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JVADAS

Tyrinéjant fiksuoto ir nefiksuoto muzikinio teksto problematikg italy baroko vo-
kalinéje muzikoje, $iame darbe démesys sutelktas j konkrety Zanra — arija da capo.
Tokj pasirinkimg nulémé kelios svarbios prielaidos. XVIII a. arija da capo buvo
igavusi svarbiausios solinés vokalinés formos statusg baroko operose, oratorijose,
kantatose. Taciau ilgainiui da capo principa pakeité naujos vokalinés muzikos
formos (dvidalés, rondo, netgi sonatos be temy perdirbimo ir t. t.), nutrako
pastarosios atlikimo tradicija. Tik XX a. pradzioje, po Pirmojo pasaulinio karo,
kilus susidoméjimui istoriniais muzikos stiliais, pirmiausia vokieciai, o véliau
ir kitos tautos ,,prikélé“ uzmirsty baroko autoriy karyba.

Vis délto nutrukusi baroko muzikos atlikimo tradicija kélé nemenkus is§akius
tiek opery statytojams, tiek atlikéjams. Grjzti prie autentisko baroko vokalinés
muzikos skambesio nebuvo paprasta, reikéjo pereiti tam tikrus ,,istoriniy apnasy
nuvalymo® etapus, tyrimais, eksperimentais bei nauja praktika jveikti romanti-
nés muzikos suformuotos atlikimo tradicijos jtakg baroko muzikos repertuarui.
Nemaza pastangy reikéjo, kad buty jveiktas absoliutus kompozitoriaus kary-
biskumo (intentio auctoris) dominavimas ir pripaZintas baroko arijos da capo
atlikéjo kaip karéjo statusas.

XX a. viduryje Europoje jsivyravus ,,Senosios muzikos judéjimui® (Early
Music Movement), labiau susidométa ne tik autentisku italy baroko muzikos
skambesiu, bet ir atlikimo galimybémis. Kaip Zinoma, baroko vokalinés muzikos
kultara ir arijos da capo fenomenas negali gyvuoti be atlikéjo — interpretatoriaus
improvizavimo meno. Ne paslaptis, kad grizti prie i$taky vadinamuoju istoriskai
informuotu atlikimu tapo nemenku i$sukiu dabarties dainininkams, susidu-
riantiems su baroko muzikos ,,perskaitymo", interpretavimo ir improvizavimo
problemomis.

Viena vertus, XXI amziaus dainininkas, turintis klasicistinés ir romantinés
vokalinés muzikos interpretavimo patirties bei ziniy, dazniausiai pasitiki kom-
pozitoriy fiksuota naty grafika ir savo muzikine intuicija, kuri, susidarus su
baroko muzika, daznai tampa apgaulinga. Kita vertus, muzikinése bibliotekose
prikaupta baroko vokalinés muzikos, italy arijos da capo (dazniausiai - romanti-
niy redakcijy) spausdinamos su daugybe $ioje epochoje nenaudojamy atlikimui
skirty zenkly. Istoriskai informuoto atlikimo siekiancio vokalisto atsakomybé
remiasi pasirinkimu, i§ kokiy naty jis ,skaitys®, interpretuos ta muzika, kuri
uzradyta autentiskose XVII-XVIII a. partitarose.

Didziausia $io tyrimo intriga slypi autorés siekyje jrodyti, kad baroko voka-
linés muzikos notacija skyrési nuo pacios atlikimo tradicijos. Siam tikslui atlikti
tyrimai pagrindé jsitikinimg, kad $iy laiky atlikéjui vertéty labiau pasikliauti
solidziais baroko muzikos atlikimo praktiky tyrimais nei gausiomis romantiné-
mis redakcijomis ar garsiausiy leidéjy atrastais kompozitoriy opusy urtekstais.



Vienas i§ sudétingiausiy italy baroko muzika interpretuojanciam XXI a. vokalistui
keliamy uzdaviniy tampa batinybé suprasti fiksuoty ar nefiksuoty XVII-XVIII a.
pirmosios pusés muzikiniy parametry, tokiy kaip tony auksciai, tempas, metras,
ritmas, dinamika, artikuliacija ir ornamentika, istori$kai informuoto atlikimo
galimybes. Tam reikalingos i$samios italy baroko vokalinés muzikos teorijos
bei atlikimo praktikos Zinios.

Darbo tikslas - istoriniy baroko vokalinés technikos $altiniy studijy pagrindu
atskleisti arijos da capo, kaip fiksuoto ir nefiksuoto XVII a. pabaigos - XVIII a.
italy muzikinio teksto, specifiskuma. Sio Zanro vystymosi etapy pagrindu
siekiama i$analizuoti vokalinés ornamentikos - trumpujy ir ilgyjy vokaliniy
pagrazinimy - kaita. Tyrimo metu buvo keliamas tikslas transkribuoti skirtingy
italy kompozitoriy jvairius afektus iSrei$kiancias arijas da capo. Remdamasi
XVII-XVIII a. afekty, retorikos, kombinatorikos teorijomis bei vokalinés mu-
zikos atlikimo praktika, darbo autoré sieké atskleisti transkribuoty arijy da capo
puosybos galimybes. Komparatyvistinis pastaryjy lyginimas su aktualiais XXT a.
istoriskai informuoty atlikimy jrasais sukuria prielaidas istoriskai pagristai
baroko italy vokalinés muzikos interpretacijai.

Darbo uzdaviniai:

1. Aptariant muzikiniy parametry i$$ifravimo baroko muzikinéje notacijoje
galimybes, atskleisti italy baroko vokalinés muzikos fiksuoto ir nefiksuoto
muzikinio teksto problematika.

2. Aptarti filosofines ir muzikines afekto reprezentacijas bei ju apraiskas
muzikingje arijos da capo formoje.

3. Remiantis XVII-XVIII a. $altiniais bei arijos da capo atlikimo tradicijomis,
susisteminti $io zanro raida.

4. Tstirti ir susisteminti atskiriems arijos da capo etapams budingus vokalinius
pagrazinimus ir aptarti jy atlikima.

5. Transkribuoti italy baroko skirtingy afekty arijas da capo ir treciajai (A®)
daliai pritaikyti istoriskai informuotam atlikimui badingg ornamentika.

6. Aptarti italy baroko arijos da capo puosybos kriterijus bei ornamenty
specifikg pagal jos vystymosi etapus.

Tyrimo objektas — arijos da capo i$ dalies fiksuotas italy baroko vokalinés
muzikos tekstas bei jo adekvataus ,,perskaitymo® ir improvizavimo galimybés.
Démesys sutelktas  XVII a. pabaigos — XVIII a. italy arijas da capo ir to meto
traktatuose pateiktas jy puosybos galimybes. Darbo autoré taip pat tyrinéjo
$altiniuose uzfiksuotus XVIII a. arijy da capo atlikimo liudijimus ir XXI a. dai-
nininky interpretacijas. Baroko arijy da capo muzikinj teksta kompozitorius
fiksavo tik i§ dalies, tad jo istori$kai pagrijsto atlikimo problemos yra susijusios su
daugelio muzikos parametry (skambesio aukscio, ritmikos, trukmeés, dinamikos,
artikuliacijos) interpretacine karyba. Antroji ir ypac trecioji arijos da capo dalis,
remiantis baroko vokalinés muzikos tradicija, perkuriamos atlikéjo.



Kadangi nuo arijos da capo atsiradimo (apie 1675 m.) iki i$nykimo (apie
1770 m.) kito muzikos kalbos, improvizavimo ir puosybos idiomos, tyrimo
objektu Siame darbe tapo arijos da capo formos vystymosi etapy isskyrimas bei
motyvacija. Atitinkamai autoreé tyrinéjo trumpujy ir ilgujy pagrazinimy specifika
bei raiSka ankstyvajame, klasikiniame ir vélyvajame arijos da capo etape. Siuo
pagrindu darbe atskleistos istoriskai informuotos arijy da capo puosybos gali-
mybés. Tyrimo eigoje iskelta prielaida, kad atlikéjas kartu su kompozitoriumi
buvo ir yra italy baroko vokalinés muzikos bendraautoris.

Tyrimo $altiniais pasirinkti XVII ir XVIII a. dainavimui, ornamentikai, afek-
ty, retorikos, kombinatorikos menui reik§mingiausi traktatai, taip pat XVIII a.
sofedzio (Solfeggi) dainavimo pratimai, italy kompozitoriy opery ir oratorijy
rankra$ciai. Siekiant jvertinti arijos da capo atsiradimo konteksta, analizuotas
R. Decarteso filosofijos poziuris | mimesis reis$kinj Les passions delame (1649)
ir Compendium musicae (1650) veikaluose. Arijos da capo daliy atlikimo tra-
dicijos, mokymosi metodikos studijuotos P. E. Tosi Opinioni de’ cantori antichi
e moderni (1723), ]. E Agricolos Anleitung zur Singkunst (1757), J. A. Hillerio
Anweisung zum musikalisch-zierlichen Gesange (1780) traktaty pagrindu. Arijos
da capo vystymosi etapai analizuoti pasitelkiant kompozitoriy C. Pallavicino,
A. Sartorio, A. Scarlatti, A. Lotti, N. Porporos, G. B. Lampugnani, N. Jommelli,
G. Bononcini, G. M. Orlandini, L. Leo opery ir oratorijy rankras¢ius.

Ankstyvojo arijos da capo laikotarpio pagrazinimy ir retoriniy figary ypa-
tumai analizuoti remiantis Ch. Bernhardo Von der Singe-Kunst oder Manier
(1650), W. C. Printzo Phrynis (1676), ]. S. Beyerio Primae linea musicae vocalis
(1703), M. H. Fuhrmanno Musicalischer-Trichter (1706) traktatais. Klasikinio ir
vélyvojo laikotarpio arijy da capo puosybai istirti buvo pasitelkti J. Matthesono
Der Vollkommene Kappellmeister (1739), ]. E. Galliardo Observations on the Flo-
rid Song (1743), E. C. Dresslerio Fragmente einiger Gedanken des musikalischen
Zuschauers (1767), G. B. Mancini Pensieri e riflessioni pratiche sopra il canto
figurato (1774) traktatai bei reikémingas Santini Manuscript dokumentas, ku-
riame perrasyti kastraty C. Broschi, A. Bernacchi, G. Aprile’io bei kompozitoriy
L. Leo, J. A. Hasseés, N. Jommelli Solfeggi dainavimo pratimai.

Tarp XX ir XXI a. autoriy darby, kuriais buvo remiamasi $iame tyrime, miné-
tini baroko muzikos atlikimo praktika ir pagrazinimy (ornamenty) klasifikacijas
aptariantys E Neumanno (1983), R. Doningtono (1963, 1973, 1982), M. Cyr (1992),
L. Filipo (2009), D. Bartelio (1985) retorikos bei S. Klotzo (2006) kombinatorikos
tyrimai. Tekstologijos ir autentiskumo teorijy studijos $iame darbe remiasi G. Fe-
derio (2011),]. Griero (1996), P. Kivy (1995), R. Taruskino (2007) veikalais. Jvairius
baroko muzikos aspektus atskleidé ir lietuviy autoriai - J. Trilupaitiené (1995, 2004,
2009, 2010), G. Daunoraviciené (2006, 2008, 2015), J. Bruveris (2000), L. Budzi-
nauskiené (2007, 2008, 2010), D. Katkus (2006, 2013), A. Pister (2004, 2005, 2006,
2007), J. Zukiené (2001, 2003), S. Seryté (2014), B. Vaitkus (2015) ir kt.



Pasirinkti XXI a. istoriskai informuoty atlikimy jrasai ir darbo autorés
pateiktos arijy da capo puosybos galimybés aptartos remiantis Siais $altiniais.
Tai - dainininkés Dorotheeés Mields (2017) atliekamos arijos ,,Tikiu, kad mano
$irdis daugiau nebeverks® (Pitt non credo mio cor di piangere) i§ A. Scarlatti
operos ,,Skaiscioji Penelopé® (Penelope la casta, 1696) jrasas; Aliceos Habellion
(2014) atliekamos arijos ,,Pakilk i§ dumblo® (Sorgi omai dal fango) i§ G. Bonon-
cini oratorijos ,,Magdalietés atsivertimas“ (La conversione di Maddalena, 1701)
jrasas; kontratenoro Philippeo Jaroussky’io (2013) atliekamos arijos ,,Buk gailes-
tingas® (Si pietoso) i$ N. Porporos operos ,, Atpazinta Semiramidé® (Semiramide
riconosciuta, 1729) irasas; Annos Hallenberg (2014) interpretuojamos arijos

»Inir$usi tarsi furija“ (Tutta furie) i§ G. M. Orlandini operos ,,Neronas® (Nerone,
1721) jrasas; taip pat Rominaos Basso (2012) atliekamos arijos ,,Pasitikédamas
savimi“ (Superbo di me stesso) i§ . A. Hasseés operos ,,Olimpiada“ (LOlimpiade,
1756) jrasas.

Temos aktualumas ir iStyrimas. Tyrimo aktualumas siejamas su unikalia
improvizacine ir technine baroko vokalinio meno prigimtimi. Svarbi ir prak-
tiné muzikologinio ir meninio tyrimo saveika, kuri salygoja patikima, teoris-
kai motyvuotg baroko vokalinés technikos praktikos pazinimg. Tai suteikia
tyrimais, ziniomis ir praktika pagrjsta galimybe stilingai interpretuoti XVII a.
pabaigos - XVIII a. italy vokaling muzikg. Tyrimo temos aktualumg pagrindzia
klasicistinés ir romantinés muzikos kanono suformuoto dainininko akistatos su
baroko vokalinés muzikos improvizacine prigimtimi konfliktas. Atliktas tyrimas
padeda nauju teoriniu (Ziniy) lygiu spresti i§ dalies fiksuoty baroko vokaliniy
teksty praktinés improvizacijos problema. Kitaip tariant, $is darbas padés XXI a.
vokalistui artéti prie istori$kai informuoto italy baroko arijos da capo atlikimo.
Taigi kultarinéje terpéje retés ydingos susidarimo su baroko vokaline muzika
situacijos, kai arija da capo skamba kaip natose uzrasyta kompozitoriaus (da capo
identi$kai kartojama pirmoji arijos dalis), kai puosyba perragoma i$ jragy arba
atsisakoma i$manymo reikalaujancios da capo dalies.

Palyginti su instrumentine muzika, pasaulyje néra daug specialiy italy
vokalinés baroko muzikos, konkrediai arijos da capo, atlikimui skirty darby.
I$samiausi i$ jy dazniausiai skirti G. F. Handelio karybai arba italy, prancazy,
vokie¢iy vokalinei muzikai apskritai, pvz., E. R. Seligmanno (2007), . H. Farrellio
(2008), S. Serytés (2014) disertacijos. Iskirsime ir darbus, kuriuose sprendziami
baroko muzikos atlikimo, ornamentikos klausimai, ypa¢ instrumentinéje vokie-
¢iy, angly ir dazniausiai XVII a. muzikoje, tai — B. Kuijkeno (2013), S. Carterio
(2012), L Filipo (2009), L. Harriso (2002), M. Cyr (2008, 2012) tyrimai. Kita
darby dalis analizuoja baroko muzikos atlikimo problemas, aptaria atskirus
muzikinius parametrus (G. Hourle (2000), S. Carteris (1997)).

Lietuvoje ir kitose Salyse nepavyko aptikti italy baroko arijos da capo
puosybos analizéms ir metodikoms skirty darby, kurie koncertuojantiems



dainininkams padéty suprasti, kokiomis priemonémis ir atlikimo budais kuriama
arijos da capo improvizacija. Darbo originaluma lemia autorés pasialyta baroko
arijos da capo plétotés etapy periodizacija ir jy pagrindu sudaryti specifiniai
ornamenty katalogai. Kita vertus, $is meninis tyrimas itin naudingas teoriskai
pagrindziant ir praktiskai atliekant italy baroko arijas da capo. Juk XXI a. baroko
muzikos atlikimas pasaulio scenose aukstai vertinamas butent dél interpretacijos
stilistinio apibréztumo.

Tyrimo metodai. Baroko vokalinés muzikos analizés metodikos problemai
spresti Siame darbe naudotasi $altiniotyros, lyginamosios analizés tyrimo me-
todais. Pasitelktos dvi svarbiausios teorinés prieigos — muzikos tekstologija ir
karinio bei jo atlikimo autenti$kumo problemos teorinis svarstymas. Darbe daug
démesio skirta tokioms XVII-XVIII a. muzikos menui (karybai ir atlikimui)
reik§mingoms teorinéms prieigoms, kaip afekty, retorikos ir kombinatorikos
teorijos bei jy tyrimo metodai.

Darbo struktiira. Darbg sudaro jvadas, trys skyriai, i$vados, literataros
sgrasas ir priedai. Pirmajame skyriuje siekiama atskleisti, kaip baroko epocho-
je buvo suvokiamas fiksuotas ir nefiksuotas muzikinis tekstas, analizuojama
takoskyra tarp musica poetica ir musica practica. Aptariamas naty Zenkly
fiksavimo muzikiniame tekste (nuo IV a. pr. Kr. iki XX a. notacijy) ir atlikimo
santykis pagal muzikinius parametrus. Daugiausia démesio skiriama baroko
muzikos notacijos grafiniams zenklams ir jy perskaitymo problemoms: altera-
cijos Zenkly, naty trukmés ir tempo indikacijoms, ritmo fiksavimo ir atlikimo
skirtumams, dinamikos, artikuliacijos ir ornamentikos atlikimo galimybéms
(1). Baroko muzikos analizés metodikos problemoms skirtame poskyryje (1.1)
atskleidZiamas teoriniy prieigy - tekstologijos ir autentiskumo - turinys, apta-
riamas baroko muzikos kompozicijoje ir puosyboje taikomy afekty, retorikos
ir kombinatorikos teorijy poveikis vokaliniam menui. Poskyryje 1.2 aptariama
arijos da capo samprata XVII a. pabaigoje — XVIII a. remiantis J. Matthesono bei
R. Descarteso poziariu. Arijos da capo formos raida suskirstoma j tris salyginius
etapus: ankstyvaji (1675-1710), klasikinj (1710-1740) ir vélyvajj (1740-1770).
Remiantis dainavimo menui skirtais traktatais (P. F. Tosi (1723), J. F. Agricolos
(1757), G. B. Mancini (1774), J. A. Hillerio (1780)), poskyryje 1.3 pristatomi
XVIII a. arijos da capo atlikimo praktikos liudijimai. Siuose traktatuose rasime
instrukeijy, kaip atlikti skirtingas arijos da capo dalis, taip pat kaip jy atlikimui
bei ornamentikai turéjo jtakos atlikimo vieta.

Antrajame skyriuje i$skiriamas svarbiausias fiksuoto ir nefiksuoto teksto
komponentas - italy vokalinés muzikos ornamentika, itin reik§minga antrosios
ir treciosios arijos da capo dalies perkarimui. Sialoma trumpujy ir ilgujy pa-
grazinimy klasifikacija remiasi R. Doningtono (1963) pagrazinimy Seimy idéja
bei E Neumanno (1983) pateiktomis ornamentikos migracijos (nacionaliniu
mastu) klasifikacijomis. Trumpyjy pagrazinimy kaitos trijuose arijos da capo



etapuose tyrimui skirtame poskyryje 2.1 susisteminti apodzatry ir triliy $ei-
mos trumpieji pagrazinimai ir sudarytos juy pavyzdziy lentelés pagal tris arijos
da capo formos vystymosi etapus. Poskyryje 2.2 atskleidziama ilgyjy pagrazinimy
sudedamujy daliy - retoriniy figary — prasmés kaita ir jsiliejimas j pasazy $eima
per visg baroko arijos da capo evoliucija. Poskyryje 2.3 i$skirtos ir i$analizuotos
nefiksuoto arijos da capo teksto dalys - kadencijos, ju sudedamosios dalys bei
atlikimo galimybés.

Trediajame skyriuje aptariami ir sisteminami arijy da capo puosybos pa-
ruosiamieji darbai: patikimiausiy rankras¢iy paieska, dramaturginio konteksto
tyrimas, arijos formos, vidinés struktaros analizés. I$skiriami baroko vokalinés
melodinés puosybos principai: pasazy kryp¢iy, ritmikos, naty grupavimo kaita,
dinaminiy balso puo$meny naudojimas, kadencijy puosyba. Poskyriuose 3.1,
3.2, 3.3 transkribuotos $esios italy kompozitoriy (A. Scarlatti, G. Bononcini,
A. Lotti, G. M. Orlandini, L. Leo, N. Jommelli) skirtingus afektus i$rei$kiancios
arijos, pritaikyti ir iSra$yti pagrazinimai tre¢iosioms (A') arijy da capo dalims.
Puosyba lyginta su XXI a. (Dorothee Mields, Alice Habellion, Philippe Jaroussky,
Ann Hallenberg, Romina Basso) jrasuose uzfiksuotomis interpretacijomis.

Saltiniy ir literatiiros sarasa sudaro 146 pozicijos, apimanéios istorinius
traktatus, enciklopedinius Zinynus, monografijas, straipsnius periodikoje, inter-
netines svetaines. Tiriamasis darbas papildytas 45 priedais, kuriuose gausu arijy
da capo rankra$éiy pavyzdziy, taip pat da capo arijy transkripcijy i Siuolaikine
notacija, jrasy transkripcijy, iSrasyty puosybos pavyzdziy bei muzikiniy para-
metry, ornamenty lenteliy.

1. ITALY BAROKO VOKALINES MUZIKOS FIKSUOTAS
IR NEFIKSUOTAS TEKSTAS: ARIJA DA CAPO

Suvokimas, kad muzika egzistuoja uzbaigty kariniy pavidalu, jsitvirtino Re-
nesanso epochoje. Kantorius N. Listenius traktate Musica (1537) atskyré dvi
savokas — musica poetica (muzikos ,darymas“ ir ,,karinys®) ir musica practica
(muzikiné veikla). Musica poetica jvardijo teksto kiirimo procesa ir jo fiksavima
naty bei ritmikos Zenklais (muzikiné notacija). O $tai musica practica (muzikiné
veikla) zenklino nefiksuoto atlikimo metu gimstancio muzikinio teksto kiirima
ir improvizacing - atlikéjiska - jo prigimtj. Tai ilgalaikis muzikos istorijos faktas
ir nuolat atsinaujinantis bei kintantis fenomenas. Tyrinéjant baroko vokalinés
muzikos fiksuoto ir nefiksuoto teksto bavio problematikg, svarbu i$siaiskinti,
kaip funkcionavo kompozitoriy uzrasyta Zenkly sistema.

Baroko muzikos grafiniai Zenklai panasis j klasicizmo ir romantizmo epochos
zenklus, tadiau jie ne visuomet reiskia tas pacias indikacijas atlikéjams. Pasak
muzikologo R. Doningtono, yra zinoma, kad ankstyvojo ir vélyvojo baroko



alteracijos zenklai kelia maZiau rapesciy nei viduramziy ir Renesanso muzikoje,
taciau dél nykstanciy heksachordy, musica ficta, diatonikos sistemy jie taip pat
paveldi ,,perskaitymo” keblumus (Donington 1973: 113). Batina pazyméti, kad
baroko muzikos rankras¢iuose daugeliu atvejy aptinkamos senosios alteracijos
zenkly reik§meés bei zyméjimo praktika: XVII a. naudojamas bemolis (b) daz-
niausiai paneigdavo dieza (%), ir atvirksciai, diezas paneigdavo bemolj. Taigi,
bekaro zenklo (3) vietoje buvo naudojama bemolio ir diezo alteracijos sistema.
Baroko epochos kompozitoriai ir atlikéjai, norédami pakeisti, pavyzdziui, ,,si be-
mol“ tong j ,,si nataraly®, dazniausiai prirasydavo dieza (%) ir tai suvokdavo kaip
,»si paaukstinta®

Naty trukmé ir tempas ankstyvajame baroke buvo labiau susijes su men-
zirine notacija, kai tempg nurodydavo tactus ilgis. Daugelis teoretiky (M. Cyr,
G. Hourle) pritaria, kad naty skambéjimo ,,greitis“ buvo tiesiogiai susijes su
normatyviu ¢ ir ¢ tactus - zenklais, valdanciais menzarinj tempus (natos

»greiti“). Apzvelgus proporciniy ir trupmeniniy metro Zenkly ,perskaitymo®
galimybes ir i§ to kylancias problemas (XVII a. ir XVIII a. pradzioje), galima
teigti, kad jos tapo akstinu atsirasti naujiems, notacijoje pazymétiems, tempa
nurodantiems zenklams. Buvo sumanyta jteisinti evoliucinius tempo pokycius
ir juos uzrasyti zodziais, taikant specifines sgvokas arba tempa nurodancius
zodzius (pagreitéjima - presto arba sulétinimg - adagio) tactus ribose. Daznai
neteisingai suvokiamos pazymeétos kiriniy nuotaikos, kaip antai Allegro termi-
nas, baroke reigkiantis linksma, dziugia nuotaika, bet nebutinai greitqg muzikos
tempa; arba Largo - reiskiantis didinga, dainingg atlikimo buda, bet nebatinai
labai létg tempa.

Ritmo notacijos fiksavimas ir atlikimo praktika taip pat neretai skyrési.
Galima i$skirti tris svarbiausias baroko ritmikos atlikéjisko interpretavimo
tendencijas: nelygaus ritmo (inequality), triolinio ritmo ir taskuotojo ritmo
problemas. Pirma, nelygus ritmas (inequality) atlikéjiskame tekste, pasak R. Do-
ningtono, gali buti kuriamas: a) pailginant pirmaja natg ir sutrumpinant antraja;
b) sutrumpinant pirmaja ir pailginant antraja; c) laisvai interpretuojant ritminj
priesinj, nekreipiant démesio j grupavima (2 + 2); d) tarpusavyje kaitaliojant
prie$ tai aptartus tris galimus ritmo variantus (Donington 1973: 263).

Kalbant apie barokinés dinamikos fenomena, butina pabrézti, kad jj saly-
gojo muzikiné ekspresija, Zodiné iSraiska, afektai. G. Caccini rinkinio Le Nuove
Musiche (1602) jzangoje aprasyti dinaminiai niuansai, pvz.: esclamazione, messa
di voce. Siurk¢iai skambanciame falceto registre ilgoms natoms G. Caccini reko-
menduoja taikyti diminuendo ir taip suteikti skambesiui nors kiek dvasingumo
(it. un po piu spirito). Abi dinaminés indikacijos baroko autoriy traktuojamos
dvejopai: kaip ZodZio ekspresyvuma atskleidziantys pagrazinimai (abbellimenti)
ir kartu kaip naujg aistringaja (passionante) dainavimo manierg formuojan-
c¢ios fundamentalios muzikinés priemonés. Pasak M. Cyr, aiSkis crescendo ir



diminuendo zenklai atsiranda G. A. Piani (1712) sukurtose sonatose smuikui ir
basso continuo. Vélyvajame baroke ypa¢ ant ilgujy naty atsiranda diminuendo
ar messa di voce Zenklai (Cyr 1992: 50-56). Dinaminiy Zenkly Zyméjimas anks-
tyvajame ir vélyvajame baroke skiriasi, ta¢iau tikslas islieka tas pats: sustiprinti
ir iSreiksti afektus, suteikiant muzikai daugiau i$raiskingumo.

Artikuliacija, kaip ir muzikos tempas bei dinamika, daznai néra pazymeti
baroko kompozicijy natose. P. F. Tosi traktate Opinioni de’ cantori antichi e mo-
derni (1723) i$skiria du svarbius artikuliacinius momentus: battuto (panasus j
staccato) ir scivolato (panasus i legato). Jis rekomenduoja scivolare (slinkima)
naudoti Zemyn slenkanciai naty grupei, bet beveik niekada nenaudoti natoms
kylant j virsy.

Ornamentika baroko notacijoje — vienas silpniausiai reglamentuojamy
muzikiniy parametry. Sis improvizacijos reiskinys, atlikimo praktikoje paplites
nuo viduramziy laiky, véliau buvo perimtas ir suklestéjo Renesanso instru-
mentinéje ir vokalinéje muzikoje (Bass 2009: 3). Baroko ornamenty esmé néra
vien puosyba, iryskinanti originaly teksta, bet savotiska naujo teksto karyba,
egzistuojanti tik atlikimo metu. Tai, ka galime aptikti XVI-XVIII a. traktatuose,
yra improvizavimo technikos strategijos, padedancios suprasti muzikinés kalbos
sistemg ir galimybes, kreipiancias j naujus improvizacinius momentus. Akivaiz-
du, kad kuo maziau muzikiniy parametry fiksuoja naty grafika, tuo laisvesnis
jos naudojamy Zenkly bei simboliy interpretavimas ir tuo didesné laisvé bei
atsakomybé tenka atlikéjui.

1.1. Baroko muzikos analizés metodikos problema

Greta XX a. pradzioje tekstologijos iskelty klausimy: ,,kas yra tekstas?*, ,,koks
teisingas redaktoriaus santykis su tekstu?®, pastaruoju metu vis intensyviau
svarstoma, koks redaguoto ir redaguotino teksto santykis su kultara, visuomene
bei kitais tekstais (zr. Natural Histories of Discourse, ed. M. Silverstein, 1996). Mu-
zikos meno kontekste nataraliai iSkyla ne tik istorigkai salygoty muzikiniy teksty
teisingo ,,perskaitymo” problematika, bet dar daugiau - stilistiskai motyvuoto
atlikimo siekis. Nors tradiciné tekstologija neskiria démesio karinio skambé-
jimo bei suvokimo fenomenams, ta¢iau muzikos butis atskleidzia horizontalig,
vertikalig ir jstriza muzikinio teksto organizacija. Sudétingai susiklos¢iusius
santykius tarp naty tekste uzraSomy Zenkly ir jy is$ifravimo variantiskuma
galima analizuoti tekstologiskai (Kuc¢inskas 2002: 109).

Teskant sgsajy tarp fiksuoto ir nefiksuoto baroko vokaliniy formy teksto, taip
pat tarp skambancio karinio ir jo interpretacijos, yra reikéminga autentiskumo
teorija (P. Kivy, D. Fabian, L. Finscher ir kt.). Atliekant italy baroko vokaline
muzika svarbu atsakyti { klausimus: kas tampa autoritetu atlikéjui, siekianc¢iam
autentisko karinio atlikimo, ar jmanoma i$skirti vieng visiems priimting autori-
teta, kuriuo galéty vadovautis XXI a. atlikéjas, pritariantis istoriskai informuoto
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muzikos skambesio judéjimui. Muzikology R. Taruskino (2007), D. Fabian
(2011) teiginiai atskleidzia, kad istoriskai informuotas atlikimas nesiremia
kompozitoriaus valios ar galutinio teksto paieskomis, bet grindziamas atlikéjo
sugebéjimu ta teksta profesionaliai ,,perskaityti® Kitaip tariant, svarbu jzvelgti,
kas slypi uz karinio naty, tuo tikslu pasitelkiant visus galimus epochos konteksto
jrankius (informacijg apie kirinj, jo prasme, fiksuoto ir nefiksuoto teksto santykj,
puosybos ir improvizavimo praktika ir kt.). R. Taruskino nuomone, atliekant
senosios muzikos karinius, autoritetu tampa ne autorius, bet atlikéjas, kuris
i$sirenka jam parankesnj muzikology atrastg ir kartais interpretuota muzikinj
teksta (Taruskin 2007: 208-210). Atlikdama tyrima ir spresdama baroko muzikos
istoriskai informuotos interpretacijos problema, darbo autoré pasitelkia islikusius
baroko epochos atlikimo praktikos $altinius (W. C. Printzo, M. H. Fuhrmanno,
P.F. Tosi, J. E. Agricolos, J. A. Hillerio, G. B. Mancini ir kt.), taip pat aktyviausias
XVII-XVIII a. teorijas, turéjusias jtakos muzikinei baroko kalbai bei muzikiniam
tekstui (afekty, retorikos ir kombinatorikos teorijas).

1.2. Arijos da capo samprata XVII a. pabaigoje - XVIII a. pradzioje

J. Matthesonas traktate ,,Tobulasis kapelmeisteris“ (Der vollkommene Capell-
meister, 1739) zodj aria susieja su fizikiniais reikiniais bei pac¢iu dainavimu:
»Aria — itali$kas Zodis, reiskiantis tiek fizikinj reiskinj - org, tiek ir dainavima.
Dainavimas ir garsas yra sujudinto oro efektas“ (Mattheson 1739: 212). Sis
Matthesono teiginys patvirtina XVIII a. muziky ir teoretiky suvokima, kad
aria (oras) ir dainavimas yra sinonimai, o garsas ir dainavimas yra sujudinto
oro efektai. R. Descarteso manymu, filosofijos ir muzikos tikslai sutampa - tai
zmogaus jausminis ugdymas, skiriasi tik badai, priemonés. Filosofas teigia:
»reikia pazyméti, kad pagrindiné visy Zzmogiskyjy aistry veikla yra ta, kad jos
skatina ir nuteikia Zmogaus siela noréti to, kam jos parengia kiing; taigi i$gascio
jausmas sukelia norg bégti, narsumo jausmas - norg kovoti“ (Descartes 2002:
38). Filosofo suformuota afekty teorija (Les passions delame, 1649) realizuojama
didziausio potencialo i$raiSka muzikoje ir taip nutiesia tilta tarp filosofijos ir
muzikos. Stipriu aistry — afekty - suzadinimu balsu, nauju jy pakartojimu arijoje
da capo siekiama Descarteso filosofijoje aprasomo tikslo — garsu i$provokuoti
sielg patirti tam tikrus jausmus. Afekty judesiai reprezentuojami véliau juos
varijuojant, imituojant, puosiant ir pakartojant arijos da capo (A®') dalyje. Taip
arijos garsais ,,nutapomas” jausmas, tiesiogiai palieciantis $irdj. Skoty filosofas
A. Smithas pabrézia, kad dél afekty reprezentacijos jtaigos arijos da capo muzika
pranoksta visus kitus imitacinius menus (Smith 1980: 191-192).

Egzistencine arijos da capo teze, kad be pasikartojimo $ioji forma nejsivaiz-
duojama, pabrézia daugelis baroko ir Siuolaikiniy tyréjy (P. E. Tosi, J. A. Hilleris,
P. Gozza, M. H. Schmidtas). Pasikartojimo idéja baroko arijy da capo kompo-
zicijoje buvo isreiksta ir formaliai — tonacijos sugrazinimo reprizoje principu.
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Tad formos konstravima galima nusakyti kaip tikslingg kelione tonacijy erdvéje,
kuri baigiasi batinu grizimu (da capo) i pradinés tonacijos taska. Kadangi $is
Zanras ir jo muzikiné forma negali egzistuoti be pasikartojimo, arija da capo
turi buti atliekama privalomai kartojant pirmaja dalj. Tadiau italy baroko voka-
linés muzikos tradicija jgalioja da capo dalj atlikti specifiSkai ornamentuojant,
pabréziant afekta ir patvirtinant baroko filosofijos eskaluojama mimezés teiginj.
Pasak muzikologo Schmidto, klasikiné baroko epochos arijos da capo forma yra
tridalé, apibendrinama kaip A-B-A' struktara.

Nors konstrukciniai arijos da capo principai galiojo bene $imtmetj, arijos
da capo muzikinés formos raidos etapai pasizyméjo tam tikrais skirtumais. Zinia,
A. Sartorio, C. Pallavicino, P. Torri, A. Scarlatti, G. Bononcini arijy da capo forma,
komponavimo stilius ir improvizuojami pagrazinimai skiriasi nuo N. Porporos,
L. Vinci, L. Leo ar N. Jommelli, N. Conforto arijy. IStyrus minéty autoriy arijy
pavyzdzius bei remiantis J. A. Hillerio traktatu (1780), taip pat muzikology
J. Westrupo (1980), H. Lithning (1994), M. P. McClymonds (2011) straipsniais
bei arijy kompozicijy stilistiniais laziais, baroko epochos arijos da capo formos
raida galima dalyti | tris salyginius etapus: pirmajj — ankstyvaji (1675-1710),
antraji — klasikinj (1710-1740) ir treciajj — vélyvajj (1740-1770).

1.3. Arijos da capo daliy atlikimo tradicijos baroko teoriniuose Saltiniuose
Tiek praeities, tiek Siuolaikinius muzikologus bene labiausiai domino du klau-
simali, susije su arijos da capo atlikimu: kodél reikia atlikti tre¢iaja arijos dalj,
partitroje pazyméta zodziais da capo; kaip ja atlikti meniskai ir nenusizengiant
baroko muzikos tradicijai. P. E. Tosi (1723), J. E. Agricolos (1757), J. A. Hillerio
(1780) dainavimo menui skirtuose traktatuose nurodytos panasios arijos da capo
daliy atlikimo galimybés:

« pirmoji arijos dalis (A) atliekama taip, kad klausytojas galéty gérétis
kompozitoriaus kiryba, tad $ios dalies puosybai naudojami tik smulkieji
ornamentai;

« antrojoje arijos dalyje (B) gauséja dainininko improvizuojamy orna-
menty;

o treciojiarijos dalis (da capo), jos savotiskas ,,perkarimas® patikétas atlikéjo
iniciatyvai, jo Zinioms, gebéjimams ir improvizavimo menui.

Verta pazyméti, kad minéty trijy traktaty autoriai taip pat isskyré tris ariju
da capo dainavimo stilius, kuriuos diferencijavo priklausomai nuo atlikimo
vietos, improvizuojamy ornamenty kiekio, jy pobudzio, formy ir iraiskos eks-
presyvumo. Scenoje (teatre) dainavimo menas buvo gyvybingas ir pasizyméjo
gausia puosyba, o kamerinéje aplinkoje turéjo girdétis daugiau jdirbio ir rafinuo-
tumo. Bazny¢ioje, pasak P. E Tosi, arijos turéjo skambéti jausmingai, iSreiskiant
afektus (it. affettuoso), ir 1étai (Tosi 1723: 58). Traktatuose gausu konkretesniy
nuorody atlikéjams, skirty arijy ornamentikos mokymosi procesui. P. E Tosi

12



ir J. E. Agricola pataria, kad, mokydamiesi ornamentikos meno, pradedantieji
turéty baty labai démesingi ritmui, tempui, graziems muzikiniams pie$iniams
ir derinti juos su boso linija ir harmonijos taisyklémis (basso continuo). Ir tik
véliau, kai jie i$vysto Siuos gebéjimus, gali laipsniskai plétoti ornamentikos ir
varijavimo meng. J. A. Hilleris traktate Anweisung zum musikalisch-richtigen
Gesange (1780) raso, kad studijuojant da capo arija pirmiausia butina labai ge-
rai i$analizuoti verbalinj teksta, i$siaikinti jo kuriamus afektus, gramatinius ir
retorinius akcentus. Tuomet vokalistas gali pradéti kurti konkrecius tinkamus
vokalinius ornamentus priklausomai nuo kirinio skambéjimo vietos, nuo afekty,
kuriuos jis i$reik§ dainuodamas, remdamasis gero skonio standartais.

2. ITALU BAROKO ARIJOS DA CAPO
IMPROVIZACINES PUOSYBOS PRAKTIKA

Arijos da capo specifikg jprasmina $iam Zanrui labai svarbus ornamentikos
komponentas. Tai itin svarbu ypac tre¢iosios arijos da capo dalies perkarimui
ir improvizavimui. Tuo tikslu reikéty pasitelkti visas iSlikusias ir istoriniuose
$altiniuose uzfiksuotas baroko improvizuojamos ornamentikos galimybes.
I$puosta muzikiné struktara taps ekspresyvesné ir i$raiskingesné. Kita vertus,
taip interpretuojama arija da capo priartés prie savo istoriniy prototipy. Siame
tiriamajame darbe autoré remiasi ankstyvaja L. Zacconi (1596) trumpuyjy ir
ilgujy pagrazinimy klasifikacija, taip pat R. Doningtono (1963) pagrazinimy
$eimy idéja (apodzaturos, trilio Seima); pasitelkiamos F. Neumanno (1983)
nacionaliniy mokykly (italy, italy-vokie¢iy) ornamentikos klasifikacijos bei
S. Serytés (2014) italy ornamenty klasifikacija.

2.1. Trumpyjy pagrazinimy kaita arijos da capo raidoje (1675-1770)

XVII a. italy atlikimo madas perémé vokieciai, tad beveik simtmetj, pritrikus
italisky vokaliniam menui skirty darby, tyrimuose galima patikimai remtis
vokieciy traktatais, kurie aprasé italiSkqa muzikos stiliy. Siekdama atskleisti anks-
tyvojo (1675-1710) arijos da capo laikotarpio apodzatiry Seimos pagrazinimy
vartoseng ir improvizavimg muzikoje, darbo autoré gvildeno Ch. Bernhardo
(1649), S. Beyerio (1703) ir M. H. Fuhrmanno (1706) traktatus. Tuo pagrindu
$iame tyrime keliama hipotezé, kad daugelis trumpuyjy pagrazinimy, kaip ak-
centas (accento), priebalsés paankstinimas (anticipazione della syllaba), natos
paankstinimas (anticipazione della nota), ,natos beieskant (cercar della nota),
taip pat trumpoji apodzatira (appoggiatura), buvo naudojami $io laikotarpio
italy kompozitoriy karybai papuosti. Kokie trumpieji pagrazinimai buvo nau-
dojami klasikiniame (1710-1740) ir vélyvajame (1740-1770) arijos da capo
etapuose ir kaip jie kito, atskleidzia J. E Agricolos (1757), G. B. Mancini (1774)
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ir J. A. Hillerio (1780) traktatuose pateikti komentarai ir pavyzdziai. Palyginusi
traktatuose iskirtas apodzatiiry rasis (jos beveik sutampa), klasikinio laikotarpio
arijoms da capo darbo autoré patarty naudoti trumpaja apodzatirg (it. appoggia-
tura, vok. Vorschlag), ilgaja apodzatura (it. appoggiatura), dviguba apodzattirg
(appoggiatura doppia, vok. Anschlag), baigiamaja apodzatirg (it. chiusa del
trillo, vok. Nachschlag ir Schleifer). Tyrimo pagrindu i$ryskéjo, kad vélyvojo
arijos da capo etapo kariniams rekomenduotina taikyti dvigubas apodzataras
su $uoliu (it. appoggiattura doppia) ir trijy naty (vok. Schleifer) bei baigiamasias
apodzataras su $uoliais (vok. Nachschlag).

Remiantis minétais traktatais, ankstyvajam arijos da capo etapui darbo autoré
priskiria triliy Seimos pagrazinimus, skirstomus j riperkusinius trilius ir dviejy
skirtingy tony trilius. Smulkesné pastaryjy sistematika isskleidzia tokia dviejy
skirtingy tony triliy strukttra: kylantis trilis (lot. trillo ascendens), besileidzian-
tis trilis (lot. trillo descendens), tono trilis (it. trillo), pustonio trilis (it. triletto).
I$vardytieji triliai atliekami nuo pagrindinés natos i vir$y. Klasikiniam ir vély-
vajam itali$kos arijos da capo raidos etapams autoré priskiria $iuos triliy Seimos
pagrazinimus: mazorinis / minorinis trilis (trillo maggiore / minore), trilis su
uzbaiga (trillo con terminazione), dvigubas (trillo raddoppiato) ir pusinis triliai
(mezzo trillo) bei mordentas (mordente), trilis su baigiamosiomis apodzataromis,

»beieskant trilio” (cercar del trillo) ir Mancini dvigubas trilis (trillo raddoppiato).
Esminis klasikinio ir vélyvojo etapy arijoms da capo taikomy triliy skirtumas
nuo ankstyvojo arijos etapo puosybos praktikos - trilis dazniausiai atliekamas
nuo pagalbinés natos i§ virsaus.

2.2. Ilgyjy pagrazinimy kaita arijos da capo raidoje (1675-1770)
I$samiausiai vokaliniy pasazy sudedamasias dalis (figiras arba muzikos retorines
figaras - MRF) naty pavyzdziais pateikes W. C. Printzas traktate Phrynis (1676)
pabrézia, kad pasazai gali buti sudaryti i§ tokiy MRF kaip groppo, circolo, tirata,
messanza, figura corta, bombilans, suspirans, syncopatio. Sias figiiras darbo autoré
lygino su vélesniuose J. Matthesono (1739), J. A. Hillerio (1780) traktatuose, taip
pat kastraty C. Broschi (Farinelli), A. M. Bernacchi, G. Aprile’io ir kompozitoriy
L. Leo, J. A. Hasseés, N. Jommelli solfedzio (Solfeggi) dainavimo pratimuose
pateiktais pasazy Seimos ilgujy pagrazinimy pavyzdziais.

Aptariant ilguju pasazy santykj su baroko muzikoje bejsitvirtinanc¢ia muzikos
retorikos tradicija ankstyvajame arijos da capo etape, butina pazymeéti svarby
kompozicinj ypatuma. MRF arijose da capo buvo taikomos tikslingai, selektyviai
ir taupiai, siekiant kuo didesnio kognityvinio jspadzio. Vokalinéje muzikoje
jos buvo asocijuojamos su verbaliniu turiniu, taikomos pabréziant svarby zodj,
kuriant atitinkama afekta ar basena. Vis délto kai kuriy retoriniy figiiry muzi-
kinés formos buvo pla¢iau naudojamos. Atsisakant specifinio semantizavimo,
atskiros figairos buvo pradétos multiplikuoti, jvairiomis kombinacijomis jungti
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tarpusavyje. Kaip rodo analizuoti to meto teoretiky (W. C. Printzo, ]. Matthessono,
J. A. Hillerio) teikti pavyzdziai, smulkios MRF ilgainiui karé ilgyju pagrazinimy
jvairove, prarasdamos pradines retorines reik§mes.

2.3. Arijai da capo budinga kadencijy improvizavimo praktika

Lotyniskas terminas cadentia (it. Cadenza; pranc. cadence; vok. Kadenz, Schluss)
rei$kia harmoninj atoslagj, dominantés funkcijos sprendima j tonikg (Lithning
1994). Taciau italy baroko arijy da capo notacijoje pasitaikanti cadenza nuoroda
zymi stambesne ar smulkesne formos struktirg uzbaigiantj virtuozinj pasaza,
dazniausiai improvizuojama atlikéjo. Siame poskyryje i§samiai analizuojama
antroji kadencijos reik§mé, atitinkanti italisko zodzio cadenza (dgs. cadenze)
terming.

J. E Agricolos citata puikiai atskleidzia, kaip ankstyvuoju arijos da capo
laikotarpiu buvo formuojamos pirmosios kadencijos: ,,i$ pradziy kadencijos
(lot. cadentia) buvo atliekamos ritmiskai, penultima (prie$paskuting) natg pa-
puosiant triliu, véliau pries trilj buvo pridedami smulkieji ornamentai. Galiausiai
paskutinis taktas buvo atliekamas daug létesniu tempu, tarsi sulaikant tempa,
ir $is sulétinimas buvo i§puosiamas jvairiausiais pasazais, figiromis“ (Agricola
1757: 195). Kalbédamas apie tris paskutines kadencijos natas (antipenultima,
penultima, ultima), Tosi pataria, kaip jas atlikti ,pavagiant® ir i§ple¢iant pasku-
tiniy naty tempg (rubamento di tempo), prisitaikant prie basso continuo iSrasytos
linijos, i$mintingai naudojant Suolius (passi) bei apodzatiry meng (Tosi 1723: 81).
Pereinant prie klasikinio arijos da capo (1710-1740) raidos laikotarpio, svarbu
atskirti, kad kalbama ne apie kadencijos puosyba, bet apie cadenza - soliniam
balsui skirtg melodinj ornaments.

Cadenza (kadencijos) klasikinio arijos da capo etapo (1710-1740) kariniuose
naudojamos $ia sgvoka ir fermatomis pazymétose sustojimo vietose. O pagrindi-
ne jy sudedamaja dalimi tampa passaggi (pasazy) $eimos figaros, neatmetant ir
trumpuyjy ornamenty. Naudojamos pasikartojancios gamos arba tirados (tirata)
j vir$y ar apacig, ilgos trukmés natos. Jtraukiami ne tik paprastieji, bet ir dvigubi
su uzbaigomis triliai, ne tik vienos natos, bet ir dviejy naty apodziataros ar bai-
giamosios apodziatiiros. Cadenza atlikimo tempas $io laikotarpio arijose da capo
varijuoja nuo skambéjimo a tempo iki laisvo, solisto pasirinkto tempo priklauso-
mai nuo arijos dalies bei i$reiskiamo afekto. Vélyvojo arijos da capo laikotarpio
(1740-1770) cadenza struktira dazniausiai sudaryta i§ skirtingos trukmés naty,
tolimy intervaly $uoliy, nuosekliy gamy su alteracijomis, pasazy bei tercijos ap-
imties figtiry. Pacios cadenza struktara keitési visais arijos da capo raidos etapais,
ir tai atliepé vokalinés ornamentikos madas bei puosybos tradicijas.
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3. ARIJOS DA CAPO ISTORINIU STILIU
IMPROVIZAVIMO PRINCIPAI

Siekiant pritaikyti pagrazinimus skirtingy etapy italy kompozitoriy sukurtoms
arijoms da capo, butina atsizvelgti j $iy arijy istorinj, tekstologinj ir dramaturginj
kontekstus. Prie§ kuriant ir improvizuojant baroko arijy pagrazinimus, svarbu
atlikti tris paruosiamuosius darbus. Pirma, surasti patikimiausig islikusj arijos
rankrastj (autografa arba codex unicus) ir ji transkribuoti j modernia notacija.
Antra, suprasti, kokioje operos ar oratorijos dramaturginéje situacijoje skamba
arija ir kokj afekta ji iSreiSkia. TreCia, iSanalizuoti arijos formg, viding struktara,
muzikines retorines figiiras (MRF).

Istyrus iSlikusius XVIII a. dainininky fiksuotus atlikimus ir italy baroko
kompozitoriy iSradyty pagrazinimy Saltinius, i$skirti svarbiausi arijos da capo
melodinés puosybos principai. Improvizuojant arijos da capo puosyba visuose
etapuose, tyrimo autoré sialo:

1) pasirinkti, kurj Zodj norime labiau pabreézti, kokj afekta i$rySkinti;

2) pasikartojancias frazes keisti transponuojant arba didinant naty kiekj;

3) didelés apimties intervalus (Suolius) uzpildyti smulkesnémis natomis;

4) keisti pasazy kryptis ir ritmika;

5) pridéti trumpuosius ir ilguosius pagrazinimus;

6) dviejy naty grupavima praturtinti ir pakeisti taikant trijy ar keturiy naty

grupavima;

7) kaitalioti besileidzianciy ir kylanciy tony sekas;

8) stovindias natas puosti balso dinaminémis puo$menomis arba keisti

harmoninius laipsnius (i$liekant toje pacioje harmoninégje funkcijoje);

9) kadencijas puosti trumpaisiais ir ilgaisiais pagrazinimais.

3.1. Ankstyvasis arijos da capo etapas (1675-1710): transkribavimas ir puosyba
Siame tyrime pasirinktos esios arijos atstovauja skirtingiems arijos da capo for-
mos vystymosi etapams; antra, jos pristato skirtingy italy kompozitoriy karyba;
trecia, atstovauja skirtingiems arijose ireikiamiems afektams. I§sirinkusi trans-
kribavimui $esias arijas, puosybos praktikos lyginimui darbo autoré pasirinko
skirtingy afekty arijy jrasus, kuriuos atlieka penki XXI a. dainininkai, pasiryze
specializuotis barokinés muzikos interpretacijos kryptimi. Tai: Dorotheeé Mields,
Alice’a Habellion, Philippe’as Jaroussky, Anna Hallenberg, Romina Basso. Tyri-
néjant ankstyvojo arijos da capo etapo kiriniy puosybos praktika, Siame darbe
puosiamos dziaugsmo afekta i$reiskianti A. Scarlatti arija ,, Tikiu, kad mano $irdis
daugiau nebeverks® (Pii: non credo mio cor di piangere) i§ operos ,,Skais¢ioji
Penelopé® (Penelope la casta, 1696) ir liudesio afekta iSreiskianti G. Bononcini
arija ,,Béga laikas® (Fugge il tempo) i$ oratorijos ,Magdalietés atsivertimas“ (La
conversione di Maddalena, 1701). Nustatyta, kad svarbiausi puosybos veiksniai
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$io etapo arijose yra susije su afektus reprezentuojanciy zodziy identifikavimu
ir ju ornamentavimu (puosyba), MRF manipuliacijomis, taip pat §iam etapui
budingy trumpujy ir ilgyjy pagrazinimy pritaikymu.

3.2. Klasikinis arijos da capo etapas (1710-1740): transkribavimas ir puosyba

Klasikinio arijos da capo raidos etapo kariniy puosybos tyrimui darbe pasirink-
tos ir ornamentuojamos meilés afekta iSreiskianti A. Lotti arija ,Téve, sudiev®
(Padre, addio) i$ operos ,Grieztasis Aleksandras“ (Alessandro Severo, 1717) ir
pykcio afekto G. M. Orlandini Agripinos arija ,,]Jpykusi furija (Tutta furie) is

operos ,,Neronas“ (Nerone, 1721). Sio etapo arijy da capo puosybos tradicij Zzymi

trumpuju ir ilgujy pagrazinimy sudéties pokyciai, naty grupavimo kaitaliojimas,
pasikartojanciy fraziy puosybos ypatumai bei trumpyjy ornamenty taikymas

improvizuojant pasaZus.

3.3. Vélyvasis arijos da capo etapas (1740-1770): transkribavimas ir puosyba
Vélyvojo arijos da capo etapo kariniy puosybos praktikos tyrimui pasirinkta
lindesio, kancios afekta perteikianti L. Leo arija ,,Jei visos mano kancios” (Se
tutti i mali miei) i§ operos ,Demofonté“ (Demofoonte, 1735) ir dziaugsmo,
pasididziavimo afekta iSreiSkianti N. Jommelli arija ,Pasitikédamas savimi“
(Superbo di me stesso) i§ operos ,,Olimpiada“ (LOlimpiade, 1761). Tuo pagrindu
darbo autoré nustaté, kad $io etapo arijose vyksta muzikos emancipacija ZodZio
atzvilgiu, arijos afektas pabréziamas naudojant pagrazinimy nérinius. Ypac
iSry$kéja nemazi skirtumai tarp léto (cantabile) ir greito (allegro) tempo arijy
puosybos. Cantabile (dainingosios, létosios) arijos ornamentuojamos gausiais
smulkiy ritminiy verc¢iy pasazais (nuo 3-9 naty). Allegro (greitosios) arijos
puosiamos keiciant atlikimo artikuliacija: nuo legato, taskuoto ritmo iki staccato,
naudojami arpeggio, Soliuojantys pasazai, nekei¢iant jy tesittros ir daznai taikant
$esioliktiniy judéjima.

ISVADOS

Pasaulyje ir Lietuvoje daznai skamba italy baroko vokaliné muzika - operos,
oratorijos, kantatos. Ji priklauso vertingam opery bei koncertiniy sceny reper-
tuarui, kuris pripazjstamas tiek klausytojy, tiek specialisty. Atlikéjams $i muzika
tebekelia nemazai interpretavimo ir improvizavimo klausimy. Italy baroko
vokalinés muzikos fiksuoto ir nefiksuoto muzikinio teksto problematikg sutel-
kusi { XVII a. pabaigos — XVIII a. arijos da capo forma, darbo autoré aiskinosi
istori$kai informuoto atlikimo galimybes.

Pasitelkusi muzikos zenkly raidos tyrimus autoré jzvelgé, kad baroko epochos
muzikiniai zenklai yra panasas j klasicizmo epochos notacija, ta¢iau prasmes
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»genetiskai paveldéjo” i viduramziy ir Renesanso epochy. Fiksuotas skambesio
aukstis priklausé nuo skirtingy instrumenty $eimy derinimo tradicijos (it. tem-
peramenti) bei nevienody alteruoty zenkly prasmiy. Naty trukmeé ir tempas buvo
susijes su menzirine notacija, kada tempg nurodydavo tactus ilgis. Dinaminés,
ritmo, artikuliacijos ir ornamentikos indikacijos dazniausiai nezymimos baroko
muzikos notacijoje, ta¢iau naudojamos atlikimo metu.

Atskleidus arijos da capo samprata filosofo R. Descarteso traktatuose Les
passions delame (1649) ir Compendium musicae (1650), $iame darbe buvo
aptartos paralelés tarp filosofinés ir muzikinés afekto reprezentacijos bei jy
apraisky muzikingje da capo formoje. Descarteso suvokimu, filosofijos ir mu-
zikos tikslas — ugdomasis. Filosofinéje gyvenimo plotméje aistry lavinimas, jy
disciplina zmogy nukreipia j visavertj ir i$mintingg gyvenimag. O $tai muzikoje
afektai iSreiSkiami ir suzadinami muzikinémis priemonémis - juos (afektus)
imituojant, puoSiant, varijuojant.

Tyrime prieita i$vada, kad arijos da capo muzikiné forma negali egzistuoti
be pirmosios dalies pasikartojimo da capo padaloje. Svarbu ja specifiskai or-
namentuoti, pabréziant afekty ir patvirtinant baroko filosofijos eskaluojamag
mimezés teiginj. Remiantis P. F. Tosi (1723), J. E. Agricolos (1757), J. A. Hillerio
(1780) traktatais, $iame tyrime atskleistos arijos da capo daliy atlikimo tradicijos:
pirmojoje arijos dalyje (A) galima smulkioji puosyba; antrojoje arijos dalyje
(B) gauséja dainininko improvizuojamy ornamenty; tre¢iojoje arijos dalyje
(A! da capo) atlikéjas demonstruoja savo vokalinius ir improvizacinius gebéji-
mus. I$analizavusi arijos da capo formos vystymosi raida, autoré i$skyré tris jos
raidos etapus: pirmajj — ankstyvaji (1675-1710), antrajj — klasikinj (1710-1740)
ir trecigjj — vélyvaji (1740-1770).

Remiantis originaliy traktaty ir patikimy istoriniy $altiniy studijomis (L. Zac-
coni (1596), R. Doningtono (1963), E. Neumanno (1983), S. Serytés (2014))
buvo sudarytos vokaliniy pagrazinimy klasifikacijos: trumpujy pagrazinimy
(it. abbellimenti vaghi / corti) ir ilgyjy pagrazinimy (it. abbellimenti lunghi /
passaggi). Trumpieji pagrazinimai susisteminti j apodzatary ir triliy $eimas, o
ilgieji - j pasazus ir kadencijas. Tyrimas patvirtino, kad ankstyvajame arijos
da capo etape dominavo silpnojoje takto dalyje improvizuojami apodzatiry
$eimos pagrazinimai (accento, anticipazione della syllaba, anticipazione della
nota, cercar della nota ), o antrajame ir tre¢iajame etapuose - stipriajai takto
daliai tenkantys apodzatiiry ornamentai. Jzvelgtas esminis klasikinio ir vély-
vojo etapy taikomy triliy skirtumas nuo ankstyvojo etapo: trilis dazniausiai
pradedamas pagalbine nata i§ virSaus. Atskleistos ilgyju pagrazinimy, pasazy
sudedamujy daliy - retoriniy figary (groppo, circulo, tirata, bombilans, fugura
corta, messanza) — prasmeés bei ju kombinaciniy manipuliacijy galimybés. Vir-
tuoziniy pasazy cadenza susiformavimas ir suzydéjimas siejamas su klasikiniu
ir vélyvuoju arijos da capo raidos etapais, o jy struktirg lémé visy pagrazinimy
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(trumpujy ir ilgyjy) kaita. Prieita i§vada, kad pasazai, i§ pradziy peréme Rene-
sanso diminucijy meno ypatybes, virto savotiskais kodais, imituojanciais Zodzius
ar atskleidZianciais afektus, o vélyvajame baroke, kintant muzikinei kalbai, tapo
smulkiais melodiniais nériniais.

Visuose trijuose arijos da capo raidos etapuose dazniausiai buvo puosiama
tik trecioji (da capo) dalis, nes ¢ia buvo galima didziausia atlikéjo karybiskumo
intervencija, improvizacija. Ta¢iau remiantis autorés pasitlyta treciosios dalies
(A') puosyba, atlikéjas gali pritaikyti jvairius ornamentus ir kitoms (pirmajai
(A) ir antrajai (B)) arijos da capo dalims. Kaip ankstyvojo etapo transkribuotos
ir ipuostos dziaugsmo afekto arijos pavyzdys darbe pasirinkta A. Scarlatti arija
(1696) ir litdesio afekta iSreiSkianti G. Bononcini arija (1701). Klasikiniam etapui
buvo pasirinktos ir puosiamos meilés afekto A. Lotti arija (1717) ir pyk¢io afekto
G. M. Orlandini arija (1721). Vélyvaji etapa pristato liadesio, kancios afekta
perteikianti L. Leo arija (1735) ir dziaugsmo, pasididziavimo afekta ireiSkianti
N. Jommelli arija (1761).

I$skirta keletas svarbiausiy ankstyvojo arijos da capo etapo (1675-1710)
puosybos veiksniy:

o kertiniy zodZiy - reprezentanty, kuriais i§reiskiamas afektas, identifikavi-
mas; ypatingas démesys skiriamas jy puo$ybai, artikuliacijai bei ritmikos
varijavimui;

« reik§mingos ir kompozitoriaus sukurtos melodinés linijos bei retoriniy
figary manipuliacijos, figiry kombinacijos, permutacijos;

 pirmajam arijos da capo etapui budingy trumpuyjy ir ilguju pagrazinimy
pritaikymas.

Aptarti klasikinio arijos da capo etapo (1710-1740) puosybos kriterijai,

susije su:

o trumpujy ir ilgyjy pagrazinimy sudéties poky¢iais, naty grupavimo
kaitaliojimu (dviejy naty grupavimas kei¢iamas trijy ar smulkesniy naty
grupavimu);

o pasikartojanciy fraziy puosyba (transponuojant arba didinant naty
kiekj);

« trumpyjy ornamenty naudojimu atliekant pasazus;

o antrajam etapui budingy kadencijy (cadenza) kirimo kriterijais.

Vélyvajame arijos da capo etape (1740-1770) arijos afektas pabréziamas
dideliais intervalikos $uoliais, chromatizmais, susmulkéjusiais ilgaisiais pagrazi-
nimais. I§ry$kéja nemazi skirtumai tarp léto (cantabile) ir greito (allegro) tempo
arijy puosybos. Greitosiose arijose naudojami kur kas paprastesni, retorinéms
figaroms artimesni pasazai nei klasikinio etapo arijose. Ta¢iau léto tempo arijoms
reikalingas ne tik dainininko i$radingumas, skonis ir Zinios, bet ir jspadingos
techninés balso galimybés dainuojant gausias, virtuoziskas ir labai susmulkeé-
jusias figtiras — nérinius.
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Italy baroko vokalinés muzikos puosybos menas — kompleksiné ir sudétinga
barokinés muzikos kalbos dalis. Tyrinédama arijos da capo karybos bei atliki-
mo fenomeny, darbo autoré sieké fiksuoto ir nefiksuoto teksto problematikg
gvildenti aprépiant baroko epochos kultarinio konteksto, meninio mentaliteto,
filosofijos Zinias. Viena svarbiausiy §io meninio tyrimo intencijy buvo paska-
tinti XXT a. atlikéjus priartéti prie originaliy XVII-XVTII a. vokalinés muzikos
$altiniy ir taip padéti istoriskai informuoto arijy da capo atlikimo siekiantiems
dainininkams improvizuoti remiantis italy baroko vokalinés muzikos standartais
bei tradicijomis.
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INTRODUCTION

While analysing the issues associated with the fixed and non-fixed musical texts
in Italian Baroque vocal music, the present artistic research focuses on the spe-
cific genre of the da capo aria. Such choice was determined by several important
factors. In the 18" century the da capo aria had acquired the status of the main
soloistic vocal form in Baroque operas, oratorios and cantatas. However, eventu-
ally the da capo principle was replaced by new vocal forms (binary, rondo and
even sonatas without development section, etc.) and the performance tradition of
da capo aria has ended. At the beginning of the 20" century after World War I an
interest in historical music styles increased and the Germans, followed by other
nations, have “revived” the works of forgotten Baroque composers. However, the
interrupted tradition of Baroque music performance posed significant challenges
to opera directors and performers alike. A return to authentic sound of Baroque
vocal music was a complex process that had to undergo certain stages of “clean-
ing of historical patina”. Research, experiments and new practice served as basis
to defeat the influence, which the performance tradition formed by Romantic
music exerted upon the Baroque music repertoire. It took significant effort to
defeat the absolute creative dominance of the composer (intentio auctoris) and
the necessity to acknowledge the status of performer-creator in the performance
of Baroque da capo aria.

As the Early Music Movement came to prevalence in Europe in the middle of
the 20" century, an increased interest was noted not only towards the authentic
sound of Baroque music but also concerning the possibilities of its performance.
As known, the culture of Baroque vocal music and the phenomenon of da capo
aria cannot exist without the art of improvisation by performer-interpreter. It is
no secret that the return to the origins through the so-called historically informed
performance has posed a great challenge to the singers of today, who are facing
issues related to “reading’, interpretation and improvisation of Baroque music.

The singer of the 21* century possessing experience and knowledge of clas-
sicist and romantic vocal music interpretation often relies on the graphic nota-
tions set by the composers and on one’s own musical intuition, which, in the
case of exposure to Baroque music, often proves deceptive. On the other hand,
library collections of Baroque vocal music and Italian da capo arias (most often —
Romanticist editions thereof) are printed with numerous performance-related
score markings not used during the era. Responsibility of a singer striving for
historically informed performance relies on his/her selection of sheets to “read”
and interpret the music written down in authentic scores of the 17-18% centu-
ries. The principal intrigue behind the present artistic research lies in its author’s
desire to prove that the notation of Baroque music differed from its perform-
ance tradition. The research conducted for this purpose has substantiated the
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conviction that today’s performers should rely on solid researches of Baroque
music performance practices, rather than follow abundant romantic editions or
urtexts of composers’ opuses discovered by the prominent publishers. One of
the most complex tasks for the 21* century singer interpreting the Italian Ba-
roque music lies in the necessity to comprehend the possibilities of historically
informed performance of fixed and non-fixed musical parameters of the late
17*-18"™ centuries, such as pitch, tempo, metre, rhythm, dynamics, articulation
and ornamentation. All these parameters require exhaustive knowledge of the
theory and performance practices of Italian Baroque vocal music.

Aim of the research - to reveal the specificity of da capo aria, as fixed and
non-fixed Italian musical text of late 17*-18" centuries based on examination
of historical resources of Baroque vocal technique. Stages of the development
of the genre serve as basis for the analysis of vocal ornamentation - the change
of short and long vocal embellishments. The research raised an objective to
transcribe da capo arias by different Italian composers expressing diverse affects.
Based on the 17""-18™ century theories of affect, rhetoric and combinatorics, as
well as on vocal music performance practices of the time, the author of the re-
search sought to disclose the potential of ornamentation of transcribed da capo
arias. Comparative collation of the latter with relevant 21* century recordings
of historically informed performances provides for a historically grounded
interpretation of Italian Baroque vocal music.

Research objectives:

1. To disclose the issues associated with fixed and non-fixed texts of Italian
Baroque vocal music by discussing the possibilities of decoding of musical
parameters in Baroque musical notation.

2. To discuss the philosophical and musical representations of affect and the
manifestations thereof in the musical form of da capo aria.

3. Based on the 17"-18" century resources and da capo aria performance
traditions, to systematise the development of the genre.

4. To investigate and systematise the vocal embellishments characteristic of di-
verse periods of the da capo aria and to discuss the performance thereof.

5. To transcribe the Italian Baroque da capo arias expressing diverse affects
and to apply the ornamentation characteristic of historically informed
performance to the third (A') aria section.

6. To discuss the ornamentation criteria of Italian Baroque da capo aria and
the peculiarities of ornaments based on the stages of its development.

Subject of the research - da capo arias, partially fixed text of Italian Baroque
vocal music and the possibilities of adequate “reading” and improvisation thereof.
The focus is placed upon the Italian da capo arias of late 17"-18" centuries and
their ornamentation possibilities presented in the treatises of the time. The au-
thor of the present research also investigated the resources featuring evidence
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of 18" century da capo aria performances and interpretations thereof by the 21+
century singers. Since the musical text of Baroque da capo arias is only partially
fixed by the composer, the issues related to historically grounded performance
thereof are associated with interpretation of numerous musical parameters
(pitch, rhythm, duration, articulation). Based on the vocal music tradition of the
Baroque era, the second and, especially, the third sections of the da capo aria are
reinterpreted by the performer. As the musical languages, as well as idioms of
improvisation and ornamentation have changed since the emergence (around
1675) and extinction (around 1770) of the da capo aria, the subject of the research
is focused on distinguishing stages of development and motivation of the da capo
aria. Respectively, the author investigated the specificity and expression of short
and long embellishments in early, classical and late stages of the da capo aria. On
this basis the research reveals historically informed possibilities of da capo aria
ornamentation. During the course of the research an assumption was proposed
claiming that a performer is and has been a co-author of Italian Baroque vocal
music along the composer.

Sources of research include the treatises of greatest significance concerning
the 17"-18" century singing, ornamentation, affects, rhetorics and combinator-
ics, as well as the 18™ century solfeggio (Solfeggi) singing exercises, manuscripts
of operas and oratorios of Italian composers. Within the context of emergence
of da capo aria, René Descartes’ philosophical views towards the mimesis phe-
nomenon in his Les passions delame (1649) and Compendium musicae (1650)
were analysed. Traditions of performance of da capo aria sections and learning
methods were studied on the basis of Opinioni de’ cantori antichi e moderni
(1723) by Pier Francesco Tosi, Anleitung zur Singkunst (1757) by Johann Frie-
drich Agricola and Anweisung zum musikalisch-zierlichen Gesange (1780) by
Johann Adam Hiller. Stages of development of da capo aria were analysed based
on opera and oratorio manuscripts by such composers as Carlo Pallavicino,
Antonio Sartorio, Alessandro Scarlatti, Antonio Lotti, Nicola Porpora, Giovanni
Battista Lampugnani, Niccolo Jommelli, Giovanni Bononcini, Giuseppe Maria
Orlandini and Leonardo Leo.

Peculiarities of embellishments and rhetorical figures of the early period
of da capo aria were analysed on the basis of such treatises as Von der Singe-
Kunst oder Manier (1650) by Christoph Bernhard, Phrynis (1676) by Wolfgang
Caspar Printz, Primae linea musicae vocalis (1703) by Johann Samuel Beyer and
Musicalischer-Trichter (1706) by Martin Heinrich Fuhrmann. Investigation of
da capo aria ornamentation in classical and late periods relied on such treatises
as Der Vollkommene Kappellmeister (1739) by Johann Mattheson, Observations
on the Florid Song (1743) by John Ernest Galliard, Fragmente einiger Gedanken
des musikalischen Zuschauers (1767) by Ernst Christoph Dressler and Pensieri e
riflessioni pratiche sopra il canto figurato (1774) by Giovanni Battista Mancini, as
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well as an important document titled Santini Manuscript, featuring the Solfeggi
singing exercises used by castrati Carlo Broschi, Antonio Bernacchi and Giuseppe
Aprile, as well as the composers L. Leo, Johann Adolph Hasse and N. Jommelli.

The 20™ and 21* century resources used in the present research include works
addressing Baroque music performance practices and classifications of embel-
lishments (ornamentation) by Frederick Neumann (1983), Robert Donington
(1963, 1973, 1982), Mary Cyr (1992), Ignac Filip (2009) as well as research in
rhetorics by Dietrich Bartel (1985) and combinatorics by Sebastian Klotz (2006).
Theories of textology and authenticity in the present research rely on works by
Georg Feder (2011), James Grier (1996), Peter Kivy (1995) and Richard Taruskin
(2007). Diverse aspects of Baroque music have also been disclosed in the works
by Lithuanian authors Jaraté Trilupaitiené (1995, 2004, 2009, 2010), Grazina
Daunoraviciené (2006, 2008, 2015), Jonas Bruveris (2000), Laima Budzinauskiené
(2007, 2008, 2010), Donatas Katkus (2006, 2013), Aleksandra Pister (2004, 2005,
2006, 2007), Judita Zukiené (2001, 2003), Saulé Seryté (2014), Balys Vaitkus
(2015) and others.

The comparison of select 21 century records of historically informed per-
formances against the possibilities of da capo aria ornamentations proposed by
the research author relies on the following resources: record of the aria Pii; non
credo mio cor di piangere from A. Scarlatti’s opera Penelope la casta (1696) per-
formed by singer Dorothee Mields (2017); record of the aria Sorgi omai dal fango
from G. Bononcini’s oratorio La conversione di Maddalena (1701) performed
by Alice Habellion (2014); record of the aria Si pietoso from N. Porpora’s opera
Semiramide riconosciuta (1729) performed by countertenor Philippe Jaroussky
(2013); record of the aria Tutta furie) from G. M. Orlandini’s opera Nerone (1721)
interpreted by Ann Hallenberg (2014), as well as record of the aria Superbo di
me stesso from J. A. Hasse’s opera LOlimpiade, (1756) performed by Romina
Basso (2012).

Relevance and extent of the research topic. Relevance of the present re-
search is associated with the unique improvisational and technical nature of
the Baroque vocal art. Another significant factor lies in the interplay between
musicological and artistic research, which determines reliable and theoretically
motivated knowledge of the practices of Baroque vocal techniques. This provides
for a research, knowledge and practice-based opportunity to stylishly interpret
Italian vocal music of late 17""-18" centuries. The relevance of the research topic
is substantiated by the conflict that occurs when a singer raised following the
canon of classicist and romanticist music encounters the improvisational nature
of Baroque vocal music. The research provides for new theoretical (knowledge)
level to resolve the issue of practical improvisation of partially fixed Baroque
vocal texts. In other words, the present research assists the 21 century singer
in approaching the historically informed performance of the da capo aria of
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Italian Baroque. This way, our cultural milieu will see increasingly less flawed
encounters with Baroque vocal music, where da capo aria sounds as written by
the composer (first section of the aria is identically repeated in da capo section),
when the ornamentation is copied from recordings or the skill-requiring da capo
section is abandoned altogether.

Compared to instrumental music, few special studies exist worldwide dedi-
cated to Italian Baroque vocal music and specifically to the performance of the
da capo aria. The most exhaustive studies are primarily concerned with works
by Georg Friedrich Handel or with Italian, French or German vocal music in
general; among these works are dissertations by Elvadine R. Seligmann (2007),
Jennifer Heather Farrell (2008) and S. Seryté (2014). One shall also distinguish a
group of works that address the general issues of Baroque music performance and
ornamentation, especially in German or English instrumental music composed
mostly in the 17 century, such as the studies conducted by Barthold Kuijken
(2013), Steward Carter (2012), I. Filip (2009), Lucas Harris (2002) and M. Cyr
(2008, 2012). Another portion of works analyses the problems associated with
Baroque music performance, covering individual musical parameters (George
Hourle (2000), S. Carter (1997)).

No works were discovered in Lithuania and abroad specifically addressing
the analyses of ornamentations and methodologies of Italian Baroque da capo
aria; such works would assist the performing singers in understanding the means
and performance techniques that could be employed to create an improvisation
of da capo aria. The originality of the research is substantiated by the periodisa-
tion of the development stages of Baroque da capo aria and specific catalogues
of embellishments based thereupon. On the other hand, this artistic research is
especially valuable for the theoretical substantiation and practical performance
of Italian Baroque da capo arias. In the 21* century, the performance of Baroque
music in concert venues worldwide is held in high esteem precisely due to the
stylistic distinctiveness of interpretation.

Research methods. To address the issues related to analysis methodology
of Baroque vocal music the present artistic research paper employs methods of
resource and comparative analysis. Two key theoretical approaches were used -
music textology and the theoretical consideration of a piece along with the issue
of its performance authenticity. The thesis focuses on theoretical approaches
that are of significance to the music art (composition and performance) of the
17%-18™ centuries, such as theories of affect, rhetoric and combinatorics and
methods of research thereof.

Structure of the thesis. The thesis consists of an introduction, three chapters,
conclusions, list of literature and appendices. In the first chapter the author strives
to disclose how fixed and non-fixed text was perceived in the Baroque era and to
analyse the distinction between musica poetica and musica practica. The chapter
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discusses the relation between notated musical text (from 4™ century BC to the

20" century) and performance based on the musical parameters. Most attention

is paid to graphic symbols of Baroque music notation and the issues associated

with their “reading”, namely: differences in alteration marks, indication of note

duration and tempo, rhythm notation and actual performance, as well as pos-
sibilities of diverse dynamics, articulation and ornamentation performances (1).
Sub-chapter (1.1) devoted to methodological problems of Baroque music analysis

reveals the content of textology and authenticity as theoretical approaches; it

discusses the impact that affect, rhetorics and combinatorics theories applied in

Baroque music composition exert upon the vocal art. Sub-chapter 1.2 covers the

concept of da capo aria in the late 17"-18" centuries, based on the viewpoints of
Johann Mattheson and R. Descartes. Development of the da capo aria is divided

into three provisional periods: early (1675-1710), classical (1710-1740) and late

(1740-1770). Based on the treatises dedicated to the art of singing (P. E Tosi

(1723), J. E Agricola (1757), G. B. Mancini (1774) and J. A. Hiller (1780)), sub-
chapter 1.3 presents evidence documenting the 18" century da capo aria per-
formance practices. These treatises provide instructions regarding performance

of different sections of da capo aria and evidence on how their performance and

ornamentation differed depending on the place of performance.

Second chapter distinguishes the key component of fixed and non-fixed
texts — an ornamentation of Italian vocal music, which is of utmost importance
to the interpretation of the second and third sections of the da capo aria. The
proposed classification of short and long embellishments relies on R. Donington’s
(1963) idea of embellishment families and the classifications of ornamentation
migrations (nation-wide) presented by F. Neumann. Sub-chapter 2.1 is devoted
to investigation of changes of short embellishments over the three stages of
the da capo aria; it systematises the short embellishments of appoggiatura and
trill family, presenting example tables thereof, construed on the basis of the
three stages of development of the da capo aria form. Sub-chapter 2.2 reveals
the transformation of meaning of the rhetorical figures — constituent parts of
the long embellishments - and the fusion thereof into the family of passages
throughout the course of history of the Baroque da capo aria. Sub-chapter 2.3
distinguishes and analyses cadenzas (parts of non-fixed text of the da capo aria),
their constituent parts and performance possibilities.

Third chapter discusses and systematises the preparatory works of da capo
aria ornamentation, including search for the most reliable manuscripts, research
of dramatic context, analysis of the aria form and inner structure. Principles of
Baroque vocal melodic ornamentation are distinguished: changes in passage
directions, rhythm and note grouping; the use of dynamic vocal embellishments,
ornamentation of cadenzas. Sub-chapters 3.1, 3.2 and 3.3 present six transcribed
arias by Italian composers (A. Scarlatti, G. Bononcini, A. Lotti, G. M. Orlandini,
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L. Leo and N. Jommelli), expressing diverse affects; embellishments are applied
and written down for the third (A') sections of the da capo arias. Ornamentation
was compared against the interpretations featured in the 21 century record-
ings (performed by Dorothee Mields, Alice Habellion, Philippe Jaroussky, Ann
Hallenberg and Romina Basso).

List of literature and sources consists of 146 entries, encompassing historical
treatises, encyclopaedic directories, monographs, articles in periodicals and in-
ternet sites. The research paper was supplemented with 45 appendices abounding
with examples of da capo manuscripts, as well as transcriptions of da capo arias
into modern notation, transcriptions of recordings, written down examples of
ornamentation and tables of musical parameters and ornaments.

1. FIXED AND NON-FIXED TEXT OF ITALIAN BAROQUE
VOCAL MUSIC: DA CAPO ARIA

An understanding that music exists in a form of finished works became estab-
lished in the Renaissance. In his treatise Musica (1537) cantor Nicolaus Listenius
distinguished two concepts — musica poetica (“making” of music and finished
“piece”) and musica practica (musical activity). Musica poetica referred to the text
creation process and recording thereof with note and rhythmic signs (musical
notation), whereas musica practica (musical activity) marked the creation of
musical text borne during non-fixed performance and the improvisational-
performative nature thereof. It is a long-standing fact in musical history and
a phenomenon subject to constant renewal and transformation. While inves-
tigating the problems associated with the state of fixed and non-fixed texts in
Baroque vocal music, one has to clarify the functioning of the notional system
used by composers.

Graphical symbols of Baroque music resemble those of Classicism and
Romanticism, however, they do not always contain the same indications to the
performers. According to musicologist R. Donington, it is known that the al-
teration marks of early and late Baroque pose less concern as compared to the
medieval and Renaissance music, but due to vanishing hexachord, musica ficta
and diatonic systems they also inherit certain “reading” challenges (Donington
1973: 113). It shall be noted that the Baroque music manuscripts often contain
the old alteration marks and marking practice: the flat (») used in the 17" century
often used to cancel the sharp (#), while conversely, the sharp would cancel the
flat. Hence, instead of a natural symbol (5) a system of alteration of flats and
sharps was used. When Baroque composers and performers wanted to change,
say, “si flat” into “si natural’, they would often add a sharp (£) and saw this as “si
raised by a half-tone”.
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In early Baroque, note duration and tempo were mostly associated with
mensural notation, where the tempo was indicated by the length of factus. Many
theoreticians (M. Cyr, G. Hourle) agree that the “speed” of notes was directly
related to normative ¢ and ¢ tactus — the time signatures governing mensural
tempus (note “time value”). Review of possibilities of “reading” mensural and
ratio-based signatures and associated problems arising from it (in 17" - early
18" centuries) allows stating that they stimulated the emergence of new notation
marks indicating tempo. It was decided to legitimise the evolutionary changes of
tempo and note them down verbally, using specific concepts or words indicating
tempo (acceleration - presto, or deceleration - adagio) within tactus. Markers
indicating mood of the piece are often falsely perceived, for example the term
Allegro in Baroque meant cheerful and joyful mood, but it did not necessarily
indicate fast music tempo; or Largo — meaning grand and songful manner of
performance, but not necessarily a very slow tempo.

Quite often, the rhythm notation and performance practice were also differ-
ent. One might distinguish three major trends of performative interpretation of
Baroque rhythm: uneven rhythm, triplet rhythm and dotted rhythm. Accord-
ing to R. Donington, uneven rhythm (inequality) in performer’s text might be
achieved in several ways: a) by lengthening the first note and shortening the
second; b) by shortening the first and lengthening the second note; ¢) via free
interpretation of rhythmic pattern, paying no attention to note grouping (2 + 2);
d) using the three abovementioned rhythm variants interchangeably (Donington
1973: 263).

Speaking of the Baroque dynamics phenomenon, one shall emphasise that it
was determined by musical and verbal expression and affects. An introduction
to G. Caccini’s collection Le Nuove Musiche (1602) describes dynamic nuances,
such as esclamazione, messa di voce. In the coarse sounding falsetto register
G. Caccini recommends applying diminuendo to long notes, thus adding at
least some soul to the sound (It. un po pitt spirito). Both dynamic indications
are treated differently by Baroque composers: as embellishments (abbellimenti)
disclosing the verbal expression and also as fundamental musical means form-
ing the new passionate (passionante) manner of singing. According to M. Cyr,
clear crescendo and diminuendo markings occur in sonatas for violin and basso
continuo composed by G. A. Piani (1712). In late Baroque, the long notes are
often marked with diminuendo, or messa di voce markings (Cyr 1992: 50-56).
The system of dynamic markings differs in early and late Baroque periods, yet
the purpose remains the same: to emphasise and express the affects, increasing
the expressiveness of music.

Articulation, just as the musical tempo and dynamics, often remains un-
marked in the scores of Baroque composers. In his treatise Opinioni de’ cantori
antichi e moderni (1723) P. F. Tosi distinguishes two important moments of
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articulation: battuto (similar to staccato) and scivolato (similar to legato). He
recommends using scivolare (sliding) for the group of descending notes and
almost never for the ascending notes.

Ornamentation in Baroque notation is one of the least regulated musical
parameters. It is a phenomenon of improvisation that emerged in perform-
ance practices of the Middle Ages, to be later adopted and flourished in the
instrumental and vocal music of the Renaissance (Bass 2009: 3). The essence of
Baroque ornaments is not merely a decoration aimed to emphasise an original
text — it also represents a kind of creation of new text existing solely during the
performance. Treatises of the 16®-18" century feature improvisation technique
strategies helping to understand the system of musical language and its possibili-
ties that direct towards new ways of improvisation. Obviously, the less musical
parameters are fixed by notation, the more freedom there is in an interpretation
of signs and symbols used by it and all the more freedom and responsibility falls
upon the performer.

1.1. The problem of methodology in analysis of Baroque music

Questions such as “What is text?” or “What is the appropriate relation of an

editor towards text?” raised by textology at the beginning of the 20" century are

followed by recently intensified discussions over what relation an edited or edit-
able text shall have with culture, society and other texts (see Natural Histories of
Discourse, ed. Michael Silverstein, 1996). Within the context of the art of music,
the problem of correct “reading” of historically determined musical texts arises

naturally, along with striving for stylistically motivated performance. Although

traditional textology does not pay attention to the phenomena of sound and

perception of a musical piece, the very essence of music reveals a horizontal,
vertical and diagonal organisation of musical text. Complex relationship between

the signs used in notation and variances in their decoding might be analysed

from a textological perspective (Kucinskas 2002: 109).

In search for relations between fixed and non-fixed forms of Baroque vo-
cal texts, as well as between the played piece and its interpretation, the theory
of authenticity gains significance (P. Kivy, D. Fabian, L. Finscher and others).
While performing Italian Baroque vocal music it is important to have answers
to the following questions: who or what becomes an authority for the performer
striving for authenticity in performing a piece and is it possible to identify a
sole authority that would be acceptable to all, an authority that would be fol-
lowed by the 21 century performer advocating the movement of historically
informed music sound. Observations of musicologists R. Taruskin (2007) and
D. Fabian (2011) reveal that a historically informed performance is not based on
the search for composer’s will or final text, but rather relies on the performer’s
ability to professionally “read” that text. In other words, it is important to grasp

31



what is hidden behind the score, using all available contextual tools of the epoch
(information about the piece and its meaning, relation between fixed and non-
fixed text, practices or ornamentation and improvisation, etc.) for the purpose.
According to R. Taruskin, when early music pieces are performed, the authority
shifts from composer to performer, who chooses the most convenient musical
text that was discovered by musicologists and sometimes even interpreted by
other performers (Taruskin 2007: 208-210). Over the course of research and
while resolving the problem of historically informed interpretation of Baroque
music, the author of the present artistic research paper employs the surviving
resources concerned with performance practices of Baroque period (works by
W. C. Printz, M. H. Fuhrmann, P. E Tosi, J. F. Agricola, J. A. Hiller, G. B. Mancini
and others), as well as the core theories of the 17*-18" century that have influ-
enced the Baroque music language and the musical text itself (namely, theories
of affect, rhetorics and combinatorics).

1.2. Concept of da capo aria at the end of the 17" - beginning of the 18" century
In his treatise Der vollkommene Capellmeister (1739) J. Mattheson associates
the word aria with physical phenomena and singing: ,,Aria is an Italian word
meaning both a physical phenomenon air and a song. Singing and sound is the
effect of air movement“ (Mattheson 1739: 212). Mattheson’s claim confirms the
perception prevailing among the 18" century musicians and theoreticians that
aria (air) and singing were synonymous, whereas sound and singing were the
effects of moving air. According to R. Descartes, the objectives of philosophy and
music went hand in hand, focussing on the sensuous training of a man, only in
different ways and using different means. The philosopher claims: “For it must
be observed that the principal effect of all the passions in men is, they incite
and dispose their souls to will the things for which they prepare their bodies so
that the resentment of fear incites him to be willing to fly; that of boldness, to
be willing to fight, and so of the rest” (Descartes 2002: 38). Theory of the affects
formulated by the philosopher (Les passions delame, 1649) realises its highest
potential in music, thus building a bridge between philosophy and music. Strong
arousal of passions — affects with voice and new repetition thereof in the da capo
aria bears the objective covered in Descartes’ philosophy: using sound to provoke
the soul to experience certain emotions. Movements of the affects are represented
through subsequent variations, imitations, ornamentations and repetitions
thereof in the da capo (A') section of an aria. This way the aria sounds are used
to “paint” the emotion directly touching upon the heart. Scottish philosopher
A. Smith emphasises that due to the impact of affect representation the music of
da capo aria surpasses all other imitative arts (Smith 1980: 191-192).

The existential thesis of da capo aria, stating that this form is unfathomable
without repetition, is emphasised by many Baroque and present day researchers
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(P. E Tosi, J. A. Hiller, Paolo Gozza, M. H. Schmidt). The idea of a repetition
in the composition of da capo arias was expressed formally as well, based on a
principle of the returning key in the recapitulation. Therefore, the construction
of the form principle might be described as a purposeful journey in the tonal
space, which ends with a mandatory return (da capo) to the original key. Since
this genre and its musical form cannot exist without repetition the da capo aria
has to be performed with mandatory repetition of the first section. However,
the tradition of Italian Baroque vocal music authorises the performance of
da capo section with specific ornamentation, placing emphasis on the affect and
endorsement of the statement of mimesis escalated by the Baroque philosophy.
According to musicologist Schmidt, the classical form of Baroque da capo aria
consists of three sections, defined as A-B-A! structure.

Although the principles of construction of da capo aria existed for nearly a
century, certain differences were characteristic to different stages of develop-
ment of the musical form of the da capo aria. The form, style of composition
and improvised embellishments of da capo arias by A. Sartorio, C. Pallavicino,
P. Torri, A. Scarlatti and G. Bononcini differ from the arias created by N. Por-
pora, L. Vinci, L. Leo, N. Jommelli or N. Conforto. Following the research of
arias by said composers and based on J. A. Hiller’s treatise (1780), the articles
by musicologists Jack Westrup (1980), Helga Lithning (1994) and Marita
P. McClymonds (2011), as well as the stylistic turning points in aria composition,
the author suggests dividing the development of Baroque da capo aria form into
three provisional stages or periods: early (first) (1675-1710), classic (second)
(1710-1740) and late (third) (1740-1770).

1.3. Traditions of performance of da capo aria sections in Baroque
theoretical sources

Musicologists of the past and the present are predominantly concerned with
two questions associated with the performance of da capo aria: why is it neces-
sary to perform the third section of the aria, marked da capo in the score; how
should this section be performed in an artistic manner and not breaking the
tradition of Baroque music. Treatises devoted to the art of singing by P. F. Tosi
(1723),]. E Agricola (1757) and J. A. Hiller (1780) specify similar possible ways
of performing different sections of da capo aria:

o Firstsection of an aria (A) is performed in a manner allowing the listener
to admire the composer’s work, thus only small embellishments are used
for ornamentation of this section;

o In the second section of an aria (B) the amount of ornamentations im-
provised by the singer starts to increase;

o Thethird section of an aria (da capo), an original “remaking” thereof, is left to
the performers initiative, his/her knowledge, skill and art of improvisation.
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It is worthwhile noting that the authors of the three abovementioned treatises
also distinguished three styles of singing of the da capo aria, differentiating them
based on the site of performance, quantity and nature of improvised ornamenta-
tions, and expressiveness of forms and utterance. Onstage (at the theatre) the art
of singing was lively and abounded with ornamentation, whereas in chamber
settings the singing was to reflect experience and refinement. According to
P. F. Tosi, arias performed in church were supposed to sound emotional, express-
ing affects (Italian affettuoso) and being slow (Tosi 1723: 58). The treatises abound
with specific references for performers, aimed to assist in the process of learn-
ing aria ornamentation. P. F. Tosi and J. E Agricola suggest that when studying
ornamentation, the beginners should pay close attention to rhythm, tempo and
pretty musical imagery, combining them with the bass part and harmonic rules
(basso continuo). Only after mastering these skills should the singers gradually
begin to develop the art of ornamentation and variation. In a treatise Anweisung
zum musikalisch-richtigen Gesange (1780) J. A. Hiller writes that while study-
ing the da capo aria, one should first of all thoroughly analyse the verbal text,
identifying the affects it creates, as well as its grammatical and rhetoric accents.
Then the singer may start creating specific appropriate vocal ornaments, taking
into consideration the site of performance and the affects that s/he will express
while singing, and in accordance with the standards of tastefulness.

2. THE PRACTICE OF IMPROVISATIONAL ORNAMENTATION
OF BAROQUE DA CAPO ARIA

The specific character of the da capo aria is defined by the ornamentation com-
ponent that is particularly significant to this genre and is of major importance
to the recreation and improvisation of the third section of the da capo aria. For
this purpose all possibilities offered by Baroque improvised ornamentation that
have survived and have been recorded in historical sources should be employed.
Decorated musical structure would become more expressive and eloquent. On
the other hand, this kind of interpretation would bring the da capo aria closer
to its historical prototypes. In the present research, the author relies on the early
classification of short and long embellishments by L. Zacconi (1596), as well as
on R. Donington’s idea of the families of embellishments (appoggiatura, trill
families). Classifications of national schools (Italian, Italian-German) from
F. Neumann’s research (1983) and the classification of Italian ornaments from
S. Seryté’s (2014) study are employed.
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2.1. Change of short embellishments in the history of the da capo aria
(1675-1770)

In the 17 century the Italian performance trends were taken over by the Ger-
mans, hence, the lack of Italian treatises devoted to vocal art can be reliably
compensated for by using the German treatises describing Italian music style. In
order to reveal the use and improvisation of appoggiatura family embellishments
during the early period (1675-1710) of da capo aria, the author has analysed
the treatises by Ch. Bernhard (1649), S. Beyer (1703) and M. H. Fuhrmann
(1706). Based on the collected data the present research raises a hypothesis that
the majority of short embellishments, such as accent (accento), anticipation of
the syllable (anticipazione della syllaba), anticipation of the note (anticipazione
della nota), searching for the note (cercar della nota), as well as the short ap-
poggiatura (appoggiatura) were used to decorate the works by Italian composers
of the period. The short embellishments used in classic (1710-1740) and late
(1740-1770) periods of the da capo aria and the changes thereof are disclosed
through commentaries and examples presented in treatises by J. F. Agricola
(1757), G. B. Mancini (1774) and J. A. Hiller (1780). Having compared the types
of appoggiaturas distinguished in the treatises (they are nearly identical), the
author suggests the use of short appoggiatura (Italian appoggiatura, German
Vorschlag), long appoggiatura (Italian appoggiatura), double appoggiatura (ap-
poggiatura doppia, German Anschlag), closing appoggiatura (Italian chiusa del
trillo, German Nachschlag and Schleifer) in the da capo arias of the classic period.
The research revealed that in case of works of late period da capo aria the usage
of double appoggiaturas with a leap (Italian appoggiattura doppia) and consisting
of three notes (German Schleifer), as well as closing appoggiaturas with a leap
(German Nachschlag) is recommended.

Based on the said treatises, the author of the research attributes the embel-
lishments of the trills family to the early period of the da capo aria, divided into
repercussive trills and the trills on two separate tones. Categorisation of the
latter discloses the following structure of 2 trills on different tones: ascending
trill (Latin trillo ascendens), descending trill (Latin trillo descendens), tone trill
(Italian trillo), half-tone trill (Italian triletto). The listed trills are performed
from the fundamental tone upwards. The author attributes the following em-
bellishments of the trill family to classic and late periods of the Italian da capo
aria: major/minor trill (trillo maggiore/minore), trill with termination (trillo con
terminazione), double (trillo raddoppiato) and half trills (mezzo trillo), as well as
mordent (mordente), trill with closing appoggiaturas, “searching for trill” (cercar
del trillo) and Mancini’s double trill (trillo raddoppiato). The main difference
between the trills applied in da capo arias of the classic and late period from
the decoration practice of the early aria period - the trill is most often applied
from auxiliary note downwards.
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2.2. Change of long embellishments in the history of the da capo aria (1675-1770)
The most exhaustive presentation of the components of vocal passages (figures
or musical rhetorical figures - MRF) in notated examples was found in a treatise
Phrynis (1676) by C. Printz, where he stresses that the passages might consist of
such MRFs as groppo, circolo, tirata, messanza, figura corta, bombilans, suspirans
and syncopatio. The author of the present research has compared these figures
with examples of long embellishments of the family of passages presented in
later treatises by J. Mattheson (1739) and J. A. Hiller (1780), as well as in Solfeggi
singing exercises of castrati C. Broschi (Farinelli), A. M. Bernacchi, G. Aprile
and composers L. Leo, J. A. Hasse and N. Jommelli.

When discussing the relationship between the long passages with the tradi-
tion of music rhetorics that started to strike roots in Baroque music in the early
period of the da capo aria, one shall note an important compositional feature. In
da capo arias MRFs were applied purposefully, selectively and sparingly, seeking
to achieve the maximal cognitive impression. In vocal music they were associated
with verbal content and were practiced to emphasise an important word and
to create an appropriate affect or mode. However, the musical forms of some
rhetoric figures have achieved a significantly wider usage. Abandoning specific
semantisation individual figures were multiplied and merged together in vari-
ous combinations. Analysis of examples presented by theoreticians of the time
(W. C. Printz, ]. Matthesson, J. A. Hiller) revealed that short MRFs eventually cre-
ated a diversity of long embellishments losing the original rhetoric meanings.

2.3. Cadenza improvisation practice characteristic to da capo aria

Latin term cadentia (Italian cadenza, French cadence, German Kadenz, Schluss)
refers to a harmonic denouement, dominant function resolution to the tonic
(H. Lihning 1994). However, the cadenza reference occurring in notations
of Italian Baroque da capo arias indicates a virtuoso passage closing larger or
smaller form structure, which was most often improvised by the performer. This
sub-chapter presents an exhaustive analysis of the second meaning of cadence,
corresponding to the Italian term cadenza (plural cadenze).

Speaking of the early period of da capo aria, a phrase by J. F. Agricola clearly
reveals how the first cadenze were formed. J. F. Agricola writes: “At first, the ca-
denze (Latin cadentia) were performed rhythmically, decorating the penultima
(penultimate) note with a trill, later short ornaments were added before the trill.
Eventually the closing beat was performed in significantly slower tempo, as if
the tempo were withheld, and this withholding was decorated with a variety of
passages, figures” (Agricola 1757: 195). Speaking of the three final notes in the
cadenza (antipenultima, penultima, ultima), Tosi advises that they should be
performed by “stealing” and expanding the tempo of the last notes (rubamento
di tempo), adapting to the basso continuo line, wisely using leaps (passi) and
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appoggiaturas (Tosi 1723: 81). Proceeding to the classic period (1710-1740)
of the da capo aria it is important to differentiate that here we are discussing
the cadenza - a melodic ornament for solo voice, not the ornamentation of a
cadence.

Cadenza (cadenze) in the works of the classic period (1710-1740) of the
da capo aria are used in halt places marked with such reference and fermatas.
Figures of the passaggi (passage) family become their main component, along
with short ornaments. Repeated scales or ascending/descending tirades (tirata)
and notes of long duration are used. Included are the simple trills and double
trills with termination, along with single-note appoggiaturas, double note ap-
poggiaturas and closing appoggiaturas. The cadenza performance tempo in da
capo arias of this period varies from a tempo to free tempo chosen by the soloist,
depending on the aria section and the expressed affect. The cadenza of late da
capo aria period (1740-1770) most often consists of different length notes, broad
interval leaps, consecutive scales with alterations, passages and figures within the
range of a third. The structure of cadenza changed throughout all periods of da
capo aria, echoing the vocal ornamentation trends and decoration traditions.

3. IMPROVISATION PRINCIPLES OF HISTORICAL STYLES
OF DA CAPO ARIA

In order to adapt the embellishments to different period da capo arias created by
Italian composers one has to take into account the historical, textological and
dramatic contexts of these arias. Prior to creating and improvising the embellish-
ments for Baroque arias three preparatory tasks have to be accomplished. Firstly,
one has to find the most reliable surviving manuscript of the aria (autograph or
codex unicus) and transcribe it into modern notation. Secondly, one needs to
understand in what dramatic situation of an opera or oratorio the aria occurs and
what affect it expresses. Thirdly, the form, inner structure and musical rhetoric
figures (MTF) of an aria have to be analysed.

Following an analysis of surviving written down performances by the 18"
century singers and sources of embellishments written out by Italian Baroque
composers, key principles of melodic ornamentation of the da capo aria were
distinguished. During an improvisation of da capo aria ornamentation of all
periods the author of the research suggests the following:

1) identify which word should be stressed and which affect emphasised;

2) change repeated phrases by transposition or by increasing the number of

notes;

3) fill the broad intervals (leaps) with shorter notes;

4) change direction and rhythm of the passages;
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5) add short and long embellishments;

6) enrich and change the two-note grouping with three or four note grouping;

7) vary sequences of ascending and descending tones;

8) decorate the long notes with vocal dynamic embellishments or change
harmonic levels (remaining in the same harmonic function);

9) decorate cadenzas with short and long embellishments.

3.1. Early period of da capo aria (1675-1710): transcription and
ornamentation

First, the six arias chosen in this research represent different stages of develop-
ment of the da capo aria form; second, they present music by different Italian
composers; third, they represent different affects expressed in arias. Having
selected six arias for transcription, for the purposes of comparison of ornamenta-
tion practices the author chose recordings of six different affects performed by
five 21 century singers determined to specialise in the area of Baroque music
interpretation. These singers are Dorothee Mields, Alice Habellion, Philippe
Jaroussky, Ann Hallenberg and Romina Basso. For the purposes of analysis
of the ornamentation practices of early period da capo aria, the researcher se-
lected aria expressing the joy affect Piti non credo mio cor di piangere from the
opera Penelope la casta (1696) by A. Scarlatti and aria Fugge il tempo expressing
the sadness affect from the oratorio La conversione di Maddalena (1701) by
G. Bononcini. It was identified that the key ornamentation factors in the arias
of this period are associated with identification and ornamentation (decoration)
of words representing affects, MRF manipulations, as well as the application of
short and long embellishments characteristic of this period.

3.2. Classic period of da capo aria (1710-1740): transcription and
ornamentation

To investigate the ornamentation practices of the classic period da capo aria
the researcher selects and ornaments an aria Padre, addio expressing love affect
from opera Alessandro Severo (1717) by A. Lotti and Agripina’s aria Tutta furie
from G. M. Orlandini’s opera Nerone (1721), which expresses anger. The orna-
mentation tradition of da capo arias from this period is marked with changes
in composition of short and long embellishments, alternation of note grouping,
peculiarities of decoration of repeated phrases and application of short embel-
lishments in passage improvisations.

3.3. Late period of da capo aria (1740-1770): transcription and
ornamentation

For the purposes of analysis of the ornamentation practices of the late period
da capo aria, the researcher has chosen aria Se tutti i mali miei representing
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sadness and grief affect from the opera Demofoonte (1735) by L. Leo and aria
Superbo di me stesso expressing joy and pride affect from the opera LOlimpiade
(1761) by N. Jommelli. On the basis of chosen arias the researcher has identified
that in the arias of this period an emancipation of word takes place and the aria
affect is emphasised using filigree of embellishments. Significant differences are
discovered between ornamentations of slow (cantabile) and fast (allegro) tempo
arias. Cantabile (songful, slow) arias are ornamented with abundant passages of
short rhythmic values (from 3 to 9 notes). Allegro (fast) arias are decorated by
changing the articulation of performance: from legato, dotted rhythm to staccato,
using arpeggio, passages running with leaps, without changing their register and
introducing the sixteenth note.

CONCLUSIONS

Italian Baroque vocal music encompassing operas, oratorios and cantatas is often
performed worldwide and in Lithuania. It belongs to the valuable repertoire of
opera theatres and concert halls that is acknowledged by audiences and special-
ists alike. The performers of Baroque vocal music are still baffled by numerous
questions regarding interpretation and improvisation. Having consolidated the
problems associated with fixed and non-fixed texts of Italian Baroque music into
the da capo aria form of the late 17"-18" centuries the author of the present re-
search has investigated the possibilities of historically informed performance.

Using the studies of musical notation development the author came up with
an insight that the musical signs of Baroque epoch were similar to the notation of
the Classicist period, yet they have “genetically inherited” their meaning from the
middle ages and the Renaissance. Fixed pitch depended on the tuning tradition
of diverse instrument families (Italian temperamenti) and different meanings of
altered notes. Duration and tempo of notes were related to mensural notation,
where the tempo was dictated by duration of factus. Dynamics, rhythm and
ornamentation indications are rarely marked in Baroque music notation, but
are used during the actual performance.

After revealing the concept of da capo aria in treatises Les passions delame
(1649) and Compendium musicae (1650) by philosopher R. Descartes, the
present research has addressed the parallels between philosophical and musical
representation of affect and the manifestations thereof in the musical da capo
form. According to Descartes, both philosophy and music had an educational
purpose. In the philosophical plane of life the nourishing and discipline of pas-
sions direct the person towards full-fledged and wise life. Meanwhile in music
the affects are expressed and triggered by musical means: they (affects) are
imitated, decorated and varied.
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The research has arrived to a conclusion that the musical form of da capo
aria could not exist without repetition of its first part in the da capo section. It
is important to specifically ornament this section, emphasising the affect and
confirming the mimesis claim escalated in Baroque philosophy. Based on trea-
tises by P. F. Tosi (1723), J. E Agricola (1757) and J. A. Hiller (1780), the present
research reveals the traditions of performing the da capo aria sections: in the
first section of an aria (A) minor decoration is possible; in the second section
(B) the number of ornaments improvised by the singer starts to increase; in the
third section (A' da capo) the performer demonstrates his/her vocal and im-
provisational skills. Following an analysis of the history of da capo aria form, the
author has distinguished three stages or periods of its development: early (first)
(1675-1710), classic (second) (1710-1740) and late (third) (1740-1770).

On the basis of studies of original treatises and reliable historical sources
(works by L. Zacconi (1596), R. Donington (1963), . Neumann (1983), S. Seryté
(2014)), classifications of vocal embellishments were constructed covering short
embellishments (Italian abbellimenti vaghi/corti) and long embellishments (Ital-
ian abbellimenti lunghi/passaggi). Short embellishments are systematised into
appoggiatura and trill families and long embellishments - into passages and
cadenzas. The research confirmed that in the early period of the da capo aria the
embellishments of appoggiatura family prevailed, improvised in the weak part of
the beat (accento, anticipazione della syllaba, anticipazione della nota, cercar della
nota), while the second and third periods were distinguished for appoggiatura
ornamentation in strong beat part. The researcher also discovered a key differ-
ence between the trills applied in classic and late periods and those of the early
period: the trill often starts with an auxiliary note from the top. Meanings of long
embellishments, composite parts of passages — rhetoric figures (groppo, circulo,
tirata, bombilans, fugura corta, messanza) were disclosed along with their com-
binatory possibilities of manipulation. The formation and flourishing of cadenza
of virtuoso passages was associated with classic and late periods in the history of
da capo aria and their structure was determined by changes of embellishments
(both short and long). Conclusion is drawn that the passages that initially took
over the characteristics of Renaissance diminution art have turned into a kind of
codes, imitating words or revealing affects, whereas in late period Baroque, as the
musical language was changing, they have become fine melodic filigrees.

During all three periods of development of the da capo aria usually only the
third (da capo) section was decorated, since it permitted the most of creative
intervention and improvisation from a performer. However, based on the or-
namentation of the third aria section (A') proposed by the author, a performer
may also apply diverse ornamentations to other sections (first (A) and second
(B)) of the da capo aria. To serve as example expressing joy affect the aria by
A. Scarlatti (1696) was selected, while the affect of sadness was represented by
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G. Bononcinisaria (1701). For the classic period, the author chose and decorated
the aria by A. Lotti (1717) expressing love affect and the aria representing anger
affect by G. M. Orlandini (1721). The late period is represented by the aria by
L. Leo (1735), representing sadness or grief affect and the aria by N. Jommelli
(1761), expressing an affect of joy and pride.

Several key factors pertaining to the decoration of the early period (1675-
1710) of da capo aria were distinguished:

« identification of keywords — representants that are used to express an
affect. Special attention is paid to their ornamentation, articulation and
rhythmic variation;

« significance of composer’s melodic lines and manipulations of rhetoric
figures, combinations of figures and permutations;

« application of short and long embellishments characteristic of the first
period of da capo aria.

Ornamentation criteria of the classic period of da capo aria (1710-1740)

were discussed, they are associated with:

o changes in structure of short and long embellishments, alteration of note
grouping (grouping of two notes is replaced with groupings of three or
more notes);

o decoration of repeated phrases (by transposing or increasing the number
of notes);

o the use of short ornaments while performing passages;

« the use of criteria for creation of cadences (cadenza) characteristic of the
second da capo aria period.

In the late period of the da capo aria (1740-1770) the affect is emphasised
using large leaps, chromatisms and shortened long embellishments. Significant
differences emerge between ornamentations of arias in slow (cantabile) and
fast (allegro) tempo. Compared to arias of the classic period, the fast tempo
arias employ significantly simplified passages that are closer to rhetoric figures.
However, the slow tempo arias demand ingenuity, taste and knowledge from the
performer, along with impressive technical voice characteristics that are needed
when performing rich, virtuoso and highly shortened figures - filigrees.

The ornamentation art of the Italian Baroque vocal music represents a com-
plex and elaborate part of the Baroque music language. While researching the
da capo aria creation and performance phenomenon the author sought to address
the problems of fixed and non-fixed texts within the scope of Baroque’s cultural
context, artistic mentality and philosophic knowledge. One of the key intentions
of this artistic research was to encourage the 21 century performers to approach
the 17"-18"™ century sources of vocal music, thus assisting the singers striving
for historically informed performance of da capo arias to improvise on the basis
of standards and traditions of the vocal music of Italian Baroque.
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