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IVADAS

Tyrimo temos pagrindimas

Si darba inspiravo Lietuvoje vis aktyvéjantis senosios muzikos atlikimo
judéjimas. 1986 m. suburtas vienas pirmuyjy senosios muzikos ansambliy
»Banchetto musicale®, 1989 m. tuo paciu pavadinimu pradétas rengti ir iki $iy
dieny rengiamas tarptautinis senosios muzikos festivalis. Minétini palyginti
neseniai susibare Lietuvos muziky kolektyvai, atliekantys sengja muzika: se-
nosios muzikos ansamblis ,, Affectus (2005); vokalinis duetas ,,Duo Barocco®
(mecosopranai Renata Dubinskaité ir Saulé Seryté, 2010); tarptautinis senosios
muzikos ansamblis ,,Suonatori del granduca®, véliau pervadintas ,,Canto Fio-
rito, ir kiti. 2013 metais jsteigtas ,,Baroko operos teatras“ 2014 m. kovo 14 d.
debiutavo Georgo Friedricho Hindelio (1685-1759) oratorijos ,,Prisikélimas®
premjera Lietuvoje.

Lietuvos scenose vis dazniau statomos baroko operos: Klaipédos muzi-
kiniame teatre pastatytos Claudio Monteverdi (1567-1643) operos ,,Orféjus*
(2007), ,,Popéjos kartinavimas® (2010), Henryo Purcello (1659?-1695) ,,Didoné
ir Enéjas“ (2010). Vienas ankstesniy $ios operos atlikimy jvyko 1995 m. Valdo-
vy rimy poZemiuose, kur buvo parodyta ir Francescos Caccini (1587-1641%)
opera (dramma per musica) ,Ruggiero i$laisvinimas i§ Al¢inos salos“ (2001).
Lietuvos rusy dramos teatre skambéjo Hindelio opera ,,Kserksas“ (2010).
Vilniaus ,,Lélés“ teatre parodytos Monteverdi madrigalinés operos (madrigale
rappresentativo) ,,Tankredzio ir Klorindos dvikova“ ir ,Nedékingujy $okis*
(2008). Lietuvoje buvo atliktos kompiliacinés baroko operos-pastisai: ,,Ga-
lantiskasis baroko pasti$as“ Kauno valstybiniame muzikiniame teatre (2012)
bei Baltijos kamerinés operos teatro koncertas-spektaklis ,,Barokinis operos
pastiSas“ (2013). Lietuvos nacionaliniame operos ir baleto teatre sceninio
pastatymo sulauké Johanno Sebastiano Bacho (1685-1750) ,,Pasijos pagal
Jong“ (2007). 2014 m. rugséjo 4 d. Lietuvos DidZiosios Kunigaikstystés (LDK)
valdovy rimuose pirmg karta Lietuvoje skambéjo pirmaja laikoma Giulio
Caccini (1551?-1618) opera ,,Euridikeé®

Tyrinéjant baroko muzika, kalbama apie jvairiy Vakary Europos $aliy
stilius ir i$skiriami du reik$§mingiausi - tai italy ir pranctzy baroko muzikos
stiliai. Baroko muzikos $aknys - Italijoje, o $io laikotarpio prancizy muzika
vertinama beveik kaip reakcija j italy ,,muzikinj vulkano i$siverzima® Italy ir
prancuzy baroko muzikos kontrastai stipriai paveiké visos Europos muzikinj
gyvenima. Angly, vokieciy ir kitos mokyklos susiformavo savitai derinant
itali$ka ir prancaziska baroko stilius.

Girdime jvairiy senosios muzikos interpretacijy, rodanciy, kad muzikantai
Sioje srityje intensyviai iesko tiesos. Viena vertus, muzikos interpretavimas,
autentisko ir jtaigaus skambéjimo paieskos - itin sudétingas procesas, nes



skambanti muzika yra bene maziausiai ap¢iuopiamas ir moksliskai pagrindzia-
mas reiskinys. Taciau jvairiy epochy (ypa¢ baroko) kompozitoriai, muzikos
teoretikai ir praktikai mégino nustatyti taisykles, kaip kurti ir atlikti muzika,
ra$é traktatus apie basso continuo, muzikine artikuliacijg, ornamentika. In-
formacijos apie baroko puo$menas istoriniuose Saltiniuose yra labai daug
ir ji ganétinai priestaringa. Michelis Pignolet de Montéclairas (1667-1737)
savo traktato Les principes de musique (1736) skyriuje, skirtame ornamentikai,
teigé: ,,Beveik nejmanoma rastu iSmokyti tinkamai taikyti puosmenas, nes
ir patyrusio mokytojo balso tam nepakanka® (Montéclair, p. 77). Vis délto
interpretuojant baroko vokalinés muzikos ornamentus verta jungti teoretiky
ir praktiky jzvalgas.

Objektas

Darbo tyrimo objektas - italy ir pranciizy baroko vokalinés muzikos ornamen-
tikos ypatumai, pana$umai ir skirtumai; jie nagrinéjami remiantis autentiskais
$altiniais — XVTIa. pabaigos-XVIII a. pirmos pusés traktatais. Italy ir pranctzy
baroko stiliai pasirinkti kaip dvi jtakingiausios, rys$kiausiai besiskiriancios
baroko mokyklos, kurios tampa atskaitos tasku siekiant suvokti kity Vakary
Europos $aliy baroko muzikos ypatumus. Ornamentikos tyrimai didzia dalimi
atskleidzia stilistinius italy ir pranciizy baroko muzikos skirtumus.

Tyrimo $altiniai - italy ir prancazy baroko epochos traktatai, muzikos kariniy
rinkiniy pratarmés, kuriuose XVT a. pabaigos—XVIII a. pirmos pusés autoriai
analizavo vokalinés muzikos ornamentika, nurodé ornamenty rasis ir pateiké ju
naudojimo taisykles ar rekomendacijas. Tai - italy Giovanni Battistos Bovicelli
(1550-1594), Giulio Caccini (1551-1618) ir Piero Francesco Tosi (1654-1732)
traktatai bei pranciizy Bertrando de Bacilly (1621-1690), Michelio Pignolet de
Montéclairo (1667-1737) ir Jeano Antoineo Bérardo (1724-1778) darbai.

Tyrimo tikslas ir uzdaviniai

Tyrimo tikslas - i$analizuoti ir palyginti italy ir pranctzy baroko vokalinés
muzikos ornamentikos ypatumus remiantis autentiskais $altiniais - traktatais,
skatinti istoriSkai pagrijsto atlikimo praktikos jsitvirtinima Lietuvoje. Siekiant
igyvendinti uzsibrézta tiksla, iskelti $ie uzdaviniai:

« idversti j lietuviy kalbg Giulio Caccini rinkinio Le nuove musiche (1602)
pratarme, Giovanni Batistos Bovicelli traktata Regole, passaggi di musica
(1594), Michelio Pignolet de Montéclairo traktato Principes de musique
(1736) I1I dalj, Jeano Antoineo Bérardo traktato Lart du chant (1755)
III dalies 4-9 skyrius;

« isanalizuoti Piero Francesco Tosi traktato Opinioni de’ cantori antichi e
moderni o sieno osservazioni sopra il canto figurato (1723) 2, 3,4, 8 ir 10



skyrius, Bertrando de Bacilly traktato Remarques curieuses sur lart de
bien shanter (1688) 12 ir 13 skyrius;

« i$nagrinéti italy ir pranctzy baroko vokalinés muzikos stilistinius pana-
$umus ir skirtumus, apibrézti ornamentikos vaidmenj formuojant savitus
$iy tauty baroko muzikos stilius;

o remiantis italy ir pranctzy baroko autoriy traktatais iSanalizuoti vokalinés
muzikos ornamentika, atskiry jos elementy panasumus ir skirtumus;

« atlikti pagrindinio darbo objekto — baroko epochos traktaty - lyginamaja
analize;

« sudaryti sistemine Bovicelli, Caccini, Tosi, Bacilly, Montéclairo ir Bérardo
traktatuose pateikty baroko vokalinés muzikos ornamenty lentele.

Tyrimo metodai

Darbe taikomi istoriografinis, lyginamasis, kompleksinés analizés ir sisteminis
tyrimo metodai. Atliekant italy ir pranctizy baroko vokalinés muzikos stilistiniy
panasumy ir skirtumy vertinimg, apibréziant ornamentikos specifika $iy mo-
kykly praktikoje, taikomas kompleksinés analizés metodas. Taikant sisteminj
metodg sudaroma ornamenty lentelé.

Temos istirtumas ir aktualumas
Tarp pastaraisiais desimtmeciais Lietuvoje i$leisty baroko epochos kultarai
skirty studijy i$skirtinos: Eugenijos Ul¢inaités ,,Dainos pasauliui, saulei ir sau®
(1993), Ul¢inaités ir Albino Jovai$o ,Lietuviy literataros istorija. XIII-XVIII
amziai“ (1995); Rasos Butvilaités ,,Lietuvos DidZiosios Kunigaikstystés barokas:
formos, jtakos, kryptys“ (2001); Mindaugo Paknio ,,Mecenatystés reiskinys
XVIIa. LDK*(2003); tarp baroko muzikai skirty veikaly - Jaratés Trilupaitienés
»Jézuity muzikiné veikla Lietuvoje® (1995) ir ,,Klavyriné XVII amziaus Lietu-
vos muzika“ (2004), ,,Muzikos kalba. Barokas“ (sud. Grazina Daunoraviciene,
2006); instrumentinés baroko muzikos atlikimo klausimai nagrinéti Lietuvos
muzikos ir teatro akademijos aspiranty darbuose: Vaivos Eidukaitytés-Storas-
tienés ,,Senosios klavyrinés muzikos interpretavimo tradicija Lietuvoje® (2004),
Mindaugo Backaus ,,Baroko epochos muzikiniy teksty violoncelei ypatybés®
(2009). Donato Katkaus monografijos ,,Muzikos atlikimas: istorija, teorija,
stiliai, interpretacijos (2013/2006) II skyriuje aptariama baroko laikotarpio
muzika, retorika ir afekty teorija, temperacijos klausimas, ornamentika ir kiti
muzikos kalbos elementai, lemiantys muzikos atlikima. Katkaus darbe daugiau
démesio skiriama instrumentiniy baroko muzikos kariniy ornamentikai, o
vokalinés muzikos ypatumai pristatomi tik fragmentiskai. Lietuvoje dar néra
studijos, nagrinéjancios baroko vokalinés muzikos interpretacijos ir atliki-
mo problematika, detaliai analizuojancios vokalinés muzikos ornamentikos
ypatumus. Sis tyrimas, kurio pagrindinis ir svarbiausias objektas yra baroko



epochos radytiniai $altiniai, yra aktualus ne tik tuo, kad papildo muzikologijos
tyrimy spektra, bet ir turi praktine bei metodologine reik§me Lietuvos atlikéjy
ir vokalo pedagogy veiklai.

Darbo struktira

Darbg sudaro jvadas, du skyriai, i$vados, literataros ir $altiniy sgrasas ir priedai.
Pirmame skyriuje aptariami pagrindiniy dviejy baroko stiliy - italy ir pranca-
zy - vokalinés muzikos panasumai ir skirtumai, pagrindziama ornamentikos
svarba $iy stiliy formavimuisi, pristatomi svarbiausi italy ir pranctzy traktatai,
nagrinéjantys baroko vokalinés muzikos ornamentika, ir jy autoriai. Antra-
me skyriuje analizuojami baroko vokalinés muzikos ornamentai. Sios dalies
pirmajame poskyryje, remiantis Bovicelli, Caccini ir Tosi darbais, nagrinéjami
italy baroko vokalinés muzikos ornamentai, atliekama jy lyginamoji analizé.
Antrajame poskyryje, remiantis Bacilly, Montéclairo ir Bérardo tekstais, anali-
zuojama prancizy baroko vokalinés muzikos ornamentika, atliekama vokaliniy
ornamenty lyginamoji analizé ir, remiantis reik§mingiausiu $altiniu - Mon-
téclairo traktatu, i§ry$kinami ornamento taikymo ypatumai pranciuizy baroko
muzikos praktikoje. Tre¢iajame poskyryje palyginama italy ir prancazy baroko
vokalinés muzikos ornamentika, i$ryskinami jos panasumai bei skirtumai,
susisteminami baroko vokalinés muzikos ornamentai. Darbo prieduose pa-
teikiami pirmieji baroko autoriy teksty apie ornamentikg vertimai j lietuviy
kalba: Giulio Caccini rinkinio Le nuove musiche (1602) pratarmé, Giovanni
Batistos Bovicelli traktatas Regole, passaggi di musica (1594), Jeano Antoineo
Bérardo traktato Lart du chant (1755) I1I dalies 4-9 skyriai ir baroko vokalinés
muzikos ornamenty lentelé, sudaryta remiantis darbe tirtais $altiniais.

1. ITALU IR PRANCUZU BAROKO VOKALINES MUZIKOS
STILISTINIAI YPATUMAI

1.1. Baroko vokaliné muzika Italijoje ir Prancuzijoje: skirtumai ir panasumai
Austry muzikologas Guido Adleris (1855-1941) jau prie§ Simtmetj ragé: ,,sti-
lius yra matas, pagal kurj viskas matuojama ir nusprendziama meno karinyje“
(Adler, 1911/1912, p. 5). Stilistiniai italy ir pranctizy baroko muzikos skirtumai
visy pirma siejami su skirtingu $iy tauty mentalitetu: pirmieji — ekstravertiski,
dziaugsma ir skausma reiskiantys tiesiogiai ir spontaniskai, kiti — santaras,
intelektu filtruojantys jausmus. Nicolausas Harnoncourtas (g. 1929) teigé, kad
italy ir pranciizy baroko muzikos skirtumy priezastis yra aktyvus $iy $aliy varzy-
masis geografinéje, politinéje ir kultarinéje srityse. Italy baroko muzikoje, ypa¢
concerto ir operos Zanruose, naudotos visos juslinio malonumo ir fantazijos
galimybés; muzikinés formos, anot Harnoncourto, — didingos ir prasmatnios,
partitirose dominuoja styginiy skambesys; instrumentai imituoja jausmingai



dainuojantj balsa. Imantrias puoSmenas i$moningi atlikéjai improvizuoja
ekspromtu. Prancizy baroko muzika pabréztinai intelektuali, aristokratiska,
salygojama tiksliy interpretavimo taisykliy. Pagrindinis pranczy muzikos
rag§ymo ypatumas — lakonigkos, aiskios formos. Pranctizy baroko muzikos eta-
lonu laikoma Jeano Baptisteo Lully (1632-1687) kiiryba: ,,Sis didis genijus [...]
pirmenybe teiké melodijai, graziam moduliavimui, maloniai harmonijai, tiksliai
iSrai$kai, natralumui ir, galiausiai, tauriam paprastumui“ (Montéclair, p. 87).

XVI a. pabaigoje Florencijoje gimé operos Zanras — renesansinio mastymo
ir aistringo zavéjimosi antika rezultatas. Italijoje buvo kelios baroko operos
mokyklos, i§ jy svarbiausios - Florencijos, Venecijos, Romos ir Neapolio.
XVII a. pirmaujancios Venecijos mokyklos stiliaus elementai buvo secco
reditatyvas, accompagnato recitatyvas, arioso, arijos su klavesino ar orkestro
akompanimentu, orkestre dazni soluojantys instrumentai. Romos mokyklai
pradzioje jtakg daré Florencijos mokykla, véliau susiformavo saviti Zanrai:
opera oratorija (religiné opera) ir komiskoji opera (opera buffa). XVIII a. vo-
kalinés muzikos madas diktavo Neapolio operos mokykla, kurioje susiformavo
bel canto stilius, klestéjo kastraty menas; arijose da capo buvo virtuoziskai
improvizuojamos puoSmenos.

Prancazijoje XVI a. pabaigoje pagal antikinio teatro pavyzdj buvo bando-
ma sukurti naujg teatro Zanra, kuriame dalyvauty visi menai: poezija, muzika,
$okis, architektiira, tapyba, kostiumas. Skirtingai nei Italijoje, kur savitas
stilius formavosi daugelyje miesty, Prancuzijoje baroko muzikiniai jvykiai
koncentravosi daugiausia Paryziuje. Cia susiformavo savitas draminis $okiy
muzikos Zanras ballet de cour ir komiska prie$priesa rimtam ramy baleto Zan-
rui - comédie-ballet. Keliaujanciy italy operos trupiy vaidinimy Prancazijos
karaliaus rimuose veikiama atsirado prancuzi$ka pastoralé. Lully ir pranca-
zy dramaturgas Philippe’as Quinault (1635-1688) isplétojo tragédie lyrique
(tragédie en musique) zanrg. Prancuzy operoje dramos vaidmuo ry$kesnis nei
italiskoje, svarbesni chory epizodai, daznesni Sokiy epizodai. Arijos ¢ia téra
trumpi epizodai, sujungti recitatyvy.

Baroko laikotarpio $altiniuose gausu pasisakymuy, poliarizuojanéiy italy ir
prancizy muzikos stilius; tuometinés publikos kovingos reakcijos turéjo buti
labiau pagristos, nei tai rodo neretai niveliuotos $iy dieny interpretacijos: tau-
tiniy mokykly diferenciacijos stoka i§ dalies sumazina skambancios muzikos
jtaiguma.

Ryskus skiriamasis italy ir pranctzy baroko vokalinés muzikos stiliaus
elementas yra ornamentika. Italai praktikavo virtuoziskumo reikalaujantj
diminucijy meng, o pranctzai muzikiniy garsy ornamentika laiké integralia
melodijos dalimi.

Italy ir pranctizy baroko epochos traktaty autoriai (Bovicelli, Caccini, Tosi,
Bacilly, Montéclairas, Bérard’as) kaip vieng i§ priezasciy, paskatinusiy rasyti,



nurodé nepasitenkinimg girdimomis interpretacijomis, daugiausia dél netin-
kamo ornamenty dainavimo. Tad senieji meistrai, savo rastuose fiksuodami
zinias ir dalydamiesi patirtimi, sieké teigiamai paveikti netenkinancia tuometine
muzikos atlikimo praktika.

1.2. Ornamentas italy ir pranciizy baroko vokalinéje muzikoje

Muzikos puosimo ornamentais tradicija - labai sena. Puo$meny improvizavimo
praktika kildinama i jvairiy tauty liaudies muzikos, senosios Ryty muzikos
kultaros. XV amziaus pabaigoje diminucijy ir ornamenty dainavimas imtas
reglamentuoti taisyklémis. Baroko epochoje ornamentai buvo gausiai vartojami,
apie jy atlikima buvo parasyta daug vadovéliy ir traktaty. Autentiski Saltiniai
patvirtina, kad ornamentai baroko vokalinéje ir instrumentinéje muzikoje buvo
batini, o dainavimo puo$yba tapatinta su paciu dainavimo menu.

Figiras, kurias mes vadiname terminu ,,ornamentai®, vokieciai vadina Ma-
nier, italai - maniera, prancuzai — maniére, o tai reiskia ,,individualy braiza®;
kiti puo$meny terminai (vokieciy - Verzierung, prancizy - ornement, agrément,
angly - ornament, embellishment) reiskia ,puo$mena’, ,zavesj, ,grakstuma®
Ornamento sgvokos turinys nusako jo funkcija muzikos atlikimo praktiko-
je — nomen est omen. Puo$meny paskirtis (pranc. raison détre - buvimo /
egzistavimo priezastis) — i$rys$kinti Zodziy reikSme bei praturtinti muzikos
turinj harmonijos, ritmo ir melodijos lygmenyse. Sitaip i3 kiirinio ,,i$vejama“
monotonija: ,juk [...] kalba, nepadailinta figiromis, kelia skaitytojui didelj
nuobodulj ir gesta pati savaime® (Bovicelli, p. 10).

Ornamenty dainavimo menas reikalauja i$manymo ir skonio, nes muzika
perkrauti nepagrista puosyba yra dar blogiau, negu ,,zodj dainuoti visai lygiai“
(Bacilly, p. 151): ,,akimirka - ir suknelé sugadins viska!“ (Jlargoscka, p. 118).
Ypatingas démesys turi bati skiriamas muzikos ornamenty spontaniskumui
ir gyvybingumui, kuris savaime siejamas su tobulu puo$meny dainavimu.
Bérard’as $iame kontekste yra pasakes: ,,Geram dainininkui visiskai netikty toks
apibréZzimas: ,Tai zmogus, kuris gerai koordinuoja plauciy, gerklés, burnos ir
ausy darbag® Dar reikia, kad dainininkas galvoty ir jausty” (Bérard, p. 139).

1.2.1. Svarbiausi italy traktatai ir jy autoriai
Baroko epochoje gausu traktaty, skirty vokalinés ir instrumentinés muzikos
atlikimui: Lodovico Zacconi (1555-1624) Prattica di musica (1592, Venecija),
Adriano Banchieri (1568-1634) Moderna practica musicale (Venecija, 1613),
Francesco Rognoni (di) Taeggio (?-1626) Selva de varii passaggi (Milanas,
1620).

Lyginamajai italy baroko $altiniy analizei pasirinkti $ie svarbus tekstai, ku-
riuose nagrinéjami ornamentai: Bovicelli traktatas Regole, passaggi di musica
(1594, Venecija), Caccini arijy ir madrigaly rinkinio Le nuove musiche (1601/1602,
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Florencija) pratarmé bei Tosi traktato Opinioni de’ cantori antichi e moderni o
sieno osservazioni sopra il canto figurato (1723, Bolonija) 2, 3, 4, 8 ir 10 skyriai.

« Giovanni Battistos Bovicelli traktatas Regole, passaggi di musica,
1594. Giovanni Battistos Bovicelli (21550-?1594, ?1627) traktato Regole,
passaggi di musica (,,Taisyklés, muzikos pasazai“) pratarméje randame
informacijos apie diminucijy mena, virtuozi$ka ankstyvojo baroko italy
dainavima. Autorius nurodo daZniausiai dainavimo praktikoje pasitai-
kancias klaidas ir formuluoja taisykles joms i$vengti. Traktate pateikti
jvairiy intervaly, garsaeiliy ir kadencijy varijavimo diminucijomis naty
pavyzdziai, pristatomi jvairiais ornamentais i§puosti Palestrinos, de Rore,
de Victoria ir Correggi kariniai.

o Giulio Caccini arijy ir madrigaly rinkinio Le Nuove musiche pra-
tarmé, 1601-1602. Giulio Caccini (1550?-1618) arijy ir madrigaly
rinkinio Le Nuove musiche (,,Naujoji muzika®) pratarmé laikoma vienu
pirmyjy rastisky liudijimy apie naujojo stiliaus susiformavima. Joje
kalbama apie afektais pagrista, aistringg solo balso dainavima pritariant
instrumentu.

Caccini Le nuove musiche teksto jtakinguma liudija kartotiniai leidimai
(Le Nuove musiche dar buvo i$spausdinta 1607 m. ir 1615 m. Venecijoje)
ir amzininky vertinimai. Pavyzdziui, Mersenne’as veikale Harmonie
universelle i§ gausybés traktaty rekomenduoja pirmiausia susipazinti
su Caccini veikalu. Minétini véliau pasirode reik§mingi Caccini darbo
vertimai: | vokie¢iy kalbg - Hugo Goldschmidto knygoje Die italienische
Gesangsmethode des XVII. Jahrhunderts und ihre Bedeutung fiir die Ge-
genwart (1892) ir Fraukes Schmitz studijoje Giulio Caccini, Nuove Musi-
che (1602/1614). Texte und Musik (1995); | angly kalba - Hugho Wiley
Hitchcocko sudarytoje knygoje Giulio Caccini ,Le nuove musiche*(1982);
i prancuzy kalbg - Joél Heuillono ir Francis Saura Préfaces aux Nuove
musiche: parues a Florence en 1602 et en 1614 (1995). Caccini pratarmés
pirmasis vertimas j lietuviy kalbg pateikiamas $io darbo prieduose.

o Piero Francesco Tosi traktatas Opinioni de’ cantori antichi, e moderni
o sieno osservazioni sopra il canto figurato, 1723. Piera Francesco Tosi
(1654-1732) - dainininkg ir kompozitoriy, i$garsino jo traktatas Opinioni
de’ cantori antichi, e moderni o sieno osservazioni sopra il canto figurato
(»,Pastebéjimai apie puosny dainavimg, arba svarstymai apie praeities
ir dabarties dainininkus®). Netrukus po traktato publikavimo pasirodé
Johno Ernesto Galliardo vertimas j angly kalba (1742 ir 1743) ir Johanno
Friedricho Agricolos vertimas j vokieciy kalba (1757).

Tosi traktatg sudaro 10 skyriy. Skyriuose, skirtuose puo$menoms,
autorius apraSo, jo pozitriu, svarbiausius ornamentus, i§sako savo
pastabas apie jy tinkamg ar netinkama vartosena. Sio autoriaus darbe
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apibendrinta ir bent i§ dalies jvertinta italy brandZiojo baroko muzikos
periodo dainavimo praktika.

Trijy aptarty traktaty datos leidzia italy vokalinés muzikos ornamentika
vertinti ir analizuoti daugiau kaip $imto mety atkarpoje. Visus tris autorius
rasyti paskatino nepasitenkinimas tuo metu egzistavusia dainavimo praktika,
taip pat inspiruojancios naujos gyvenamojo laikotarpio idéjos, komunikuo-
jancios su praeities nuostatomis.

1.2.2. Svarbiausi pranctizy traktatai ir jy autoriai

Prancuzijoje baroko laikotarpiu, kaip ir Italijoje, gausu traktaty, skirty voka-
linés ir instrumentinés muzikos atlikimui: Jeano Millet (1618-1684) La Belle
méthode ou I’Art de bien chanter (Lionas, 1666), Jeano Rousseau (1644-1699)
Méthode claire, certaine et facile, pour apprendre a chanter la musique (Pary-
Zius, 1678), Alexandreo de Villeneuveo (1677-1756) Nouvelle méthode trés
courte et trés facile avec un nombre de legons assez suffisant pour apprendre
la musique et les agréments du chant (Paryzius, 1733). Kaip pavyzdys pran-
cuzi$ky diminucijy studijoms rekomenduotinas Josepho Chabanceau de La
Barre (1633-1678) arijy rinkinys Airs a deux parties avec les seconds couplets
en diminution (Paryzius, 1669).

Lyginamajai pranctzy baroko autenti$ky $altiniy analizei $iame darbe
pasirinkti Bacilly traktato Remarques curieuses sur lart de bien chanter (Pa-
ryzius, 1688) I dalies 12 ir 13 skyriai, de Montéclairo traktato Les principes de
musique (Paryzius, 1736) III dalis ir Jeano Antoineo Bérardo traktato Lart du
chant (Paryzius, 1755) III dalies 4-9 skyriai.

o Bertrand’o de Bacilly traktatas Remarques curieuses sur lart de bien
chanter, 1688. Bertrando (Benigne) de Bacilly (1621-1690) traktatg apie
prancuziskg XVII amziaus dainavimg Remarques curieuses sur lart de
bien chanter (,,Jdomios pastabos apie meng gerai dainuoti“) sudaro trys
dalys, kuriose autorius detaliai aptaria gero dainavimo savybes, tokias kaip
geras tarimas ir deklamacija, kalbos i$manymas, rafinuotas ornamenty
dainavimas.

« Michelio Pignolet de Montéclairo traktatas Les principes de musique,
1736. Michelio Pignolet de Montéclairo (1667-1737) traktata Les prin-
cipes de musique (,,Muzikos principai“) galima laikyti vienu i§samiausiy
pranciizy baroko $altiniy — detaliais naty pavyzdziais iliustruotoje jo
treciojoje dalyje Sur la maniere de joindre les paroles aux notte et de bien
former les agréments du chant® (,,Apie buda sujungti zZodzius ir garsus
bei gerg dainavimo puo$meny formavima®) pateikti vokalinéje muzikoje
vartojami ornamentai.

« Jeano Antoine’o Bérard’o traktatas Lart du chant, 1755. Jeano Antoineo
Bérardo (1710-1772) trijy daliy traktate Lart du chant (,Dainavimo
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menas®) aptariami anatominiai garso i$§gavimo aspektai, tarties ir artiku-
liacijos problemos bei priemonés dainavimo tobulumui pasiekti. Bérard’as

noréjo bati laikomas pirmuoju, kuris suskai¢iavo ornamentus, ir pirmuoju,
kuris sugalvojo jiems Zyméjima. Deja, jo pateikti ornamenty uzra§ymo

zenklai neprigijo. Traktato pabaigoje Bérard’as pateikia vertingus Lully,
Campra, Mondonville, Rameau ir kity kompozitoriy kiriniy fragmentus,
kuriuose tinkamose vietose jo paties sitilomais Zenklais pazymi ornamen-
tus. Bérardo traktatas laikomas Lully ir Rameau eros vokalinés praktikos

reziume.

Prancuzy traktaty autoriai savo veikaluose ornamentikg jvardijo kaip
visada egzistavusig neatskiriama dainavimo meno dalj ir pateikia jvairias
rafinuotai diferencijuotas puo$menas. Montéclairas ir Bérard'as apgailestauja,
kad muzikai ir pedagogai, vadindami puo$menas skirtingais vardais, nesu-
sikalba; tam trukdo ir ornamenty Zenkly triakumas. Stebétinai trumpame
traktato skyriuje, pavadintame Régle générale pour tous les agrémens (,Bendra
visy puoSmeny taisyklé®), Bérardas uzrasé tik vieng sakinj: ,,Visy puo$meny
trukme, energija arba $velnuma, greitumg arba létuma lemia Zodziy [teksto]
pobudis“ (Bérard, p. 136), tarsi fiksuodamas neginéyting ir daugiau argumen-
ty nereikalaujancia tiesa. Kalbos reik§me dainuojant puo$menas pabrézia ir
Bacilly bei Montéclairas.

2. VOKALINEI ORNAMENTIKAI SKIRTU
ITALU IR PRANCUZU TRAKTATU TYRIMAS

2.1. Ornamentai G. B. Bovicelli, G. Caccini ir P. F. Tosi traktatuose
Siame skyriuje analizuojami $ie italy autoriy traktatuose pateikti ornamentai:

« esminiai ornamentai — apodzatira (apodzZatirai giminingi ornamentai:

intonazione, principiar sotto alle note), trilis;

« laisvieji ornamentai — diminucijos (pasazai: kaskada, tirada);

« balso dinamikos puo$menos - eksklamacija, messa di voce;

e sprezzatura.

Apodzatiira yra vienas pagrindiniy baroko muzikos ornamenty. Sis orna-
mentas siejamas su anticipacija (paskuba) ir neparuosta uztara. Apodzatirai
charakteringa viena arba kelios neakordinés natelés silpnojoje arba stipriojoje
takto dalyje. Bovicelli ir Caccini tekstuose randami apodzattrai giminingi
ornamentai intonazione, principiar sotto alle note, kai ,pradedama tercija arba
kvarta Zemiau pagrindinés natos® (Bovicelli, p. 11). Tosi apodzatiirai skiria
atskirg traktato skyriy ir detaliai aptaria maZzoriniy ir minoriniy pustoniy
zingsnius, nuo kuriy priklauso, kur $is ornamentas galimas, o kur - ne.

Trilj XXI a. dainininkai pirmiausia supranta kaip greitg dviejy gretimy
garsy kaita. O Caccini trilis yra greitéjantis vienos natos kartojimas. Dviejy
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garsy trilj, kurio pabaigoje jvedamas grupetas, Caccini vadina gruppo. Tas-
kuotojo ritmo trilj Caccini vadina ribattuta di gola. Bovicelli tos pacios natos
kartojima vadina tremolo, o pristabdyta dviejy naty trilj - groppetto raffrenato.
Tosi i8skiria astuonis triliy tipus, i$ jy du pagrindiniai ir daZniausiai dainuojami
yra mazorinis ir minorinis triliai.

Visi trys italy autoriai pabrézia trilio svarbg vokalinés muzikos groziui; Tosi
dar ir priekaistauja, kad dainininkai nebedainuoja triliy net ten, kur, senyjy
meistry nuomone, jie buvo savaime suprantami, pavyzdziui, karinio daliy arba
pabaigos kadencijose.

Improvizuojamos puo$menos, viena vertus, paliekamos atlikéjo i$mo-
nei, ribojamai techniniy galimybiy, kita vertus, sulaukia daugiausia kritikos.
Tai némaz nestebina, nes improvizacija néra tolygi savivalei, - ji reikalauja
ziniy, skonio ir praktikos. Terminas ,diminucija“ vienija improvizuojamas
smulkiy naty puo$menas — melodines-ritmines figairas, tinkamas jvairiems
intervalams bei garsaeiliams i$puosti. Kai kurios formulés jgijo konkrecius
pavadinimus. Kaip ir visas kitas puo$menas, diminucijas reguliuoja Zodis ir
karinio nuotaika.

Caccini minima eksklamacija yra balso dinamikos puo$mena, taikoma
ekspresyvioje muzikoje, svarbi kaip ,,pagrindinis bidas sukelti aistras“ (Caccini,
p. 6). Eksklamacija dazniausiai taikoma ,visose besileidzian¢iose pusinése ir
ketvirtinése natose su tasku® (Caccini, p. 7).

Messa di voce yra ry$kus baroko muzikos kalbos elementas, $ios epochos
autoriy priskiriamas puo$menoms. Anot Caccini, messa di voce, kaip ir ekskla-
macija, yra patetikos pagrindas. Tosi teigimu, ,,messa di voce skamba Zavingai
tik dél puikaus skonio“ (Tosi, p. 175).

Terminu sprezzatura Caccini vadina tam tikrg rubato - muzikos ritmo
netolyguma, asimetrija, dainavimo lengvuma, kai maksimaliai priartéjama
prie natiiralaus kalbéjimo. Anot Caccini, graziam dainavimui reikalingi trys
dalykai: afektas, jo jvairové ir sprezzatura.

2.2. Ornamentai Montéclairo traktate ir jy palyginimas su Bacilly ir
Bérard’o pateiktomis puo$menomis

Montéclairo traktate pateikti 22 ornamentai, kuriy prancaziskus terminus
baroko muzikos atlikéjams privalu Zinoti todél, kad $ie terminai yra visuotinai
taikomi pranciizy baroko vokalinés muzikos atlikimo praktikoje.

« Coulé [lakule] - ,,sklandumas®; §j ornamenta galima vadinti sulietuvintu
itali$ku terminu ,,apodzatira i§ virSaus“ arba Donato Katkaus teikiamu
sulietuvintu vokieciy kilmés terminu ,,praeinantis forslagas“ (Katkus,
2013, p. 225).

o Portdevoix [por do vwa] — ,,balso iSlaikymas®; alternatyvus vertimas yra

»apodZatiira i$ apadios® Si puosmena, pasak Bacilly (3is autorius pateikia
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daugiau port de voix rasiy), dainuojama solidZiai, su jai reikalingu svo-
riu. Bérardo jvairiy rasiy port de voix ai$kinimai i§ esmés sutampa su
Montéclairo ir Bacilly pastabomis.

Chiite [[yt] - pazodziui ver¢iama ,,balso nuleidimas®; §i puo$mena yra
$velnus nusileidimas i§ vienos natos j kitg glissando badu ir primena ato-
dasj. Chiite gali papuosti ne tik sekundos, bet ir platesnius intervalus.
Accent [’aksd] - ,akcentas®; pagal Montéclairo aprasyma, tai garso
intensyvumo didinimas, paskui garso nutraukimas atsidastant, panasus
i staigig kupitrg. Accent kaip ornamento specifika taikliau nusako kitas
prancuziskas terminas — son coupe [s6 kup] - ,nutrauktas skambesys*
(Veilhan, p. 34) arba terminas ,,aspiracija‘, naudojamas Bacillyo.
Sanglot [saglo] - ,rauda“; dainuojamas tarsi kik¢iojant, taciau isreiskia
jvairias aistras: ne tik didZiausig lindesj, bet ir pyktj, pasitenkinimg ir
netgi dziaugsma. Sanglot daznai taikomas tokioms eksklamacijoms kaip
hélas! [deja], ah! eh! arba 6!

Tremblement [1o trabloma] - ,,vibravimas®; $iuo terminu vadinamas trilis.
Pagrindinis ornamento principas yra dviejy gretimy tony greitesnis ar
létesnis kaitaliojimas (mazoro ar minoro derméje). Tremblement greta
port de voix yra svarbi ir labai dazna pranctizy baroko vokalinés muzikos
puodmena, taciau gana kontroversiska dél $iy priezasc¢iy: skirtingy terminy
(tremblement, cadence, flexion de la voix), jvairiy rasiy (tremblement appuyé,
tremblement subit, tremblement feint, tremblement doublé ir kt.).

Pincé [p3se] - ,,sugnybtas garsas“; Montéclairas $ig puo$meng apibudina
kaip pagalbines, labai greitai i§dainuojamas ,,nateles“. Alternatyvus pava-
dinimas bty ,,mordentas®, o jo, kaip ir visy ornamenty, paskirtis (raison
détre) ir yra irySkinti, pabrézti puosiama nata.

Flatté [flate] - ,,glostymas®; Katkus tai sitlo vadinti ,balso pasaldinimu®“
(Katkus, 2013, p. 227). Flatté yra lengvas balso siibavimas, baigiamas
pamazu nutildant balsg.

Balancement [balasomai] - ,,supimas“; Montéclairas jj lygina su vargony
gausmu ir italy tremolo.

Tour de gosier [tur do gosje] - ,,gerklés apsuka®; charakteringa penkiy
naty grupé, vadinama ,,grupetu®. Montéclairas teikia $io ornamento
7yméjimo zenkla 0, gerai zinomg Lietuvoje. | Montéclairo pateikta
tour de gosier inkrustuotas tremblement (taip pat tour de gosier) daznai
tampa kity puo$meny sudedamaja dalimi.

Passage [pasa3] - ,peréjimas®; pasazas yra improvizacinio pobudzio orna-
mentas, pasak Montéclairo, tinkamas instrumentinéje, bet ne vokalinéje
muzikoje; Montéclairas kritikuoja pasazy gausa kaip kompozitoriaus
karybiniy galiy i$sekimo Zenkla. O Bacilly teigia, kad ,,jei audinys grazus,
tai skoningai i§siuvinétas tampa dar grazesnis“ (Bacilly, p. 212).
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Diminution [diminusjd] - ,,maZinimas®, ,,smulkinimas®; $is terminas
Lietuvoje Zinomas kaip ,,diminucija“; Montéclairas teigia, kad laisvé
pasirenkant diminucija yra reliatyvi, varzoma tam tikry salygy.
Coulade [kulad] - ,sruvenimas®; lietuviskai tai galima vadinti ,,perbeé-
gimu® (Katkus, 2013, p. 227). Coulade yra labai artima passage, taciau
passage sudarancios natos toje pacioje grupéje gali keisti judéjimo krypti,
o coulade ,natelés dainuojamos nuosekliai viena kryptimi, lengvai ir
plastiskai.

o Trait [tre] - ,strélé’, ,braksnys®; atitikmuo yra terminas ,tirada® Tai
Zérintis artikuliuoty smulkios vertés naty pasazas. Baroko muzikos
retorikoje pasitaiko terminas ,tirata“ — ,greitas, trumpy naty pasazas
kvartos—oktavos ribose (imtinai) (Muzikos kalba. Barokas, p. 117).

Son filé [s0 file] - ,tesiamas garsas®; tai yra vienu atsikvépimu tesiamas
garsas, pasak Montéclairo, ,,lygus kaip stiklas“ (Montéclair, p. 88). Atlie-
kant §j ornamentg balsas turéty buti maksimaliai lygus. Bacilly nurodo
»ilgas natas“ kaip dainavimo puo$meng, ta¢iau placiau jy nepaaiskina.

o Son enflé et diminué [son afle e diminiue] - ,i$pUstas ir sumazintas
garsas®; tai stiprinamas ir tylinamas garsas - crescendo ir diminuendo. Si
puos$mena gimininga italy ornamentui messa di voce ir pagal dabartinj
supratimg priskiriama dinamikos sri¢iai.

o Son glissé [s0 glise] - ,slystantis garsas®; placiai Zinomas atitikmuo yra
terminas glissando. Montéclairo ornamentu laikomas son glissé yra per-
éjimas glissando budu i§ natos j natg pustonio ribose.

Ornamenty egzistavimo butinybé pranciizy baroko vokalinégje muzikoje
nekvestionuojama, jie smulkiai diferencijuoti, natose gausiai pazyméti, ta¢iau
neatsizvelgus j teksto prasme rizikuojama dainuoti mechaniskai, atsietai nuo
muzikos turinio.

2.3. Italy ir prancizy vokalinés muzikos ornamentikos palyginimas
Analizuojant italy ir pranciizy baroko autoriy traktatus, lyginant ornamentika,
jos rusis, atskiry elementy ypatumus ir jy vaidmenj interpretuojant vokaline
muzika, i$ry$kéja ornamentikos naudojimo vokalinéje muzikoje skirtumai ir
panaSumai.

Bovicelli, Caccini, Tosi, Bacilly, Montéclairas ir Bérard’as savo teoriniuose
darbuose konstatuoja puo$meny vokalinéje muzikoje butinybe ir laiko jas
graziausia dainavimo dalimi. Ornamentais atkreipiamas démesys j reik§mingas
karinio vietas. Esminiy, laisvyjy ir balso dinamikos ornamenty batinumas
grindziamas interpretacijos jvairovés poreikiu, monotonijos vengimu.

Darbe nagrinéty teksty autoriai sutaria Zodzio reik§més aspektu: ,,Visy
puos$meny trukme, energija arba $velnumg, gyvuma arba létuma lemia Zodziy
pobudis (Bérard, p. 136), ju sukeliamas afektas. Teksto prasmé yra svarbiausias
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kriterijus improvizuojant ornamentus, ypac italy baroko muzikoje, nes natose
puo$menos menkai tepazymeétos.

Montéclairas ra$é: ,Lotyniska muzika [t. y. italika muzika - S. $.] lavina
gebéjima dainuoti, prancuzi$ka muzika lavina skonj“ (Montéclair, p. 77).
Prancizy poZiariu, skonis yra butinas, nes vien tik mégavimasis grazaus balso
galimybémis (o tai téra gamtos dovana) su dainavimo menu neturi nieko bendra.
Skonio sgvoka italams taip pat néra svetima: pavyzdziui, Caccini siekiamybé -
balso dinamikos puo$menomis sustiprintas ekspresyvus dainavimas.

Italiko ir prancazi$ko baroko ornamentikos skirtumai sukeélé diskusija, ar
baroko vokalinés muzikos ornamentikos taikymas yra labiau improvizacinis,
ar ornamentai naudojami kanonizuotai. Prancuzai linke i§ principo neigti
laisvai improvizuojamy ornamenty verte, prancizy kompozitoriams budinga
patiems iSrasyti diminucijas antruosiuose arijy kupletuose. O italy autoriai i§
esmeés nekelia diminucijy ir pasazy reikalingumo klausimo, nekvestionuoja jy
vertés, taciau, kaip ir prancuzai, piktinasi nesaikingu jy dainavimu.

Labai skiriasi italy ir prancizy autoriy traktatuose pateikty ornamenty
skaicius. Italai kalba vos apie kelias skirtingai vadinamas puo$menas (i$im-
tis — Tosi, kuris pateikia aStuonias trilio rasis), o prancazai pateikia daugybe
rafinuotai ir pedantiskai diferencijuoty dainavimo ornamenty ir kiekvienam
ju suteikia atskira terming.

Italy ir pranciazy baroko vokalinés muzikos ornamentai yra keliy rasiy -
esminiai (arba vertikalieji), laisvieji (arba horizontalieji); iskirtine grupe sudaro
balso dinamikos puo$menos, o atskiras rei$kinys — Caccini kaip puo$mena
paminéta sprezzatura, t. y. tam tikras rubato.

Forslagui, arba apodzatiirai, artimus italy ir prancizy ornamentus sieja
charakteringa pagalbiné nata, gretima (is vir$aus ar i§ apacios, akcentuota arba
ne) puosiamai natai.

Italy ir prancuzy baroko autoriy traktatuose randamus trilius galima
sugrupuoti i tris grupes: tai vieno garso kartojimo triliai, dviejy gretimy pa-
kaitomis dainuojamy garsy mazoriniai arba minoriniai triliai ir puo§menos,
kuriose jungiami trilis ir grupetas. Terminy tremblement (trilis) ir cadence
(kadencija) sinonimiskas naudojimas paaiskinamas tuo, kad baroko muzikos
kariniy kadencijose trilis buvo savaime suprantamas ir neatsiejamas nuo
kadencijos. Toks kadencijose dainuojamas ornamentas, batent tremblement,
pradétas vadinti cadence.

Visuotinai yra Zinomas neigiamas pranciizy poziiris j gausiais pasaZais,
cascata bei tirata i§puosta italy baroko muzika. Taciau ir patys italai — Caccini,
Tosi - pateiké daugybe kritisky pastaby apie perteklinj, beprasmj ir neskoninga
pasazy dainavima, kuriuo dainininkai demonstruoja publikai savo bravurg ir
virtuozi$kuma. Tie patys pavojai dainuojant ,,laisvai“ improvizuojamus orna-
mentus islieka ir $iais laikais.
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Balso dinamikos puo$menas baroko epochos autoriai pateiké greta neginci-
jamai ornamentais laikomy figtiry. Tai — messa di voce, eksklamacija, son enflé
et diminue, son filé, son filé entier, son demi-filé, sotitien de la voix, longues nottes,
lexpression arba passioner. Italiskas messa di voce isitvirtines $iuolaikiniy atlikéjy
praktikoje, o puo$mena, vadinama $iuo vardu, yra viena ryskiausiy baroko
muzikos kalbos elementy (greta forslago ir trilio). Caccini vartotas terminas,
atitinkantis messa di voce, yra crescere e schemare della voce, reiskiantis ,,stiprinti
ir tildyti balsg“. Pranctzy son enflé et diminue yra crescendo ir diminuendo bei
atitinka italy messa di voce. Ornamentai son filé, son filé entier, son demi-filé,
soutien de la voix ir longues nottes yra lygus skirtingos trukmés tesiami garsai.
Eksklamacija (su$ukimas) - balso dinamikos puo$mena, anot Caccini, skirta

»suzadinti sielos aistras“ (Caccini, p. 6), o tai ir yra pagrindinis muzikos tikslas.
Galima spéti, kad Bacilly paminétas ir dviem terminais vadinamas ornamentas
lexpression, arba passioner, yra panasus j Caccini eksklamacija, tai rodo pava-
dinimy vertimai - ekspresija ir ,,sielos aistry suzadinimas®

ISVADOS

Vis aktyvesnis baroko muzikos atlikimo judéjimas Lietuvoje ver¢ia susimastyti
apie istorinés muzikos interpretacijy kokybe. Globalizacijos reiskiniy palies-
tame pasaulyje vis papras¢iau prieinama pati jvairiausia informacija, taip pat
ir susijusi su senosios muzikos atlikimu, pavyzdziui, istoriniai $altiniai. Ta¢iau
minéta informacija jsisavinti néra paprasta, nes dainininkas, rengdamasis
dainuoti baroko muzika, ne visada randa savyje jégy ir uzsispyrimo studijuoti
baroko epochos traktatus apie vokalinés muzikos atlikimg. Ne kiekvienas
lietuviy dainininkas gerai moka italy, pranctzy, vokieciy kalbas, kuriy reikia
norint i$siai$kinti autentiskuose traktatuose jy autoriy iSdéstytus pastebéjimus,
traksta istoriniy $altiniy vertimy j lietuviy kalba. Itin svarbu skaityti butent
dominandiais laikais gyvenusiy zmoniy rastus, o ne tik, kaip sako Darius
Stabinskas, ,,knygas apie knygas“ (Navickaité-Martinelli, p. 173); todél $iame
darbe pirmgkart Lietuvoje prisiliesta prie svarbiy italy ir pranciizy autentisky
$altiniy kaip pagrindinés ir svarbiausios medziagos tiriant baroko vokalinés
muzikos ornamentikg.

Muzikos interpretavimo, autentisko, jtaigaus skambéjimo paieskos yra
sudétingas procesas, nes skambanti muzika - mazai ap¢iuopiamas ir mokslis-
kai pagrindziamas reiskinys, tg patvirtina ir baroko epochos traktaty autoriai
(Montéclairas, Bacilly, Tosi). Kaip skambéjo baroko muzika ar konkretiis or-
namentai, nejmanoma suzinoti ir dél to, kad skambancios muzikos tradicija
buvo nutrikusi, t. y. nebuvo perduodama ,,i$ ltipy  lpas® Tadiau $is tyrimas
jrodé, kad intensyvi tiesos paieska jei ir neatsako j visus klausimus, tai bent
suteikia trikstamy Ziniy, $iuo atveju — apie vokalinés muzikos ornamentus
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ir jy atlikima, atveria horizontus, pazadina vaizduote, praturtina jdomiomis
pazintimis su baroko epochos asmenybémis per jy teorinius darbus.

Informacijos apie baroko muzikos puo$menas istoriniuose $altiniuose
i§ tiesy labai daug ir ji ganétinai priestaringa. Taciau $iy dieny praktikai,
tyrinéjantys senuosius rastus ir igije Ziniy salygiskai ,,i§ pirmy lapy turi
galimybe jas iSméginti ir taikyti interpretuodami baroko muzikg ir neatsie-
jama jos dalj - ornamentika. Sitaip atotriikis tarp teorijos ir praktikos nyksta,
juk daznas baroko epochos traktaty autorius buvo ne tik kompozitorius ar
muzikos teoretikas, bet ir muzikos praktikas, rases apie tai, kg gerai i§mané
i§ patirties.

Ornamentika yra reik§mingiausias baroko vokalinés muzikos sudedamasis
elementas, didzia dalimi lemiantis stilistinius italy ir pranctzy baroko muzikos
skirtumus. Siame darbe italy ir pranciizy baroko vokalinés muzikos ornamen-
tikos ypatumai, pana$umai ir skirtumai i$nagrinéti remiantis svarbiausiais
autentiSkais $altiniais — XVI a. pabaigos-XVIII a. pirmos pusés traktatais.
Italy autoriy darbai: Bovicelli traktatas Regole, passaggi di musica (1594), ku-
riame pateiktos vertingos pastabos apie pasazus ir diminucijas, Caccini arijy
ir madrigaly rinkinio Le nuove musiche (1602) pratarmé, kurioje ornamentai
pateikiami ,,naujosios“ muzikos (t. y. ankstyvojo baroko) kontekste, autoriui
iSsamiai aiSkinant naujajj muzikos stiliy, ir Tosi traktato Opinioni de’ cantori
antichi e moderni o sieno osservazioni sopra il canto figurato (1723) skyriai,
kuriuose autoriaus pateikia brandziojo italy baroko ornamentikos reziume.
Pranciazy baroko vokalinés ornamentikos analizei pasirinkti Bertrando de
Bacilly traktato Remarques curieuses sur lart de bien shanter (1688) 12 ir 13
skyriai, kuriuose ypa¢ i§samiai aptariami svarbiausi pranctzy baroko orna-
mentai, Michelio Pignolet de Montéclairo traktato Principes de musique (1736)
III dalis - sistemiskiausias pranctzisky dainavimo puo$meny katalogas ir Jeano
Antoineo Bérardo traktato Lart du chant (1755) 111 dalies 4-9 skyriai. Tyrimo
metu visi $ie tekstai pirmgkart i$versti j lietuviy kalba.

Tiriant autentiskus $altinius paai$kéjo, kad teiginys, jog italy ornamenti-
ka - tai atlikéjy fantazijos vaisius, o pranctzy - griezty taisykliy rinkinys, yra
ir teisingas, ir ne. Sis tyrimas atskleid¢, kad nors skirtumai egzistuoja, jie yra
subtilas. Italy baroko vokalinés muzikos tradicija kritikuojama dél pernelyg
gausiy, chaotisky, tusciai virtuozisky ir triuk$mingy pasazy. Taciau nors ita-
lai traktuoja improvizuojamas puo$menas kaip neatskiriamg dainavimo dalj,
remiantis Bovicelli, Caccini ir Tosi teoriniais darbais nustatyta, kad improvi-
zacijos laisvé yra salygiska: ornamenty pasirinkimg lemia zodziai ir jy reik§me,
harmonija, karinio forma, dramaturgija ir kt.

Pranciizy autoriai (Bacilly, Montéclairas, Bérard’as) laisvasias puo$menas
traktuoja jvairiai. Vieni diminucijy ir pasazy temos visai nenagrinéja (Bérardas),
kiti $i3 ornamentikos rasj labiau sieja su instrumentine muzika, treti (Bacilly)
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pripazjsta diminucijy mena esant grazy, bet sudétingg, ir akcentuoja tai, kad
geras rezultatas $ioje srityje priklauso nuo iSmanymo ir skonio.

Italy ir prancizy autoriy traktatuose rasti trejopo pobudzio ornamentai:
esminiai (arba vertikalieji), balso dinamikos ir laisvieji (arba horizontalieji).
Esminiy ornamenty grupe sudaro: forslagas (arba apodzatara), trilis, mordentas
(pinsé), grupetas (tour-de-gosier), glissando (son glissé). Balso dinamikos grupe
sudaro: balso stiprinimas ir tildymas, tesiamieji garsai, eksklamacijos. Laisvuju
ornamenty grupe sudaro: pasazai, diminucijos, tirados (trait) ir perbégimai
(cascata, coulade).

I$analizavus ir palyginus traktatuose minimus ornamentus, prieita prie
i$vados, kad pranciizy baroko vokalinéje muzikoje dazniau ir gausiau taikomi
esminiai (arba vertikalieji) ornamentai, jie dar ir smulkiai diferencijuojami.
Italy ornamentikoje skirtingy pavadinimy puo$meny yra kur kas maziau,
i$skyrus Tosi nurodytas 8 trilio rasis.

I$nagrinéjus pasirinktus Bovicelli, Caccini, Tosi, Bacilly, Montéclairo ir
Bérardo tekstus, kuriuose rasoma apie baroko vokalinés muzikos ornamentika,
prieita prie i§vados, kad jtaigiam baroko vokalinés muzikos interpretavimui ir
jtikinamam ornamentikos atlikimui svarbu:

« italy ir prancizy kalbos Zinios, teksto, kaip pagrindinés ornamenty pa-

sirinkimg lemiancios kategorijos, suvokimas;

« konkreciy ornamenty ypatybiy Zinojimas;

« puo$meny taikymo prasmeés kirinio kontekste suvokimas;

« ryski skirtingy emocijy israiska, kontrasto principas;

« atlikéjiska patirtis, muzikos nuovoka (pojutis) ir skonis;

« dainininko ar dainininkés temperamentas ir asmenybé.

Sis tyrimas yra pirma baroko vokalinés muzikos ornamentikos studija, ku-
rios svarbiausias objektas — baroko epochos rasytiniai Saltiniai. Darbas aktualus
ne tik tuo, kad papildo muzikologijos tyrimy spektra, bet ir turi praktine bei
metodologine reik$éme Lietuvos atlikéjy ir vokalo pedagoguy veiklai.
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INTRODUCTION

Justification of the research topic
This research was inspired by the early music performance movement which
is becoming increasingly active in Lithuania. In the year 1986 one of the first
early music ensembles “Banchetto Musicale” was founded, and in the year
1989 under the same name international early music festival was held for
the first time and is still being organized nowadays. Some of the Lithuanian
artists’ collectives which are performing early music include the early music
ensemble “Affectus” (2005); Vocal Duo “Duo Barocco” (mezzo-soprano Re-
nata Dubinskaité and Saulé Seryté, 2010); international early music ensemble
“Suonatori del Granduca’, later renamed as “Canto Fiorito”, and others. On the
March 14, 2014 “Baroque Opera Theatre” (founded in 2013) debuted with the
Lithuanian premiere of Georg Friedrich Hindel’s (1685-1759) oratorio “The
Resurrection”

In Lithuanian scenes, Baroque operas are becoming more and more popular.
These include Klaipéda Musical Theatre production of Claudio Monteverdi’s
(1567-1643) operas “Orpheus” (2007) and “Coronation of Pompeii” (2010),
Henry Purcell’s (1659?-1695) “Dido and Aeneas” (2010). One of the earlier
performances of this opera was in 1995 at the basement of the Palace of the
grand Dukes, where also opera (dramma per musica) by Francesca Caccini
(1587-1641?) “Liberation of Ruggiero from Alcina Island” (2001) was shown.
Lithuanian Russian Drama Theater staged Héndel's “Xerxes” (2010). Vilnius
Puppet Theatre showed the Monteverdi’s madrigal operas (madrigale rap-
presentativo) “Tancredi and Klorindo Duel” and “Dance of Ingrates” (2008).
In addition to these, compilative Baroque operas-pastiches “Gallant Baroque
Pastiche” in Kaunas State Music Theatre (2012) and Baltic Chamber Opera Per-
formance “Baroque Opera Pastiche” (2013) were performed. In the Lithuanian
Opera and Ballet Theatre, “Passions According to John” by Johann Sebastian
Bach (1685-1750) was staged. On the September 4, 2014 in the Palace of the
Grand Dukes for the first time in Lithuania the first considered opera “Euridice”
by Giulio Caccini (1551?-1618) was performed.

While exploring Baroque music, we are talking about different styles of
various Western European countries, and there are two the most influential
of them - these are Italian and French Baroque music styles. Roots of Baroque
music are in Italy, while the French music of this type is considered almost
as a reaction to the Italian “musical volcano eruption” Italian and French Ba-
roque music and their contrast strongly affected European musical life. The
English, German and other schools formed a peculiar combination of Italian
and French Baroque styles.
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We hear different interpretations of the early music, indicating that
musicians in this field are in intensive search of the truth. On the one hand,
interpretation of music and searching for authentic and persuasive sounds
is an extremely complicated process, as music is perhaps the least tangible
phenomenon which is difficult to justify scientifically. However, during the
different epochs, especially during Baroque, composers, music theorists and
practitioners had been trying to define the rules how to create and perform
music and had been writing treatises on basso continuo, the musical articulation
and ornamentation. Historical sources contain a lot of different, sometimes
even contradictory, information about Baroque ornamentation. Michel Pigno-
let de Montéclair (1667-1737) in his treatise Les principes de musique (1736),
in a section devoted to ornamentation, wrote that “it is almost impossible to
teach proper application of ornamentation in writing as even the voice of an
experienced teacher is not sufficient” (Montéclair, p. 77). However, the inter-
pretation of Baroque vocal music ornaments worth connecting the insights of
theorists and practitioners.

Object

The object of the present study are features, similarities and differences of
Italian and French Baroque vocal music, which are studied on the basis of
authentic sources, which are treatises from the end of the 16™ century - be-
ginning of the 18" century. Italian and French Baroque styles were chosen as
two the most influential schools with the most striking differences which are
the starting point to understand features of other Western European Baroque
music. Research into ornamentation largely reveals stylistic differences of
Italian and French Baroque music.

Sources of the research are Italian and French Baroque treatises, prefaces of
music sets in which authors of the end of the 16" century - beginning of the
18" century analyzed ornamentation of the vocal music, indicated types of
ornaments and proposed rules or guidelines of their use. These are treatises by
Italians Giovanni Battista Bovicelli (1550-1594), Giulio Caccini (1551-1618)
and Pier Francesco Tosi (1654-1732) and works by French authors Bertrand
de Bacilly (1621-1690), Michel Pignolet de Montéclair (1667-1737) and
Jean-Antoine Bérard (1724-1778).

Aim and objectives of the research

The aim of this study is to analyze and compare the specific features of ornamen-
tation of the Italian and French Baroque vocal music based on authentic sources,
such as treatises, to promote historically informed performance practice in
Lithuania. In order to achieve this target, the following objectives were set:
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o To translate into the Lithuanian language the preface of Giulio Caccini’s
collection Le nuove musiche (1602), the treatise by Giovanni Battista
Bovicelli Regole, passaggi di musica (1594), Part III of the Montéclair’s
treatise Les principes de musique (1736), and sections 4-9 of the Part IIT
of the treatise Lart du chant (1755) by Jean- Antoine Bérard.

« To analyze sections 2, 3, 4, 8 and 10 of the treatise Opinioni de’ cantori
antichi e moderni o sieno osservazioni sopra il canto figurato by Pier
Francesco Tosi and sections 12 and 13 of the treatise Remarques curieuses
sur lart de bien shanter (1688) by Bertrand de Bacilly.

« To examine stylistic similarities and differences of Italian and French
Baroque vocal music and to define the role of ornamentation in shaping
original Baroque music styles of these nations.

« Based on Italian and French treatises on Baroque music, to analyze orna-
mentation of vocal music and similarities and differences of its individual
elements.

« To conduct a comparative analysis of Baroque treatises — the main object
of this study.

« To develop a systematic table on Baroque music ornaments presented in
the treatises by Bovicelli, Caccini, Tosi, Bacilly, Montéclair and Bérard.

Methods of the research

In this study, historiographic, comparative, complex analysis and systematic
research methods are applied. In performing assessment of stylistic similarities
and differences of Italian and French Baroque vocal music and defining specifics
of ornamentation in the practice of these schools, method of complex analysis
is used. By using a systematic approach, table of ornaments is made.

Exploration and relevance of the topic
Among studies on Baroque culture published in Lithuania in the recent decades,
the following are to be exclusive: “Dainos pasauliui, saulei ir sau” (1993) by
Eugenija Ul¢inaité, “Lietuviy literatiiros istorija. XIII-XVIIT amziai” (1995) by
Ul¢inaité and Albinas Jovaisas; “Lietuvos Didziosios Kunigaikstystés barokas:
formos, jtakos, kryptys” (2001) by Rasa Butvilaité; “Mecenatystés reiskinys
XVIIa. LDK” (2003) by Mindaugas Paknys; among studies dedicated to Baroque
music, exclusive are the following: “Jézuity muzikiné veikla Lietuvoje” (1995)
and “Klavyriné XVII amzZiaus Lietuvos muzika” (2004) by Juraté Trilupaitiené,
“Muzikos kalba. Barokas” (ed. GraZzina Daunoraviciené, 2006); performance
issues of instrumental Baroque music are examined in the following research
papers of the art licentiates of the Lithuanian Academy of Music and Theatre:
“Senosios klavyrinés muzikos interpretavimo tradicija Lietuvoje” (2004) by
Vaiva Eidukaityté-Storastiené, “Baroko epochos muzikiniy teksty violondelei
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ypatybés” (2009) by Mindaugas Backus. In the II Part of the monograph “Mu-
zikos atlikimas: istorija, teorija, stiliai, interpretacijos” (2013/2006) by Donatas
Katkus Baroque period music, rhetoric and affect theory, question of tempera-
tion, ornaments and other musical elements that determine performance of
music are discussed. Katkus’ study is more focused on ornamentation of instru-
mental Baroque music, and vocal music features are presented in a fragmentary
way. In Lithuania, there has not been yet any study which would detail issues
of Baroque vocal music interpretation and performance and which would
analyze in detail the peculiarities of vocal ornamentation. The present research
paper whose first and foremost object are written sources of Baroque epoch is
relevant not only because it complements range of studies in musicology, but
also has practical and methodological implications for activities of Lithuanian
performers and vocal teachers.

Structure of the study

The present research paper consists of an introduction, two chapters, conclu-
sions, references and appendices. In Chapter 1 similarities and differences
between two main Baroque vocal styles - Italian and French - are explained,
also, importance of ornamentation for the formation of these styles is justified,
and the most important Italian and French treatises (as well as their authors)
that deal with Baroque vocal ornamentation are presented. Chapter 2 discusses
the Baroque vocal ornamentation. The first section of this chapter, based on
Bovicelli, Caccini and Tosi works deals with the Italian Baroque vocal orna-
mentation and contains a comparative analysis. In the second section, on the
basis of texts written by Bacilly, Montéclair and Bérard ornamentation of French
Baroque vocal music is analyzed, also, it contains a comparative analysis of vocal
ornamentation, and, on the basis of the most influential source - Montéclair
treatise application of ornaments’ characteristics in French Baroque music
practice are highlighted. The third section compares the Italian and French
Baroque vocal ornamentation, highlighting the similarities and differences; also,
Baroque vocal ornamentation is systematized. In the appendices of the study
first translation into the Lithuanian language of the texts about ornamentation
by Baroque authors is given, and these are: the preface of the collection Le
nuove musiche (1602) by Giulio Caccini, the treatise Regole, passaggi di musica
(1594) by Giovanni Batista Bovicelli, 4-9 chapters of the III part of the treatise
Lart du chant (1755) by Jean-Antoine Bérard and table of Baroque vocal music
ornamentation based on the analysis of the sources of the study.
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1. STYLISTIC FEATURES OF ITALIAN AND FRENCH
BAROQUE VOCAL MUSIC

1.1. Baroque vocal music in Italy and France: differences and similarities
Already one century ago Austrian musicologist Guido Adler (1855-1941)
wrote: “Style is a criterion which measures and decides everything in an art
work” (Adler, 1911/1912, p. 5). Stylistic differences between Italian and French
Baroque music are primarily associated with a different mentality of these
nations: the first ones are extrovert, express the joy and the pain directly and
spontaneously, while the others are reserved and intelligently filter their feel-
ings. Nicolaus Harnoncourt (b. 1929) indicates as the reasons of differences
between Italian and French Baroque music the active rivalry in geographical,
political and cultural spheres of these states. In Italian Baroque music, espe-
cially in concerto and opera genres, there were used all sensory and fantasy
options; according to Harnoncourt, musical forms are majestic and splendid,
in scores sounds of strings dominate, the instruments imitate sensual singing
voice. Resourceful performers improvise rich ornaments impromptu. French
Baroque music is especially intellectual, aristocratic, determined by the exact
rules of interpretation. The main French feature of music writing was succinct,
clear forms. As a standard of French Baroque music is considered work of
Jean-Baptiste Lully (1632-1687): “This great genius [...] preferred melody, nice
modulation, pleasant harmony, accurate expression, naturalness, and finally,
the noble simplicity” (Montéclair, p. 87).

At the end of the 16™ century, in Florence, genre of opera was born; it
was a result of Renaissance thought and passion for Antiquity. In Italy, there
were several schools of Baroque opera; the most important are the following:
Florence, Venice, Rome and Naples. The stylistic elements of the 17*-century
leading Venice school were secco recitative, accompagnato recitative, arioso, aria
with accompaniment of harpsichord or orchestra with often solo instruments.
School of Rome at the very beginning was influenced by school of Florence,
and lately distinctive genres were formed, such as: opera oratorio (religious
opera) and a comic opera (opera buffa). In the 18" century, fashions of the vocal
music were dictated by opera school of Naples, which formed a bel canto style
and where the art of castrati flourished; in aria da capo virtuosic ornaments
were improvised.

In France, at the end of the 16™ century according to the Antiquity theatre
there was an attempt to create a new genre of theatre in which all arts such
as poetry, music, dance, architecture, painting and costume would take place.
Unlike in Italy, where different cities had their own peculiar styles, in France
Baroque music events were concentrated mostly in Paris. There was formed
a unique dramatic genre ballet de cour and comic opposition to the serious
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palace ballet genre comédie-ballet. Italian travelling opera performances in
the French king’s palace influenced the French pastoral. Lully and the French
playwright Philippe Quinault (1635-1688) have developed a genre of tragédie
lyrique (tragédie en musique). In French opera, the role of drama is more dis-
tinctive than in the Italian one, choir episodes are more important and dance
sequences are found more often. Arias here are just short episodes, connected
with recitatives.

Sources of Baroque music are rich with ideas polarizing Italian and French
musical styles; combative audience reactions of these times had to be based
more than it is shown in often levelled interpretations of nowadays, as lack of
differentiation between national schools partly reduces suggestibility of the
sounding music.

A distinctive element of Italian and French Baroque music is ornamentation.
Italians practiced art of diminution which requires virtuosity, while the French
used ornamentation of music sounds as an integral part of the melody.

Italian and French Baroque authors (Bovicelli, Caccini, Tosi, Bacilly, Monté-
clair, Bérard) as one of the reasons that influenced their writing indicated dis-
satisfaction with interpretations and inappropriate singing of ornaments. So in
their writings the old masters by sharing their knowledge and experience tried
to enhance the disappointing performance practice of those days.

1.2. Ornament in Italian and French baroque vocal music

Tradition of decorating music with ornaments is very old. Establishment of
practice of improvising embellishments derived from the folk music of various
nations and from the ancient East musical culture. At the end of the 15" century,
singing of diminutions and ornaments was already regulated with rules. Dur-
ing the Baroque era, ornaments were widely used; many significant books and
treatises were written about their performance. Authentic sources confirm that
in Baroque vocal and instrument music ornaments were necessary, and that
singing decorations were synonymous with the art of singing itself.

Figures that we call ornaments (“ornamentai” in Lithuanian), Germans call
Manier, Italians maniera, French maniére, which means “individual touch”™;
other terms of ornaments include: German Verzierung, French ornement, agré-
ment, English ornament, embellishment what means “jewellery”, “charm” and

“grace”. The term of ornament describes its role in music — nomen est omen.
Raison détre of ornaments is to highlight the meaning of words and to enrich
contents of music at the levels of harmony, rhythm and melody. This way, the
work “looses” its monotony: “After all [...] language that is not embellished with
ornaments becomes boring to the readers and dies itself” (Bovicelli, p. 10).

The art of singing ornaments requires knowledge and taste, as to burden
music with unbecoming figments is even worse than “singing words totally
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equally” (Bacilly, p. 151): “just one moment and a dress will ruin everything!”
(JTanmoBcka, p. 118). Particular attention should be paid to the spontaneity
and vitality of the musical ornaments which is associated with perfect sing-
ing of ornaments. In this context, Bérard has said that “for a good singer, the
following definition is not appropriate: “A person who well combines work of
lungs, throat, mouth and ears” It is also needed that a singer would think and
feel” (Bérard, p. 139).

1.2.1. The most important Italian treatises and their authors

Baroque era is rich with treatises devoted to performance of vocal and instru-
mental music. Those include Prattica di musica (1592, Venice) by Lodovico
Zacconi (1555-1624), Moderna practica musicale (Venice, 1613) by Adriano
Banchieri, Selva de varii passaggi (Milan, 1620) by Francesco Rognoni (di)
Taeggio (?-1626).

For the comparative analysis of Italian Baroque sources these important
texts that deal with ornaments were selected: the treatise Regole, passaggi di
musica (1594, Venice) by Bovicelli, the preface for the collection of arias and
madrigals Le nuove musiche (1601/1602, Florence) by Caccini and sections
2, 3, 4, 8 and 10 of the treatise Opinioni de’ cantori antichi e moderni o sieno
osservazioni sopra il canto figurato (1723, Bologna) by Tosi.

o In the preface of the treatise Regole, passaggi di musica (“Rules and
musical passages”) by Giovanni Battista Bovicelli (?1550-21594, ?1627)
we find information about the art of diminutions and virtuoso singing
of Italians in the early Baroque. The author indicates the most frequently
occurring errors in the practice of singing and formulates rules how to
prevent them. In this treatise, examples of notes which are enriched with
various intervals, harmonic series and cadence variation are given and
the works with various ornaments of Palestrina, de Rore, de Victoria and
Correggi are presented.

« Foreword of the collection of arias and madrigals Le nuove musiche
(“The New Musics”, 1601-1602) by Giulio Caccini (1550?-1618) is
considered to be one of the first written evidences about the emergence
of the new style. It refers to the affect-based, passionate solo singing with
an accompanying instrument.

Influence of Le nuove musiche by Caccini is evidenced by various
reprints (Le nuove musiche was published in the year 1607 and 1615 in
Venice) and assessments of the contemporaries. For example, Mersenne
in his treatise Harmonie universelle recommends familiarizing with the
work of Caccini firstly, amongst other available treatises. Significant later
translations of the work by Caccini include German translation published
in a book Die italienische Gesangsmethode des XVII. Jahrhunderts und ihre
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Bedeutung fiir die Gegenwart (1892) by Hugo Goldschmidt and in a study
Giulio Caccini, ,,Nuove Musiche“ (1602/1614). Texte und Musik (1995)
by Frauke Schmitz; into the English language in a book Giulio Caccini
»Le nuove musiche* (1982), compiled by Hugh Wiley Hitchcock; into
the French language — Préfaces aux ,, Nuove musiche®: parues a Florence
en 1602 et en 1614 (1995) by Joél Heuillon and Francis Saura. The first
translation into the Lithuanian language of the foreword by Caccini is
included in the annexes of the present research paper.

« A singer and composer Pier Francesco Tosi became famous after he
published his treatise Opinioni de’ cantori antichi, e moderni o sieno
osservazioni sopra il canto figurato (“Observations on the Florid Singing,
or Reflections on the Singers from the Past and the Present”). Shortly
after publication of this treatise, translation into the English language by
John Ernest Galliard (1742 and 1743) and translation into the German
language by Johann Friedrich Agricola have appeared.

The treatise of Tosi consists of 10 chapters. In the chapters devoted to
ornaments, the author describes the most important ornaments in his
point of view and presents his comments on their proper or improper
use. In the author’s work, Italian singing practice of the mature Baroque
music period is summarized and at least partly evaluated.

Dates of the three discussed treatises allow assessing and analyzing
ornamentation of Italian vocal music in a time period of more than one
hundred years. All three authors wrote because of their dissatisfaction
of the existing singing practice, as well as inspiring ideas of their era,
communicating with the provisions of the past.

1.2.2. The most important French treatises and their authors

As in Italy, In France Baroque era is rich with treatises on vocal and instrumental
music, such as: La Belle méthode ou I'Art de bien chanter (1666, Lyon) by Jean
Millet (1618-1684), Méthode claire, certaine et facile, pour apprendre a chanter
la musique (Paris, 1678) by Jean Rousseau (1644-1699), Nouvelle méthode trés
courte et trés facile avec un nombre de lecons assez suffisant pour apprendre la
musique et les agréments du chant (Paris, 1733) by Alexandre de Villeneuve
(1677-1756). As an example of French diminution studies collection of arias
Airs a deux parties avec les seconds couplets en diminution (Paris, 1669) by Joseph
Chabanceau de La Barre (1633-1678) is recommended.

In this study, for a comparative analysis of French Baroque authentic sources
chapters 12 and 13 of the 1% part of the treatise Remarques curieuses sur lart de
bien chanter (1688, Paris) by Bacilly, the 3™ part of the treatise Les principes de
musique (1736, Paris) by de Montéclair and chapters 4-9 of the 3™ part of the
treatise Lart du chant (1755, Paris) by Jean-Antoine Bérard were chosen.
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o Bertrand (Benigne) de Bacilly’s (1621-1690) treatise about French
singing of the 17" century Remarques curieuses sur l'art de bien chanter
(“Interesting Remarks on the Art of Singing Well”) consists of three parts,
in which the author discusses in detail the characteristics of good singing,
such as good pronunciation and recitation, understanding of speech and
refined singing of ornaments.

o Treatise Les principes de musique (“Principles of Music”, 1736) by Michel
Pignolet de Montéclair (1667-1737) can be considered as one of the most
comprehensive sources of the French Baroque: in its third part Sur la
maniere de joindre les paroles aux notte et de bien former les agréments du
chant (“On the Way to Combine Words and Sounds and Good forming of
Vocal Embellishments”), which is largely illustrated by detailed examples
of notes, ornaments used in vocal music are presented.

o Jean-Antoine Bérard (1710-1772) in his three-part treatise Lart du
chant (“Art of Singing”, 1755) discusses the anatomic aspects of sound
production, problems of articulation and pronunciation as well as means
to achieve perfection of singing. Bérard wished to be considered the first
who counted ornaments and invented their marking. Unfortunately, his
characters of ornaments’ writing were not accepted. At the end of the
treatise Bérard provides valuable fragments of the works by Lully, Campra,
Mondonville, Rameau and other composers in which he marks ornamen-
tations with his proposed marks. Treatise of Bérard is considered to be
a summary of the vocal practice of the Lully and Rameau era.

In their treatises the French authors claim that ornamentation is an integral
part of the art of singing that has always existed and provide a variety of exqui-
sitely differentiated ornaments. Montéclair and Bérard regret that musicians
and teachers cannot understand each other, as they call ornamentations by
different names and there is a lack of ornamentation marking. In a surpris-
ingly short section of the treatise called Régle générale pour tous les agrémens
(“General Rule of Ornamentation”) Bérard wrote only one sentence: “Duration,
energy or tenderness, speed or slowness depends on the type of words [text]”
(Bérard, p. 136), as if capturing the undisputed truth that requires no more
arguments. Bacilly and Montéclair also emphasize the importance of language
in singing ornaments.
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2. ANALYSIS OF ITALIAN AND FRENCH TREATISES
ON VOCAL ORNAMENTATION

2.1. Ornaments in treatises of G. B. Bovicelli, G. Caccini and P. E. Tosi
This section discusses the following ornaments described in the treatises by
Italian authors:

« essential ornaments — appoggiatura (ornaments related to appoggiatura,

such as intonazione, principiar sotto alle note), trillo;

« free ornaments — diminution (passages: cascade, tirade);

« ornaments of voice dynamics - exclamation, messa di voce;

e sprezzatura.

Appoggiatura is one of the main Baroque music ornaments. This orna-
ment is associated with anticipation and unprepared detention. Appoggiatura
is characteristic of one or several non-accord notes in a weak or strong part
of the meter. In the texts of Bovicelli and Caccini ornaments related to ap-
poggiatura are found, and these are intonazione, principiar sotto alle note, when
“one begins with a third or a fourth below the main note” (Bovicelli, p. 11). Tosi
appoints a separate part of his treatise to appoggiatura and discusses in detail
steps of minor and major semitones which determine where the ornament is
possible, and where it is not.

Singers of the 21* century understand trillo as a rapid change of two ad-
jacent notes. Meanwhile, trillo for Caccini is an accelerating repetition of one
note. Trillo of two sounds at the end of which a gruppetto is introduced, is
called gruppo by Caccini. Trillo of the dotted rhythm is called ribattuta di gola.
Bovicelli calls the repetition of one note tremolo, and a withheld trillo of two
notes he calls groppetto raffrenato. Tosi distinguishes eight types of trillo; the
main of them and the most frequently sung are minor and major trillos.

All three Italian authors emphasize the importance of trillo for the beauty
of vocal music; additionally, Tosi even complains that singers do not sing trillos
where in the view of the old masters they were necessary, for example, during
the cadences of the works’ separate movements or their endings.

Improvised ornaments are, on the one hand, left to the imagination of the
artists which is restricted by their technical possibilities; on the other hand, they
receive the most criticism. It is not surprising, as improvisation is not equal
to lawfulness, rather it requires knowledge, taste and experience. The term
diminution brings together music improvisation of small-note decorations,
such as melodic-rhythmic figures, applicable to decorate different intervals
and harmonic series. Some of these formulas have acquired special names. As
with all the other ornamentations, diminutions are regulated by the word and
the mood of the musical piece.
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Exclamation mentioned by Caccini is an ornament of voice dynamics,
applied in the expressive music and important “as a key to trigger emotions”
(Caccini, p. 6). Exclamation is usually applied to “all descending half-notes and
crotchets with a dot” (Caccini, p. 7).

Messa di voce is a distinctive element of the Baroque musical language, at-
tributed to ornaments by the authors of the era. According to Caccini, messa
di voce, as also exclamation, is a basis of pathetic. According to Tosi, “messa di
voce sounds delightful only thanks to one’s excellent taste” (Tosi, p. 175).

Caccini uses the term sprezzatura to define some kind of rubato - inequal-
ity of the musical rhythm, asymmetry, lightness of singing, which maximally
anticipates to the natural speech. According to Caccini, three things are required
for a nice singing, and these are affect, its diversity and sprezzatura.

2.2. Ornaments in the treatise of Montéclair compared with
embellishments presented by Bacilly and Bérard

In the treatise of Montéclair there are 22 ornaments presented; it is necessary for
Baroque music performers to know their French terms as they are commonly
used in the French Baroque music performance practice.

o Coulé [lo kule] - “fluency”; it is suggested in the present thesis that it is
possible to call this ornament with a Lithuanized Italian term “appog-
giatura from the top’, or, according to Donatas Katkus, a Lithuanized
German term of “transient Vorschlag” might be also used to define it
(Katkus, 2013, p. 225).

« Port de voix [por do vwa] - “voice maintenance”. An alternative transla-
tion is “appoggiatura from the bottom”. According to Bacilly (this author
presents more types of port de voix), this ornament is sung solidly with
the required weight. The explanation of different types of port de voix by
Bérard are essentially similar to comments of Montéclair and Bacilly.

o Chite [[yt] literally might be translated as “voice lowering”; this orna-
ment is a gentle descent from one note to another in a glissando way
and it reminds of sigh. Chiite may decorate not only the second but also
broader intervals.

o Accent [I’aksd] - “accent”; according to Montéclair’s description, it is an
increase of sound intensity and then termination of a sound with a sigh,
which is similar to the sudden cut. Specifics of accent is better described by
another French term son coupe [s0 kup] - “interrupted sound” (Veilhan,
p- 34) or the term aspiration used by Bacilly.

o Sanglot [saglo] - “lament”; it is sung as if crying, however, it expresses
a wide range of emotions, not just the great sadness, but also anger,
satisfaction and even joy. Sanglot is often applied to such exclamations
as hélas! [alas], ah!, eh!, or 6!
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Tremblement [lo trabloma] - “vibration”; this is a term used for trillo.
The basic principle of this ornament is a faster or slower change of two
adjacent tones in minor or major mode. Tremblement, together with
port de voix, is important and often used in French Baroque vocal music
but it is quite controversial due to the following reasons: different terms
(tremblement, cadence, flexion de la voix), various types (tremblement
appuyé, tremblement subit, tremblement feint, tremblement doublé and
others).
Pincé [p3se] - “pinched sound”; Montéclair describes it as additional,
very quickly sung notes. An alternative name of this ornament would be
“mordent” whose raison d étre also as of all other ornaments is to underline
a decorated note.
Flatté [flate] - “stroke, flattering”; Katkus suggests calling it “sweetening
of voice” (Katkus, 2013, p. 227). Flatté is an easy swing of voice, which is
ended with gradual silencing of the voice.
Balancement [balasoma] - “swinging”; Montéclair compares it with din
of organ and Italian tremolo.
Tour de gosier [tur do gosje] - “winding of throat”; this is a characteristic
group of five notes, called gruppetto. Montéclair provides a well-known
marking of this ornament - 0. Into tour de gosier provided by Montéclair
tremblement (which is also tour de gosier) is inlaid, it often becomes an
integral part of other ornaments.
Passage [pasaz] — “transition”; passage is an improvisational ornament
and, according to Montéclair, it is suitable for instrumental but not vocal
music; the author criticizes its abundance as manifestation of the com-
poser’s weak creative powers. Meanwhile Bacilly states that “if the cloth is
beautiful, then it becomes even more beautiful if tastefully embroidered”
(Bacilly, p. 212).
Diminution [diminusjd] - “reduction’, “crushing”; according to Monté-
clair, freedom in choosing diminution is relative, depending on certain
conditions.
Coulade [kulad] - “trickle”; it could be called “crossing” (Katkus, 2013,
p.227). Coulade is very similar to passage but notes that constitute passage
(also those in the same group) can change their direction while in coulade
notes are sung gradually in one direction, with ease and plasticity.
Trait [tre] — “arrow’, “dash”; its equivalent is the term tirade. It is a glow-
ing passage of articulated short notes. In Baroque music rhetoric, there
is a term tirata describing a “quick passage of short notes in the range of
fourth-eighth (inclusive)” (Muzikos kalba. Barokas, p. 117).
Son filé [so file] - “sustained sound”; it is a sound sung in one breath and
that is, according to Montéclair, “even as the glass” (Montéclair, p. 88).
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Performing this ornament, voice must be as smooth as possible. Bacilly
indicates “long notes” being ornamentation of singing but does not de-
scribe them in detail.

o Son enflé et diminué [son afle e diminiue] - “inflated and reduced sound™;
this is an enhanced and silenced sound - crescendo and diminuendo. This
ornament is relative to Italian messa di voce and, according to the present
understanding, it depends to the field of dynamics.

o Son glissé [sd glise] - “sliding sound”; its well-known equivalent is the
term glissando. Son glissé, according to Montéclair, is an ornament of tran-
sition in a glissando way from the note to the note within a semitone.

The necessity of the existence of ornaments in French Baroque vocal music

is not questioned, they are finely differentiated, richly marked in the scores
but, without taking into consideration the meaning of the text, there is a risk
to sing mechanically and abstractly.

2.3. Comparison of Italian and French vocal music ornamentation
Analysis of treatises by Italian and French Baroque authors, comparison of
ornaments, their types, peculiarities of individual elements and their role in
vocal music interpretation reveals differences and similarities between the uses
of ornamentation in vocal music.

In their theoretical works, Bovicelli, Caccini, Tosi, Bassily, Montéclair and
Bérard states the necessity or ornaments in the vocal music and consider them
as the most beautiful part of singing. Ornaments highlight the most signifi-
cant parts of a musical piece. Necessity of essential, free and voice dynamics
ornaments is justified by the need of diversity in interpretation and avoiding
the monotony.

The authors of the studies examined in this research paper agree on one
aspect, i.e. the word’s significance: “Duration, energy or tenderness, speed or
slowness depends on the type of words” (Bérard, p. 136) and the affect they
induce. Especially in Italian Baroque music meaning of the text is the most
important criterion for improvisation of ornaments, as they are scarcely marked
in the notes.

Montéclair wrote that “Latin music [i.e. Italian music - S. S.] develops
ability to sing, while French music develops taste (Montéclair, p. 77). In French
point of view, taste is necessary, because only indulging into the possibilities
of a beautiful voice (which is a mere gift of nature) has little in common with
the art of singing. However, the concept of taste is not alien to Italians either,
for example, aspiration of Caccini is expressive singing enhanced with orna-
ments of voice dynamics.

Differences between Italian and French Baroque ornamentation led to
consideration of whether the Baroque vocal music ornamentation is left to
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improvisation or whether the use of ornamentation is canonized. In principle,
the French tend to deny the value of freely improvised ornaments, and for the
French composers it is characteristic to prescribe diminutions in the second
couplets of arias. Meanwhile, the Italian authors do not question the necessity
of diminutions and passages or their value, but like the French they are resented
by their unreasonable use.

Number of ornaments presented in treatises of Italian and French authors
is very different. Italians speak only about a few differently-called decorations
(Tosi is an exception as he provides eight types of trillo), meanwhile the French
provide a variety exquisitely and fastidiously differentiated singing ornaments,
each giving their own name.

Italian and French Baroque vocal music ornaments are of several types, and
these are the following: essential or vertical, free or horizontal. An exclusive
group is formed by ornaments of vocal dynamics and of an isolated phenom-
enon of sprezzatura that Caccini mentioned as an ornament and which is a
certain rubato.

Italian and French ornaments that are related to Vorschlag, or appoggiatura,
share the characteristic added auxiliary note which is adjacent (from the top
or the bottom, highlighted or not) with the decorated note.

In the treatises of Italian and French authors trillos may be grouped into
three following groups: trillos of repetition of a single sound, minor or major
trillos of two neighboring sounds that are sung alternately, and ornaments in
which trillo and gruppetto are joined. Synonymous use of the terms tremblement
(trillo) and cadence is explained by the fact that in cadences of Baroque music
works trillo was a natural and integral part of cadence. In this way, tremblement,
the ornament sung in cadences, began to be called cadence.

Commonly known is the French negative approach to Italian Baroque music
that was decorated with numerous passages, cascata and tirata. However, Italians
themselves, such as Caccini and Tosi, provided numerous critical remarks about
meaningless and tasteless singing of passages by which singers demonstrate to
the audience their bravura and virtuosity. The same dangers in singing ‘freely’
improvised ornaments remains also nowadays.

Baroque authors presented ornamentation of voice dynamics together with
the figures that unquestionably are ornaments. These are the following: messa
di voce, exclamation, son enflé et diminue, son filé, son filé entier, son demi-filé,
sotitien de la voix, longues nottes, lexpression or passioner. Italian messa di voce
is established in the practice of the nowadays’ artists, and ornament called by
this name is one of the most striking elements of Baroque musical language
(in addition to Vorschlag and trillo). The term used by Caccini corresponding
to messa di voce is crescere e schemare della voce what means “voice strengthen-
ing and calming” French son enflé et diminue is crescendo and diminuendo and
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corresponds to the Italian messa di voce. Son filé, son filé entier, son demi-filé,
soutien de la voix and longues nottes are equal sustained sounds of various
duration. Exclamation is an ornament of voice dynamics and, according to
Caccini, it is designed to “excite the passions of the soul” (Caccini, p. 6) which
is the main purpose of music. One can guess that an ornament mentioned by
Bacilly and called by two terms lexpression or passioner is similar to Caccini’s
exclamation as indicated by the translation of the title — expression and passion
(“excitation of the passions of the soul”).

CONCLUSIONS

The increasingly active involvement of Baroque music performance movement
in Lithuania makes us think about the quality of interpretations of early music.
In the world touched by the phenomenon of globalization all information is
easily accessible, including the information about performance of the early
music, for example, historical sources. However, such information is not easy
to master, as a singer, when preparing to sing Baroque music, does not always
find the inner strength and determination to study Baroque treatises on vocal
performance. Not every Lithuanian singer knows well Italian, French and Ger-
man languages that are needed in order to clarify the observations presented
in those authentic treatises; and there is a huge lack of translations of historical
sources into the Lithuanian language. Since it is very important to read works
written by people who lived in the times one is interested in and not just, as
Darius Stabinskas states, “books about books” (Navickaité-Martinelli, p. 173),
in this study for the first time in Lithuania some important and authentic
Italian and French sources were touched as the main and the critical informa-
tion for analyzing Baroque vocal music ornamentation.

Search for music interpretation and of authentic and persuasive sound is
a complex process as sounding music is little tangible and scientifically justi-
fiable phenomenon; and this is confirmed by the authors of Baroque treatises
(Montéclair, Bacilly, Tosi). One of the reasons why it is impossible to know how
did Baroque music or specific ornaments sound is also the fact that a tradi-
tion of sounding music was interrupted, i.e. it has not been passed ‘from lips
to lips. However, this study showed that an intensive search for truth may not
answer to all questions or provide the missing knowledge, in this case, about
the ornaments of vocal music and their performance, but it awakens imagina-
tion and enriches with interesting acquaintances with distinguished Baroque
individuals through their theoretical works.

There is alot of information in historical sources about Baroque ornamenta-
tion and it is quite controversial. But the practitioners of nowadays who study
the old treatises and have acquired relatively ‘first-hand’ knowledge, have an
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opportunity to try them and apply to the interpretation of Baroque music and
ornamentation as an integral part of it. In this way, the gap between theory
and practice is disappearing, as frequent author of Baroque treatises was not
only a composer or music theorist but also a music practitioner who had been
writing about the issues he knew well from the experience.

Ornamentation is the most significant component of Baroque vocal music
which to a large extent determines stylistic differences between Italian and
French Baroque music. This study examined ornamentation features, similari-
ties and differences between Italian and French Baroque music in the light of the
most important authentic sources - treatises of the end of the 16" century - the
beginning of the 18" century. These are the treatise Regole, passaggi di musica
(1594) by an Italian author Bovicelli, which provided valuable comments on
the passage and diminution, foreword of the collection of arias and madrigals
Le nuove musiche (1602) by Caccini, in which ornaments are presented in the
context of the new music (i.e. early Baroque); also, detailed interpretation
of the new music style is given in the sections of Tosi’s treatise Opinioni de’
cantori antichi e moderni o sieno osservazioni sopra il canto figurato (1723) in
which the author provides a resume of mature Italian Baroque ornamentation.
For the analysis of the French Baroque vocal music ornamentation chapters
12 and 13 of the treatise Remarques curieuses sur lart de bien chanter (1688)
by Bertrand de Bacilly, which discusses the most important French Baroque
ornamentations, the 3™ part of the treatise Les principes de musique (1736) by
Michel Pignolet de Montéclair that is the most systematized catalog of French
singing ornamentations and chapters 4-9 of the 3 part of treatise Lart du
chant (1755) by Jean-Antoine Bérard. During the research all these texts were
translated into the Lithuanian language for the first time.

Study of authentic sources revealed that the claim that Italian ornamentation
depends on artists’ imagination, meanwhile French ornamentation depends
on a strict set of rules is both correct and false at the same time. This study
revealed that although differences exist, they are delicate. The tradition of Italian
Baroque vocal music is criticized due to rich, chaotic, noisy and empty virtuo-
sic passages. However, although the Italians treat improvised ornamentations
as an integral part of singing, according to the theoretical works of Bovicelli,
Caccini and Tosi it was determined that the freedom of improvisation is only
conditional, as the choice of ornaments is affected by words, their meaning,
harmony, form of work and so on.

The French authors such as Bacilly, Montéclair, and Bérard treat free orna-
ments differently. Some of them do not analyze diminutions and passages (Bérard),
others link this type of ornamentation more with instrumental music, the third
ones (Bacilly) agree that the art of diminutions is beautiful and complex, and em-
phase the fact that a good result in this field depends on the know-how and taste.
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Three types of ornaments were found in the treatises of Italian and French
authors, and these are: essential or vertical, voice dynamics, and free or hori-
zontal. Substantial group of ornaments includes: Vorschlag or appoggiatura,
trillo, mordent (pinsé), gruppetto (tour-de-gosier), glissando (son glissé). The
voice dynamics group consists of voice amplification and silencing, sustained
sounds and exclamation. The group of free ornamentation consists of passages,
diminution, tirade (trait) and crossing (cascata, coulade).

Analysis of the ornaments mentioned in the treatises and their comparison
showed that in French Baroque vocal music essential (or vertical) ornaments
are applied more frequently and, in addition, they are finely differentiated.
Italian ornamentation uses significantly fewer names of ornaments, except for
Tosi who indicated 8 types of trillo.

After considering selected texts by Bovicelli, Caccini, Tosi, Bacilly, Monté-
clair and Bérard which describe Baroque vocal music ornamentation, it was
concluded that for a convincing interpretation of Baroque vocal music and a
correct performance of ornaments the following elements are important:

« knowledge of Italian and French languages and perception of text as the

main category for choosing ornamentation;

« knowledge of specific features of ornaments;

« comprehension of the meaning of applying ornaments in the context of

the musical work;

« distinct differences in emotional expression, the principle of contrast;

« experience in performance, an understanding (feeling) of music, and

taste;

« temperament and personality of the singer.

The present research paper is the first study of Baroque vocal music orna-
mentation, which had written sources of the Baroque era as the most important
object of research. This study is relevant not only because it complements the
range of studies in musicology but it also has a practical and methodological
significance for activities of Lithuanian performers and vocal teachers.
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