimas i§ esmés reikalauja universaliy jgadziy. Tac¢iau darbo autorés
analizuojamy kariniy atlikimo praktika padéjo atskleisti kelis techninius as-
pektus, reikalaujancius iskirtinio pianisto démesio. Pirmiausia, susidiirimas su
sakraline muzika fortepijonui - tai galimybé tobulinti garso i$gavimo technika.
Analizuojamuose kariniuose (jy sacrum epizoduose) paprastai dominuoja léti
tempai ir minimalistiné faktara, todél pagrindiniu jrankiu siekiant meninés
jtaigos tampa operavimas subtiliais tembriniais niuansais. Be to, sacrum epizo-
dams daznai budinga polifoniné fakttira, o pianistiniu atzvilgiu tai vélgi susije
su gebéjimu diferencijuoti atskiry balsy garsumg ir tembra.

2.2.2. A. Remesos ir M. Nataleviciaus kiirybos fortepijonui atlikéjiskasis
aspektas

Interpretuodamas lietuviy kompozitoriy karyba atlikéjas susiduria su labai
panasiomis problemomis kaip ir atlikdamas Messiaeno bei Parto muzikg. Taciau,
nepaneigiant ankstesniame poskyryje pateikty interpretaciniy rekomendacijy
aktualumo lietuviskos muzikos atlikimui, pastebéta, kad kai kurios jZvalgos
turéty bati sukonkretintos, papildytos ir aptartos individualaus kompozitoriy
stiliaus kontekste.

Analizuojant lietuviy kompozitoriy kariniy atlikimo klausimus labiausiai
siekiama pasidalyti Ziniomis, jgytomis bendraujant su kompozitoriais asme-
niskai, diskutuojant apie pasirinkty kariniy interpretacija bei juos grojant.
Bendradarbiaujant tiek su Remesa, tiek su Natalevi¢iumi pavyko atskleisti
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atlikimui svarbios informacijos, kurios i§ pradziy buvo pasigesta naty tekste.
Kompozitoriy vizijos ir pageidavimai, kaip atlikti konkrecius kariniy epizodus,
ir darbo autorés patirtis tai jgyvendinant padéjo suformuoti detalesnes inter-
pretacines butent iy autoriy kariniy atlikimo rekomendacijas.

Kaip ir analizuotieji uzsienio kompozitoriy kariniai, tyrinéjama lietuviy
autoriy sakraliné muzika stiliaus poziariu yra labai jvairi, ta¢iau universaliy
sakralumo Zenkly identifikavimas joje vélgi diktuoja panasius sacrum epizo-
dy interpretacinius sprendimus. Skirtumai i$ryskéja tiktai emocinéje sacrum
epizody raiskoje. Siuo pozitiriu vienais atvejais isry$kéja sgsajos su Messiaeno
religinio turinio epizody interpretacija, kitais — su Pérto.

2.2.3. Sacrum raiskos percepcija (muzikos klausymosi patirties tyrimas)
Muzikos atlikéjui, rengian¢iam karinio interpretacijos strategija, neabejotinai
pravartu zinoti, kaip klausytojas reaguoja j skambanciag muzika ir kiek $iuo
atveju jis pajégus atpazinti, sgmoningai jvertinti uzkoduotus Zenklus bei jy
raiSkos priemones. Taip pat pravartu pasitikrinti, ar atlikéjo kuriamas vaizdinys
suprantamas ir ar tiesiogiai pasiekia klausytoja.

Siekiant nustatyti, kaip Messiaeno muzika veikia klausytoja ir ar teorinés
karinio turinio interpretavimo prielaidos bei kurinyje jvairiomis priemonémis
uzfiksuoti vaizdiniai sutampa su klausytojo supratimu, buvo atliktas empirinis
tyrimas anketavimo metodu. Tyrime dalyvavo 32 asmenys nuo 17 iki 59 mety
(amZiaus vidurkis — 33 m.). Puse¢ apklaustyjy (16) sudaré profesionaltis muzikai,
studijuojantys LMTA arba jg baige. Kitg puse (neprofesionaly) - kity profesijy
atstovai. Tyrimui specialiai buvo pasirinktos Lietuvoje labai retai atliekamos
pjesés, todél dauguma apklaustyjy neatpazino nei karinio autoriaus, nei karrinio.
Tad respondenty reakcija j i$girsta muzika nebuvo nulemta iSankstiniy Ziniy
apie karinio turinj.

Remiantis tyrimo duomenimis prieita prie i$vados, kad su muzikine retorika
siejami muzikinés raiSkos elementai yra paveikesni, grei¢iau inspiruojantys
emocijas ir asociacijas, labiau susije su klausytojo intuicija, o simboliy identi-
fikavimo procesai susije su intelekto veikla.

ISVADOS

1. Tyrinéjant sakralumo raiska karyboje fortepijonui iskilo klausimas dél tokio
pobudzio kariniy vietos religinio zanro muzikos klasifikacijoje. Remiantis
G. Adlerio ir D. Kalavinskaités jZvalgomis bei Zodynuose ir enciklopedijose
(Muzikos enciklopedija, Oksfordo muzikos Zodynas, Tarptautiniy ZodZiy Zody-
nas) pateiktais liturginés, baznytinés ir religinés muzikos apibrézimais prieita
prie i$vados, kad visi $iam tyrimui pasirinkti kariniai yra priskirtini religinés
(arba sakralinés) muzikos kategorijai. Analizuojant su darbo objektu susijusia
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O. Messiaeno, A. Pirto, A. Remesos ir M. Natalevic¢iaus kiirybg fortepijonui
nustatyta, kad $i muzika yra koncertinés paskirties, tac¢iau su religija ja sieja
sukarimo intencija (tikslas) ir prasminis ar vaizdinis turinys.

2. Su darbo tema susijusios literatiiros analizé patvirtino fakta, kad for-
tepijonas niekada nebuvo priskirtas prie instrumenty, tinkamy skambeéti
bazny¢ioje, taip pat jis niekada neturéjo tiesioginio salycio su religija. Tai
rodo XIX a. susiformavusi ir sakralinés muzikos tradicijai i$ esmés opo-
nuojanti koncertiné virtuoziné fortepijono meno bei muzikavimo namuose
praktika, kurioje vyravo pasaulietinio repertuaro pasirinkimo tendencijos
(Parakilas, 2001; Mitchell, 2000; Loesser, 2011; Leppert, 1997). Atsizvelgiant
tai, religinés muzikos Zanro bruozy turintys fortepijoniniai opusai vertintini
kaip i$imtiniai, pavieniai karybinés praktikos atvejai. Tyrimo metu nusta-
tyta, kad tokio tipo kariniy atsiradimui jtakos turéjo trys veiksniai: 1) $io
muzikos instrumento populiarumas; 2) kompozitoriy asmeniné simpatija
instrumentui; 3) su $iuo instrumentu siejamos pla¢ios muzikinés raiskos
galimybés (vokalo, vargony, varpy bei kity tiesioginiy sasajy su sakralumu
turin¢iy objekty imitavimas).

3. Tyrimas atskleidé, kad analizuojamus karinius fortepijonui su religija
sieja ne tik intencija ir turinys. Religinéms reik§méms perteikti kompozitoriai
naudoja jvairias priemones — muzikinj tekstg prisodrina jvairiy tipy semantiniy
zenkly, simboliy ir kitokio pobtidzio raiskos priemoniy. Pagal Peirceo Zenkly
klasifikacija nustatyta, kad sakralumui perteikti dazniausiai taikomi ikonos ir
simbolio tipo Zenklai. Pirmosios grupés zenklai kelia tiesiogines asociacijas su
sakralumu, taigi yra lengviau identifikuojami ir suvokiami vienareik§miskai. O
simboliy s3saja su religinémis prasmémis yra konvencionali, taigi jy reik§mes
identifikuoti yra sudétingiau, be to, jos gali kisti priklausomai nuo konteksto.
To paties tipo Zenklai konkretiems vaizdiniams perteikti figiruoja skirtingy
kompozitoriy kiiryboje. Todél prieita prie i$vados, kad jie, nepaisant kompo-
zitoriy karybinio stiliaus skirtumy, yra universalas.

4. Atsizvelgiant j egzistuojancia religinés muzikos fortepijonui praktika ir
konkreciai Messiaeno bei Parto karybos pavyzdzius nustatyta, kad joje domi-
nuoja du religiniy vaizdiniy formavimo dramaturgijos tipai: 1) programinis /
naratyvinis (Messiaenas) ir 2) kontempliacinis (Partas). Pirmojo tipo kariniy
dramaturgija jprastai grindZiama sacrum ir profanum vaizdiniy kontrastais
formuojant skirtingy vaizdiniy seka. Pavyzdziui, Messiaeno ciklas ,,Dvides$imt
zvilgsniy j kadikélj Jézy* yra siuzetinis ir susijes su kompozitoriaus intencija
perteikti religines tiesas. Religinéje kontempliacinéje muzikoje susitelkiama tik
i sacrum vaizdinio raiSka; tai ypa¢ atsiskleidzia Parto kariniuose fortepijonui

»Alinai“ir ,Variacijos Arinuskos i$gijimui, kurie skirti ne pasakoti ar iliustruoti,
o sutelkti maldai, religinei kontempliacijai.
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5. Lietuviy kompozitoriy karyboje ryskiausi programinés sakralinés
muzikos fortepijonui pavyzdziai yra A. Remesos ciklai ,,Stigmos® (1987)
ir ,Sakramentalijos (1998), o religiné kontempliacija karyboje fortepijonui
labiausiai i§reiksta M. Natalevi¢iaus sakralinés tematikos kariniuose ,,Vasaros
malda“ (2006), ,,Epitafija“ (2006), ,,Meditacija“ (2006) ir ,,I$ dulkiy i dulkes*
(2010). Taciau pastebéta, kad lietuviy autoriy karyboje $ie tipai traktuojami
savitai. Programiniy Remesos cikly sacrum epizodai labiau skirti kurti sakralig
atmosferg nei intensyviai ,,teigti“ religines tiesas. Juose daznai galima jzvelgti

»piartiska“ kontempliacija. O Natalevi¢iaus muzikoje greta iSorinés statikos
egzistuoja ir naratyviniai elementai. Kai kurie $io kompozitoriaus sacrum epi-
zodai netgi artimesni Messiaeno muzikos emociniam intensyvumui nei Pirto
kariniy kontempliatyvumui.

6. Nustacius, kad religiné muzika fortepijonui turi specifiniy, su sakralumu
siejamo turinio rai$kos Zenkly ir susiformavusia, glaudziai su visa religine
muzika susijusig religinio turinio vaizdiniy formavimo muzikoje praktika,
prieita prie iSvados, kad darbo objektu tapusius karinius ir visa tokio tipo
muzika reikia interpretuoti remiantis baznytinés muzikos atlikimo tradicija,
taikant religinio stiliaus atlikimo nuostatas. Pavyzdziui, atlikdamas sacrum tipo
epizodus pianistas visais atvejais turéty vengti teatraliSkumo elementy, atviro
emocijy demonstravimo.

7. Nagrinéjamuose kariniuose figiruojantys sacrum epizodai, jy emocinis
perteikimas muzikinés interpretacijos procese yra veikiamas kompozitoriaus
pasirinkto muzikos dramaturgijos formavimo tipo. Atliekant programinio tipo
religine fortepijonine muzikg ypac svarbios tampa: 1) empatija (sékmingos
emocinés komunikacijos tarp atlikéjo ir kompozitoriaus salyga) ir 2) jtaiga
(sékmingos emocinés komunikacijos tarp atlikéjo ir klausytojo salyga). In-
terpretuojant religine kontempliacing muzikg i$kyla neutralumo ir emocinio
nesuinteresuotumo svarba. Empirinis klausymosi patirties tyrimas patvirtino
fakta, kad tinkamai parinktos muzikos iSrai$kos priemonés ir adekvati atlikéjo
parengta interpretacija uztikrina kryptinga karinio turinio percepcija, sakra-
lumo Zenkly muzikoje teisingg ,,perskaityma“ ir sudaro prielaidas sékmingai
kompozitoriaus-atlikéjo-klausytojo komunikacijai.

8. Atlikus meninj religinés muzikos fortepijonui tyrima, pagrista darbo
autorés teorinémis jzvalgomis ir praktine patirtimi, nustatyta, kad skambi-
nant sakraline muzikg susiduriama su analogiskais techniniais / pianistiniais
uzdaviniais, kaip ir interpretuojant pasaulietinio pobudzio repertuarg. Tac¢iau
sakraline muzikg atliekantis pianistas greta tradiciniy jam priskiriamy priva-
lomy kompetencijy dar turéty:

1) i$manyti baznytinés muzikos stiliaus nuostatas, skirtingy epochy

(ypa¢ viduramziy, Renesanso ir baroko) kariniy atlikimo stilistikos
ypatumus;
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2) gebéti tinkamai organizuoti ir kontroliuoti muzikos realizavimo laike
procesus, jprasminti sacrum epizodams budingos muzikinés tékmeés
statika, démesj sutelkdamas | tylos intarpy iSraiSka, pauziy jreik§mi-
nima;

3) meistriskai ,valdyti“ jvairius garso parametrus, turéti suformuota
turtingg tembrine skale, gebéti niuansuoti, subtiliai atlikti kiekvieng
natg, nes tiek skaidrios faktaros (leidZiancios sutelkti démesj ir j atski-
rus garsus), tiek polifoninés faktaros (reikalaujancios skirtingy balsy
tembrinio i§ry$kinimo) religinés muzikos fortepijonui epizoduose ypa¢
reik$émingas tampa tembrinis interpretacijos aspektas.
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INTRODUCTION

Religious music for the piano is a somewhat controversial phenomenon which
requires clarification, additional research and new insights. Over the 300 years’
worth of history, the piano has never been directly related to religion. On the
contrary, the values of pianism that were formed under the influence of the
19 century aesthetics, on many occasions contradicted the religious view of
the world.

At the peak of the piano art, in the 19" century, secularism was also on the
rise in music. There was a conscious decline in interest shown by the composers
to the religious genre. A number of the contemporary religious creations are
considered to be typical examples of the secular encroachment on religious
music. Specifically, the art of the piano was heavily influenced by the piano
virtuosos (E Liszt, S. Thalberg, Ch. V. Alkan, among others), owing to whom
the piano became a favourite within the professional practice and amongst
amateurs. In the 19" century, the piano had few main functions. Besides being
the instrument of choice for the concert-virtuoso practice, its role was also
heavily interrelated with the symbolism of the family hearth and femininity
(A. Loesser, 2011; R. Leppert, 1992). This extraordinary popularity of the piano
was influenced by the natural versatility of the instrument. This keyboard
instrument was easily adaptable and could perform music of various genres
and nature, among which also were religious works. This contact became a
very interesting phenomenon that brought forth new, unusual colours to the
art of the piano which also furthered the concept of the instrument’s expression.
The successful spread of religiousness into piano music is confirmed by the
works of famous foreign composers: C. Franck, E Liszt, O. Messiaen, A. Pirt,
amongst others. Getting acquainted with the musical works of such genre has
inspired the research into an area so often and undeservedly left in the margins
of other piano-related values.

The object of the research - sacredness in piano music, its expression by
employing various types of musical and non-musical signs; their influence to
the performers’ interpretation. Upon reviewing the dissemination of the phe-
nomenon in the works of composers during the 19-20" centuries, attention was
mainly directed to the creational practices of four composers: Olivier Messiaen,
Arvo Pirt, Alvidas Remesa and Mykolas Natalevic¢ius. Their compositions are
used as main case studies of the present research paper.

The aim of the research paper is to distinguish universal ways and compo-
sitional means of expression of sacredness that are characteristic of religious
piano pieces by various composers. Furthermore, in this research an attempt has
been made to identify the problems that the pianists face while performing the
religious type of music, with several recommendations made for solutions.
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In order to achieve the intended goal, the following objectives have been
set:

« To review the features of religious music style and the existing aesthetic
attitudes, to present the classifications of sacred music offered by various
authors, as well as to place the religious piano compositions within the
context of religious music as a whole;

« To examine the premises for the emergence of this type of music and its
functioning (the use of the piano within religious music, intentions of
the composers’ choice);

« To ascertain the ways and means of sacred expression in the religious
music for the piano, as well as the patterns of their use within the works
of foreign and Lithuanian composers;

« To analyse the specifics of religious piano music performance, and identify
the problems that performers face in this type of music;

« To formulate recommendations for a pianist on how to perform religious
piano music;

« To publicly perform a portion of the works used for the research and
therefore to enrich the personal experience of the genre performance.

Methods employed in this research are historic, descriptive, empirical, com-
parative as well as hermeneutical, semiotic and complex music analysis. While
conducting the research, historic principles were upheld whereas facts related
to research objects are presented using the descriptive method. A significant
part of the project was the experience obtained via direct communication
with the authors of Lithuanian works analysed in the project (A. Remesa and
M. Natalevicius). In pursuance of the trends within the sacred expression in
piano music, comparative analysis of the most prominent 20"-21¢ century
foreign religious music composers is used. On the basis of the comparative
analysis, similar analogies of expression are investigated within the Lithuanian
compositions as well. In order to reveal the means of sacred music expressions
in both foreign and Lithuanian works, hermeneutical, semiotic and complex
methods of analysis are used.

In musicology, piano compositions with religious themes have been rarely
subject to research. Within Lithuanian musicology, this phenomenon has also
never been investigate, which contributes to the originality of the present re-
search paper. The results this work presents can be applied by both the theorists
and practitioners (piano performers and composers, among others); they give
arguments for the solutions of musical interpretation problems and therefore
encourage to pay further attention to this non-traditional field of piano music.
With the combination of practical and theoretic activities, it is expected to
contribute to the greater popularity of the genre, its justly appreciation and
deeper understanding.

20



Literary review. The research was conducted with the help of various and
diverse resources that incorporate video and audio recordings as well as infor-
mation of the online databases. However, most of the insights were made on the
basis of scientific literature. In order to define the religious style, to ascertain
the criteria of identifying sacredness in the art of music as well as answer the
questions important to the performance of religious music, scientific articles
of religious music experts were used. The bulk of the information was found
in the liturgical journal Adoremus, in addition to articles written by P. Calldwel
(1994) and B. Pociej (1989, 1990). The basis of relevant Lithuanian literature
is the works of D. Kalavinskaité (2009, 2010).

The main source of information while investigating the ties between the
church and musical instruments (in particular, the piano) is the Papal Legisla-
tion on Sacred music 95 A.D. to 1977 A.D, where the main requirements of
various time periods for the music used in Catholic Church rites and concerts
are presented. A lot of useful information for analysis of the development of
piano functions has been taken from J. Parakilas’ book, “Piano Roles” (2001).
Discussions concerning the specifics of piano virtuoso culture were largely
based on M. Mitchell’s book, “Virtuosi” (2000). Features of the musical perform-
ances at home phenomenon were best portrayed in A. Loesser’s monograph,

“Men, Women and Pianos” (2011), where the author analyses the functions of
the piano in the social context of the 19" century. Valuable information on the
same topic was also found in R. Leppert’s article, “Sexual Identity, Death, and
the Family Piano” (1992).

While conducting an in-depth analysis of O. Messiaen’s musical-theological
conception, Siglind Bruhn’s hermeneutical analysis (1997, 2007) was of great
value. An essential primary source while conducting the research was O. Mes-
siaen’s book, “The Technique of my Musical Language” (1956). Furthermore,
introductory articles/commentary included with compositions were also of
great value. Important examples of analysing the aspect of sacred expression
were found in texts written by B. Pociej (1989, 1990), C. Pickstock (2007),
A. Shenton (2008), S. van Mass (2009) and M. Stephens (2007).

Recommendations related to the renditions of Messiaen’s music were made
in accordance to the knowledge of both practitioners and theorists. One of
the essential sources was Jon Gillocks book, “Performing Messiaen’s Organ
Music” (2010), where the famous organist shares the experience of sixty
masterclasses with Messiaen. Nicholas Armfelt, an author who conducted an
in-depth research into Messiaen’s music, provides essential information on the
emotional influence of the composer’s music, as well as the nature of emotional
communication and performance expression in his article “Emotion in the
Music of Messiaen” (1965). When inspecting the general issues of style as well
as specific performance-related aspects of Messiaen’s compositions, P. Hill’'s
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article on interpreting Messiaen’s work was used. Furthermore, the author of
the present research shares her experience gained during Prof. Piere Reach’s
masterclasses while performing Messiaen’s pieces from the cycle Vingt regards
sur lenfant-Jésus (1944).

A. Part’s conception of sacred music was investigated on the basis of Paul
Hillier’s monograph, “Arvo Péart” (1997), as well as the interviews with the
composer conducted by James McCarthy and Geoff Smith (online sources).
The most valuable information used in the research on the sacred piano com-
positions by the Lithuanian composers A. Remesa and M. Natalevicius were
obtained during the interviews conducted by the author of the present thesis
(the interviews are presented in annexes No. 2 and No. 3). During these inter-
views, attempts were made to reveal the creative intentions of the composers,
their incentives to create religious works for the piano, as well as their view on
sacral symbolism and its application in their own creative work.

1. SACREDNESS AND PIANO COMPOSITIONS

1.1. Sacredness in music

Defining religious music. Taking into consideration characteristic features
of religious music as distinguished by various musicologists (such as G. Adler,
D. Kalavinskaité, ]. Vilimas), it has been determined that the compositions
chosen as case studies of the present analysis can be attributed to the category
of religious music. All of the analysed piano compositions are not meant to be
used as part of religious rites or at the church. Nevertheless, they are related to
religion by the creative intention of the composers and religious symbolism
encoded within the compositions. While defining the concepts important to
the research, it is to be noticed that, on the basis of the etymological meaning
for the word sacralis and definitions of music categories related to religion
(liturgic, church, sacred and religious) in the encyclopaedia of music, the con-
cepts such as ‘religious music’ and ‘sacred music’ shall be used synonymously
in the present research paper.

The features of religious music. While considering correlations between
religion and music, it was determined that three main opportunities for con-
nection dominate in sacred music compositions: 1) intention of creation,
2) content and 3) purpose. All these aspects appear in religious music works,
and functioning of at least one of the aforementioned features in apparently
secular works gives ample reasoning to further analyse those works from the
perspective of sacred expression. Furthermore, most of the scholars into reli-
gious music (P. Caldwell, J. T. Benzmiller, W. Mahrt, J. Ratzinger) notice that
whilst identifying the sacredness of music, the aspect of quality, or its value, is
no less important; it immanently creates assumptions as to the dispersion of
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sacredness in music. A theory exists that sacredness can only unfold within
artistically valuable compositions.

Religious music style. Many researches have tried to distinguish and
define the most characteristic traits of religious music, as well as investigated
the problem of religious style. However, it is obvious that it is very difficult to
reach a unified opinion on the topic. It is sometimes even doubted whether a
phenomenon such as ‘religious style’ exists at all (Bruveris, 1996). The issue
of the church style is rather thoroughly examined within the Catholic Church
documentation. In these documents, it is emphasised that vocal compositions
get priority over instrumental music, since words have considerable meaning
in liturgy. The exemplary model of composing religious music is the Gregorian
chant. Its stylistic tradition is recommended to be followed not only by com-
posers but also by performers of liturgic, church and, particularly important
to this research, religious music.

1.2. Aesthetics of piano art and provisions of sacred music: their
intersections and interaction
The piano had reached its peak of popularity in the 19" century, and it was
particularly valued due to its versatility and broad dynamic possibilities. It
proliferated quickly within parlours and concert halls, it was used as a solo and
as accompanying instrument. Sometimes it was equated to the whole orches-
tra (F. Liszt), furthermore, musical images expressed with the instrument are
usually connected to the aesthetic categories raised by the romantics, such as
“virtuosity”, “concert-like”, “emotionality”, “lyricism”, “romantic’;, etc. This instru-
ment, which radiated secular values, was not identified with the sacred music
sphere in the 19" century, and the search for manifestations of sacredness in
the music of that time could, at cursory glance, seem like a fairly controversial
occurrence. Sacredness essentially contradicts one of the two main 19®-century
piano practices, the concert performance, and only very seldom is present in
the domestic piano playing practise.

When reviewing 300 years worth of piano history, the instrument’s functions
in different periods and whilst investigating the phenomenon of sacred music
for the piano, it was noticed that the piano, despite its apparent secularity, was
also used as a substitute for organ performances in the church. Moreover, each
era had composers who enriched piano repertoires with sacred pieces. This
resulted due to the following reasons: 1) the functional versatility of the piano
(which allowed it to imitate other instruments’ timbres, or if needed, change
them); 2) its popularity in musical practice; 3) the personal connection between
the instrument and the composer (when the composer was a pianist already or
when they composed music inspired by pianists of their time).
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1.3. The 20'"-21* century composers’ conception of sacred music and its
reflection in piano music

The concept of sacred piano music is shown in examples of individual compos-
ers’ sacred works and certain instances when sacredness is revealed in piano
music. With this in mind, four composers and their attitudes towards sacred
music are presented in this thesis: Olivier Messiaen, Arvo Pirt, Alvidas Remesa
and Mykolas Natalevicius. The decision to conduct an analysis of sacred music
by these four composers was based on the fact that each of them has written
at least several sacred music works for piano solo.

The third section is primarily focused to present the arguments on why the
works analysed in the second chapter were attributed to the religious music
category. The aim was to find out the reasons behind the composers writing
sacred music, their opinions on the purpose of such music, and also their rather
unusual choice to write in this genre of piano music. In presenting the crea-
tive ideas of these composers, attention was paid to the composers’ approach
to the symbolism of sacred music and its use in their works. After comparing
the sacred music conceptions of the four composers, it is expected to tell apart
the individual and universal tendencies of sacred expression in piano music.
A more detailed analysis of these principles is discussed in the second chapter
of this research paper.

The analysis of sacred music compositions and their conceptions by four
different composers — Messiaen, Pirt, Remesa and Natalevicius - reveals the
individuality and uniqueness of their styles. Nevertheless, shared creative
intentions and obvious correspondences in musical practice resulted in some
similarities in their musical language. All the four composers are personalities
who placed the church highly in both their personal (confession of faith) and
professional (playing organ, singing in the church choir, studying early music,
Gregorian chant or theology) activities. This led to the fact that, in the creative
output of the composers under discussion, the religious opuses are not isolated
cases but often an essential part. The purpose of the sacred works by all four
composers written to a secular instrument, the piano, was determined by two
main factors: 1) the versatility of the piano as an instrument; 2) the composer’s
personal relationship with the instrument.

By exploring the composers’ creative intentions, two types of sacred music
for piano were revealed: 1) programme works with a religious subject, and
2) contemplation music which simulated the religious ritual of worship. The
first type of compositions is based on sacrum and profanum imagery contrasts,
and their sacrum images, in terms of contents and purpose, are very close to
the works of contemplative nature. For this reason, the analogy is evident also
in their musical and symbolic expression. The second chapter of this research
paper lists all the symbols and elements of musical expression that are presented
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as sacred signs and their dispersion is illustrated through concrete examples
of these aforementioned composers’ works.

2. SIGNS OF SACREDNESS AND THEIR READINGS
IN THE PIANO WORKS BY THE 20™-215T CENTURY COMPOSERS

While examining the expression of sacredness in piano music and identifying
the signs appearing in such music, this study analysed the sacred piano mu-
sic opuses of four different composers: Olivier Messiaen, Arvo Pirt, Alvidas
Remesa and Mykolas Natalevic¢ius. With concrete examples from their works,
the aim is to reveal the universality of signs and symbols associated with the
sacredness, their similarities (and differences) and distinctive stylistic features
in the work by different composers. Examples of romantic works by the com-
posers such as E Liszt and C. Franck are provided in order to highlight the
universality of the observed compositional tendencies. Using sign categorisation
by one of the founders of modern semiotics, Charles S. Peirce, all elements
used in sacred expression are classified as either an icon or a symbol type of
sign. Through concrete examples of musical pieces, the specific expression of
these signs in piano music is analysed.

2.1. Expression of sacredness through musical and religious signs

2.1.1. Expression of the “sacred time”

While examining religious works for piano by the 20"-21% century composers,
it can be noted that composers, in an attempt to convey the sacred image, pri-
marily focus on the time-specific expression. Four ways of creating the “sacred

time” were explosed. The first one conveys the opposition between “sacred”
and “profane” time. This is implemented by the composers through the certain

rhythmic expression. The second and the third ways focus on the creation of
flow of “sacred time”. In the second way, the ritual contemplation is achieved

through the static music elements’ movement in time, whereas the third is

through focusing on the monotonous repetition of a single sound. The fourth

method of creating “sacred time” relates to the rendition of a sacred image at

the level of the work’s form. According to the classification of Peirce, all these

ways of expression are to be considered icon-type signs of sacredness, because

they are employed to convey the images of eternity (or time) in music.

2.1.2. Citing religious works and traditional sacred symbolism

In addition to the “sacred time” forming processes, one of the most obvious
and most easily recognisable means of composing that is often employed for
expressing sacredness is the citing of religious works and the utilisation of
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traditional sacred symbolism. According to Pierce’s categorisation, these ways
of sacred expression are to be attributed to the icon-type of sacredness signs,
because a listener who previously had any encounter with the sacred music,
identifies them rather directly with sacredness.

The analysis of selected works revealed that some form of citation manifests
itself in almost all analysed compositions/authors. Precise quotes or links with
the Christian numerology were not observed only in A. Péart’s compositions “For
Alina” (Fiir Alina, 1976) and “Variations for the healing of Arinuschka” (Varia-
tionen zur Gesundung von Arinuschka, 1977), but in these works citations are
‘compensated’ by another sign that creates direct associations with sacredness,
i.e., medieval music stylisation (these are discussed in Section 2.1.3.).

2.1.3. Stylisation of music of different periods and genres

Citing of traditional religious works is closely related to the stylisation of earlier
epochs and genres typical to them. These two notions of sacred symbolism
also tend to coexist with each other, or even overlap each other. Allusions to
the music of the past both from the stylistic and genre perspective are more or
less pronounced in all the works analysed in this study. The tendency to form
an image of sacredness through early-music style associations is observed not
only in the works from the 20™-21* centuries, however. Very vivid examples
of such a composition principle are found in Romantic piano repertoire. Ac-
cording to Peirce’s categorisation, stylisation is attributable to an icon type
sign of sacredness.

The analysis of sacred piano works revealed that the stylisation method
used to convey images of sacredness is most used in post-modernist works by
A. Part and M. Natalevicius. In the meanwhile, Messiaen’s and Remesa’s piano
cycles written in a modern musical language use fewer allusions to the music
of the past. This suggests that, to these composers (especially Messiaen), it is
more typical to look for the original means of expression of sacredness instead
of trying to follow the traditions of early sacred music.

2.1.4. Harmony as semantics of sacredness
Among the most popular means of conveying the images of sacredness in
the composers’ works, there also exists a specific harmonic expression. This
compositional trend is also related to the stylisation because sacrum, in this
case, is again conveyed through the harmonic elements that are in contrast to
the style of the creative period. This considered, this kind of expression is also
attributed to the icon type of sign.

The image of sacredness conveyed by consonant harmonies, similarly to
the focus on “sacred time”-making processes, is one of the most frequently
occurring universal signs of sacredness. Harmonic analysis of religious piano
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opuses revealed that this type of expression to create an image of sacredness
was used in absolutely all of the works discussed in this study.

2.1.5. Sacredness expression through timbre

From the compositional point of view, the formation of timbre in music is de-
termined by a combination of several expressive elements. Timbre expression
is strongly influenced by the selection of the register, as well as solutions related
to texture, dynamics and articulation. Elements listed in religious works exist
as the most effective means to form the ‘unearthy’ sound colour that is often
associated to sacredness and mysticism.

Through the analysis of sacred piano music it was noticed that timbre is
one of the most important means in shaping the contrast between the sacrum
and the profanum. It was found that the high and low registers represent the
unearthy world, while the middle register of the piano represents the human-
ity. It was also noted that that the mystical timbre of marginal registers usually
coincides with the sound of a triton or augmented intervals. According to
Peirce’s classification, mystical sacrum atmosphere conveyed by specific timbre
expressions is attributable to an icon type sign of sacredness.

2.1.6. Visual and acoustic imitations of objects associated with sacredness
Quite often the case in the sacred music for piano is the simulation of church
bells. By its nature, the piano is a percussion instrument, thus making the bell
simulation very handy. The uncertainty of the tone in the sound the bells pro-
duce is mostly imitated through a complex structure of cluster chords on the
piano. Such imitations are numerous in O. Messiaen’s piano works. Symbols
of bells permeate the whole cycle of “Twenty Contemplations on the Infant
Jesus”. Links to this object associated with sacredness are also identified by
the composer’s verbal references. Imitations of the sound of bells are found in
various forms in all musical pieces used in this study.

Another object of imitation rather common in sacred music for piano is the
organ. Links to traditional sacred music instrument are highlighted not solely
through sonic associations (observed in the case of the bell-sound simulation)
but rather through the specific organ texture adaptation in piano music. It is
probable that this was determined by a strong link between organ music and
the four composers in writing and performing music for the instrument.

For one who has grown up in a Christian cultural environment, the
sounds of both bells and the organ are associated with the Church. Thus, s/he
subconsciously identifies the imitation of the sound of these instruments as
associative sacred symbols. Therefore, according to Peirce’s classification, bell
and organ simulations in works for piano are attributable to typical signs of
an icon type.
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2.1.7. O. Messiaen’s original symbolism of the sacredness

The concept of sacred music analysed in the present research paper, in spite of
the composers’ individual styles, displays also the general tendencies of sacred
expression. However, a part of religious symbolics existing in Messiaen’s cycle

“Twenty Contemplations on the Infant Jesus” is unique and requires special
analysis. The cycle features the following original sacred signs: 1) imitation of
bird songs; 2) interference of modes with theological terms; 3) the symbol-
ism of the F-sharp major tonality; 4) the symbolic chord and interval forms;
5) sacred symbolisms of tones.

2.2. The significance of identification of sacred signs in music
performance

Conveying to the listener the appropriate signs and images of sacredness created
with their help is firstly associated with the sense of religious style. However,
it is important to emphasise that, despite the similarity of the sacred expres-
sion, all the composers mentioned in this work possess an individual style.
Therefore, performing pieces by different composers, the pianist is exposed to
the same signs of sacredness, albeit in a different context. In some instances
(concert type of music), the use of sacrum is only a part of the contrast-based
dramaturgy. In other instances, it becomes the basis of the work (as is seen in
liturgical music). Different ways of shaping dramaturgy lead to the appropri-
ate style-related interpretative decision of a performer. In addition, sacrum
episodes of the works of each composer, depending on their creative intentions,
possess different emotional intensity. In order to reveal these differences in this
research project, it was focused on several aspects that influence performance:
ways of emotional communication between composer, performer and listener;
expression of emotion during the performance; and technical/pianistic aspects
of performance.

2.2.1. Features of interpreting piano works by O. Messiaen and A. Pirt
Music by Messiaen and Pirt that was analysed in the present research cannot
be called church, or liturgical, music. However, it is clear that it is neither the
concert music in a traditional sense. The piano music by both composers has
a concert purpose, although the content and intention are inseparable from
religion. Messiaens goal was dissemination of the truths of faith; Part’s was
desire for religious contemplation. Perceiving these differences of the creative
intentions is the most important link for a performer to the nature of emotional
communication and the appropriate expression of emotion in sacred music
performance.

In terms of piano performance, playing the works by both Messiaen and
Part requires versatile skills. However, through the practice of playing these
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works, the author of this research paper has revealed several technical issues
that need exceptional attention from the pianist. First, through playing sacred
music on the piano, one gets an opportunity to improve the technique of sound
production. In the sacrum episodes of the piano pieces analysed, there usually
dominates a slow tempo and a minimalist texture. Therefore, the main means
of artistic persuasion become subtle nuances of timbre. In addition, the sacrum
episodes often have a polyphonic texture which, in terms of piano playing, is
again related to the ability of differentiating between the volume and timbre
of individual voices.

2.2.2. The performative aspect of piano works by Remesa and Natalevicius
When interpreting the aforementioned Lithuanian composers, a performer
faces the problems similar to the performance of Messiaen’s and Part’s music.
However, without denying the topicality of the interpretative recommenda-
tions listed in the previous section also to the performance of Lithuanian
music, it was discovered that some of the insights should be made more
specific, as supplemented and discussed in the context of individual style
of the composers.

In the analysis of performative issues of the Lithuanian composers’ music,
it is important to share the revelations acquired while in personal contact
with composers by discussing the interpretation of selected works, and by
playing them. Due to collaborations with both Remesa and Natalevicius, a
lot of relevant information that was initially lacking in the score was gained.
Composers’ visions and requirements on how to play specific episodes of
their works helped develop more detailed interpretative guidelines for those
particular pieces.

Similarly to the analysed works of foreign composers, the sacred music by
the Lithuanian authors is very different in terms of style, yet the identification
of signs of sacredness once again dictates similar decisions for interpreting the
sacrum episodes. The differences become apparent only in emotional expression
of sacrum episodes. In this regard, there are apparent links to the interpretation
of Messiaen in some cases; in other cases, of Part’s religious episodes.

2.2.3. The perception of the expression of sacredness (an analysis of the

listening experience)

For a music performer who is preparing an interpretation strategy for a certain
musical piece, it certainly helps to know how the listener reacts to the sound-
ing music, and how much s/he is able to recognise and consciously evaluate
the coded signs and the expression of their meaning. It is also appropriate
to check whether the artist created an image that is understood clearly and
reaches the listener.
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In order to determine how Messiaen’s music affects the listener, and
whether the theoretical assumptions concerning the content of the work, as
well as the images emploted in the piece, are in accordance with the listener’s
comprehension, an empirical study was carried out, using a questionnaire
method. A total of 32 individuals were involved, from 17 to 59 years old
(mean age of 33 years). Half of the respondents (16) were professional musi-
cians who were either studying or had already graduated from the Lithuanian
Academy of Music and Theatre. The remaining individuals in the study were
various other professionals from non-musical backgrounds. For the study, a
selection was chosen of pieces that are rarely performed in Lithuania. Thus,
most of the respondents recognised neither the author nor the work so that
the respondent’s reaction to the music was not influenced by prior knowledge
of the content of the piece.

The conclusion reached in this study is that musical elements associated
with the musical rhetoric are very effective. They provoke emotions and asso-
ciations faster, are more linked to the listener’s intuition, whereas the symbol
identification processes are associated with intellectual activities.

CONCLUSIONS

1. While analysing the expression of sacredness in piano music, a question
regarding the place of the compositions of this nature in the classification of
religious music was raised. Based on insights from G. Adler and D. Kalavinskaite,
as well as on definitions of liturgical, church and religious music found in
dictionaries and encyclopaedias (Encyclopaedia of Music, Oxford Dictionary
of Music, International dictionary of words), a conclusion has been reached
that all the music pieces in this study are attributable to the use of religious
(or sacred) music category. Analysing the piano works of O. Messiaen, A. Pirt,
A.Remesa and M. Natalevicius, it was concluded that their music has a concert
purpose, however it is related to religion through the creative intention (goal)
and the semantic or visual content.

2. Through the work of literary analysis, it was confirmed that the piano
has never been assigned to the instruments of appropriate sound to be used
in the church, as well not having had direct contact with religion. This is
shown in the 19" century’s practices of concert-virtuoso piano art and home
performance, which essentially oppose the tradition of sacred music, and
where the choice of repertoire was dominated by secular trends [Parakilas,
2001; Mitchell, 2000; Loesser, 2011; Leppert, 1997]. This considered, the piano
opposes that posses certain characteristics of the religious music genre are
assessed as exceptional, individual instances. This study found that the occur-
rence of this type of works was commonly influenced by three factors: 1) the

30



popularity of the musical instrument; 2) the composer’s personal liking of the
instrument; 3) broad spectrum of musical expressive possibilities associated
with this instrument (imitation of vocals, organ, bells, and objects directly
linked with sacredness).

3. The study revealed that the analysed works for piano are linked to religion
not only through the intention and content. To convey religious values, the
composers use different techniques, they enrich the musical text with various
types of semantic signs, symbols, and other forms of expression. Through
Peirce’s classification of signs it has been found that composers commonly
use icon and symbol type of signs to convey the sacredness. The first group
of signs causes direct associations with the sacred, thus it is easily identifiable
and clearly understood. The relation between symbols and religious mean-
ings is conventional, hence making their significations difficult to identify.
Additionally, they may vary depending on the context. The signs of the same
type are featured in works of different of composers to convey certain imagery.
Therefore, it was concluded that they are universal, in spite of differences in
the creative style of composers.

4.In view of the existing practice of religious piano music in general, and the
works by Messiaen and Part in particular, it was detected that, while creating the
religious images, two types of musical dramaturgy dominate: 1) programme/
narrative (Messiaen), and 2) contemplative (Part). The dramaturgy of the first
type of compositions is commonly based on the contrasts between the sacrum
and profanum imagery, thus forming a series of diverse images. For example,
Messiaen’s cycle “Twenty Contemplations on the Infant Jesus” has a plot and is
associated with the composer’s intention to convey religious truths. In religious
contemplative music the focus is only on the sacrum visual expression, which
is especially revealed in Pirt’s works “For Alina” and “Variations on the healing
of Arinuschka”, both of which are intended not to tell or illustrate, but rather
to concentrate in prayer, and religious contemplation.

5. In Lithuanian composers’ music, the most distinctive examples of pro-
gramme sacred music for piano are A. Remesa’s cycles (“Stigmata’, in 1987 and
“Sacramentals”, 1998), while religious contemplation in piano works is most
evident in M. Natalevi¢ius’ sacred themed compositions (“Summer’s Prayer”,
2006; “Epitaph’, 2006; “Meditation”, 2006;“From dust to dust”, 2010). However,
it was noted that, in these Lithuanian works, the mentioned types are treated
distinctively. Sacrum episodes of Remesa’s programme cycles are intended
to create a sacral atmosphere rather than to intensely “state” religious truths.
They can often be seen having quite ‘Pért-like’ contemplation. Similarly, in
Natalevic¢ius’ music, when external statics exist so do narrative elements. Some
of the composer’s sacrum episodes are even closer to the emotional intensity
of Messiaen’s music, rather than to Part’s contemplation.
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6. Upon determination that religious music for the piano does have specific
signs related to sacredness and a formulated practice of building imagery closely
related to the religious music in general, a conclusion has been achieved that
the works under discussion, as well as all music of this type, must be interpreted
in accordance to the church music performance practises. For example, when
performing the episodes of sacrum type, a pianist should always avoid any
theatrical elements and an open display of emotion.

7. Sacrum episodes featured in selected compositions and their emotional
representation during the process of interpretation are heavily influenced by
the chosen type of dramaturgy formation. While performing programme-type
sacred piano music, the following become very important: 1) empathy (the con-
dition for successful emotional communication between the performer and the
composer) and 2) persuasion (the condition for successful emotional commu-
nication between the performer and the listener). When interpreting religious
contemplative music, the importance of neutral and emotional disengagement
rises. An empirical study of the listening experience confirmed that the proper
selection of the means of musical expression and adequate interpretation of the
composition will ensure the proper perception of the work’s content as well as
its sacred signs, and will create the basis for a successful composer/performer/
listener communication.

8. The artistic research into religious piano music, based on the author’s
theoretical insights as well as practical experience, has shown that the per-
former of sacred music encounters similar technical/pianistic tasks as those
of interpreting the repertoire of secular nature. However, in addition to those
traditional competencies the pianist who performes sacred music must also:

1) Have knowledge of church music style indications, and the peculiarities
of performance stylistics of various epochs (especially medieval, Renais-
sance and Baroque);

2) Have the capacity to organise and control the processes of music rea-
lisation in time, in order to give a sense to the statics inherent to the
musical flow of the sacrum episodes, focusing on the expression of the
insertion of silent moments, the meaning of the rests;

3) Skilfully ‘manage’ various sound parameters, have formed a rich scale
of timbre, be able to nuance, and to subtly play every note; in religious
piano music episodes of both transparent texture (allowing the focus
on the individual sounds) and polyphonic texture (requiring different
timbres of voices) timbre becomes a particularly significant aspect of
interpretation.

32



MOKSLO IR MENO TYRIMU KONFERENCIJOSE SKAITYTI PRANESIMAI
TIRIAMOJO DARBO TEMA / CONFERENCE REPORTS ON THE SUBJECT
OF THE ARTISTIC RESEARCH PROJECT

»Rhythm as a Means to Express Sacredness in the Piano Works of Alvidas Remesa”
[Ritmas kaip sakralumo raigkos priemoné Alvido Remesos kiriniuose fortepijonui].
13-0ji tarptautiné konferencija ,,Muzikos komponavimo principai: ritmo fenomenas®
[13th International conference Principles of Music Composing: The Phenomenon of
Rhythm]. Vilnius, Lietuvos kompozitoriy sajunga, 2013 m. spalio 16-18 d.

»Sakralumo Zenklai O. Messiaeno kiryboje fortepijonui: atlikéjiskasis ir klausy-
tojiskasis aspektai“ [Signs of Sacredness in the Piano Works of O. Messiaen: The
Aspects of Performing and Listening]. HARPS meniniy tyrimy ir atlikimo studijy
simpoziumas ,,Meny funkcijos kultariniuose ir socialiniuose procesuose [HARPS
symposium of artistic research and performance studies The Functions of Arts in
Cultural and Social Processes]. Vilnius, Lietuvos muzikos ir teatro akademija, 2014 m.
rugséjo 25 d.

PUBLIKACIJOS TIRTAMOJO DARBO TEMA / PUBLICATIONS ON THE
SUBJECT OF THE ARTISTIC RESEARCH PROJECT

“Rhythm as a Means to Express Sacredness in the Piano Works of Alvidas Remesa”
[Ritmas kaip sakralumo raiskos priemoné Alvido Remesos kiriniuose fortepijonui].
Muzikos komponavimo principai [Principles of Music Composing: The Phenomenon
of Rhythm], t. XII1, 2013, p. 100-107.

»Sakralumo Zenklai O. Messiaeno kuryboje fortepijonui: atlikéjiskasis ir klausy-
tojiskasis aspektai [Signs of Sacredness in the Piano Works of O. Messiaen: The
Aspects of Performing and Listening]. In: Lina Navickaité-Martinelli (sud.), Meny
funkcijos kultariniuose ir socialiniuose procesuose [ The Functions of Arts in Cultural
and Social Processes]. Vilnius: Lietuvos muzikos ir teatro akademija, 2014 (rengiama
spaudai).

33



Gabija Rimkuté (g. 1984) 2003 m. baigé Nacionaline M. K. Ciurlionio meny mokykla,
2010 m. - Lietuvos muzikos ir teatro akademijos fortepijono magistrantaros studijas
(prof. Veronika Vitaité). 2010-2014 m. studijavo LMTA meno doktorantiiroje, yra Bend-
rojo fortepijono katedros asistenté. 2005-2006 m. pagal Socrates / Erasmus programa
studijavo ,,Janaceko muzikos akademijoje“ (Brno, Cekija, prof. Jiti Skovajsa). Pianisté
yra tarptautiniy konkursy Anglijoje, Danijoje, Graikijoje ir Lietuvoje laureaté.
Adresas: Gedimino pr. 42, LT-01110 Vilnius, Lietuva

El pastas: gabijal984@yahoo.com

Gabija Rimkuté (b. 1984) is a graduate of the National M. K. Ciurlionis school (2003).
In the year 2010, she has completed her Master’s degree at the Lithuanian Academy of
Music and Theatre (under Prof. Veronika Vitaité). In 2010-2014, Rimkuté has been
an artistic doctorate student at LMTA; she is also an assistant at the General Piano
Department. In 2005-2006, via Socrates/Erasmus programme, she studied at the Leos
Janacek Academy of Music and Performing Arts in Brno, the Czech Republic (Prof.
Jifi Skovajsa). The pianist is a laureate of international piano competitions in the UK,
Denmark, Greece and Lithuania.

Address: Gedimino pr. 42, LT-01110 Vilnius, Lithuania
E-mail: gabijal984@yahoo.com

34






Gabija Rimkuté
SAKRALUMAS KURYBOJE FORTEPIJONUIL: ZENKLAI IR INTERPRETACIJA
SACREDNESS IN PIANO COMPOSITIONS: SIGNS AND INTERPRETATION

Meno doktorantiiros projekto tiriamosios dalies santrauka / Summary of the artistic research paper
Verté / Translated by ,,Baltic Translations"

I8leido Lietuvos muzikos ir teatro akademija, Gedimino pr. 42, Vilnius
Spausdino UAB ,,BMK leidykla® J. Jasinskio g. 16, Vilnius
Tirazas 70 egz. Nemokamai



