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JVADAS

Daugiausia démesio $iame darbe bus skiriama XX a. pab. - XXI a. pr. laiko-
tarpiui (jis pasizymi gausiausiu kankliy repertuaru). Minimu metu susikaupé
nemazas pluostas kankliy solo ir kameriniy liaudies instrumentinés literataros
pavyzdziy. Atsirado poreikis juos atidziau panagrinéti ir suklasifikuoti. XXI a.
kankliy repertuaro apzvalga yra batina, nes néra tiksliy Ziniy, kokie kompo-
zitoriai raSo kankléms, kokie Zanrai yra populiaras, galiausiai — kokiy zanry
labiausiai triksta. Taip pat svarbu istirti naujausio kankliy repertuaro stiliaus
ypatumus ir poky¢ius, naujas atlikimo tendencijas, kiirimo aspektus. Tuo §i tema
ir tiriamasis darbas yra aktualus.

Tyrimo objektas. Pasirinktas nagrinéti kankliy ir kameriniy ansambliy
(kuriuose panaudotos koncertinés kanklés) repertuaras, jo ypatumai ir kaita
XX a. pab. - XXI a. pr., analizuojami originalts kankliy kariniai, apzvelgiama
ju istoriné raida, gilinamasi j instrumento specifika, skambinimo technines gali-
mybes, jo budy jvairove, instrumento jtaigumga (tautinio mentaliteto prasme).

Meno projekto tikslas: charakterizuoti XX a. pab. - XXI a. pr. kankliy solo
bei kameriniy ansambliy (kuriuose panaudotos kanklés) repertuarg, jo raida,
kaitg iki $iy dieny, iSanalizuoti ir susisteminti XXI a. kariniuose naudojamas
kompozicines technikas, i$ryskinti kai kurias kariniy atlikimo bei interpretavi-
mo tendencijas, suteikti impulsa naujoms kankliy panaudojimo kompozicijose
galimybéms.

Tyrimo uzdaviniai:

« ISanalizuoti XX a. pab. - XXI a. pr. repertuarg, apzvelgti ir surinkti duomenis

apie naujausius karinius kankléms solo bei kameriniams ansambliams;

« Susisteminti kankléms rasanciy kompozitoriy karinius, i$skiriant kai
kuriuos jy atlikimo ypatumus, tendencijas ir problemas;

« Parengti i$samy naujausiy kankliy solo bei kameriniy liaudies instrumenty
ansambliy kariniy sgvada;

o Jzvelgti stilistikos, Zanry jvairovés ir estetikos ypatumus bei poky¢ius kankliy
repertuaro karimo raidoje, apibrézti tam tikrg ryskiausiy poky¢iy laikotarpj;

« Parengti anketas (koncertiniy kankliy panaudojimo $iandien ir $iuolai-
kinio repertuaro klausimais) kompozitoriams ir muzikologams, i§samiai
apibendrinti jy rezultatus;

« Susisteminti skambinimo koncertinémis kanklémis budus, jvertinti ju
panaudojimo galimybes ir uzrasymo tendencijas;

o Suklasifikuoti visus akademinio kankliavimo badus ir jrasyti juos  DVD
(remiantis XX a. pab. — XXI a. pr. sukurty koncertiniy kankliy kariniy
pavyzdziais);

o I8skirti pacius ryskiausius karinius, sukurtus XXI a. koncertinéms kank-
léms solo, ir i$nagrinéti juos kompozicijos bei atlikimo aspektais.



Tyrimo metodika. Apzvelgiant XX a. pab. - XXI a. pr. sukurtus karinius kon-
certinéms kankléms ir bandant i$skirti ryskiausius kankliy repertuaro bruozus
bei apibrézti naujo stiliaus tendencijas, pasitelktas aprasomasis analitinis metodas.
Istorinis metodas buvo taikomas teikiant faktus i§ liaudies instrumenty raidos
istorijos, taip pat jvertinant instrumento modifikacijos tendencijas. Lyginamuoju
metodu buvo palygintos realios kankliy ir klasikiniy instrumenty galimybés, ori-
ginalus repertuaras; lyginamasis tipologinis metodas padéjo jzvelgti bendrumy su
kity tauty tipologiskai giminingy muzikos instrumenty (latviy kuokliy, suomiy
kanteliy, rusy gusliy, esty kaneliy) grojimo budais. Loginis-analitinis metodas
padéjo pagristi i$vadas, numatyti repertuaro perspektyvine plétra.

Literataros ir $altiniy apZvalga. Literataros sarasas sudarytas remiantis
tiriamajame darbe naudota medziaga, reikalinga issikeltiems uzdaviniams jgy-
vendinti. Apzvelgiant bendrasias lietuviy muzikos tendencijas, poky¢ius, isrys-
kinant profesionaliosios kankliy muzikos kaitg $iuolaikinés muzikos kontekste
naudotos muzikology ir kity muziky knygos bei straipsniai (Apanavic¢iené 2011;
Gaidamaviciaté 2005; Gostautiené 2007; Gruodyté 2005; Gudzinskaité 2004;
Jasinskas 1983; Katkus 2006; Katunyan 2003; Nakas 2011; Pakarklyté 2011; Pasler
2008; Zukiené 2004; ir kiti); susipazinta su menininky diplominiais darbais ir
disertacijomis (Auskalnyté 1980; Baikstyté 2015; Gudinaité 2017; Jucitté 2017;
Maroziené 2009; Palubinskiené 2007; Rudvalyté 2003; Senkuté 1996; Sidorenkaité
2007; Spalinskaité 2007; Zukauskaité 1990); apzvelgta ir panagrinéta lietuviy
tautinés muzikos sklaida, vystymosi raida ir aktualios temos (Alenskas 1991;
Apanavicius 2015, 2000, 1990; Arminas 1962; Baltréniené 1990; Bartusevicius
1983; Danielius 1995; Gruodis 1931; Juodelé 1994; Maroziené 2008, 2006;
Naikeliené 2005; Naikeliené, Lapinskas 2008; Nakiené 2016; Palubinskiené
2001; Puskunigis 1932; Sabaliauskas 1937; Skrodenis 2005, 2010; Stepulis 1962;
Strimaitis 1931; Vyzintas 2008, 1986).

Tiriamojo darbo metu buvo naudotasi internetiniais $altiniais (http://www.
folk-manystringed-instruments.ru/1/1_4.htm?0; http://www.kardemimmit.fi/
en/kantele.html; http://www.kulturaskanons.lv/en/1/4/130/; http://www.modus-
radio.com/eseistika/klausymosi-erosas; www.mic.lt; www.muzikosbarai.lt),
asmeniniais darbo autorés kontaktais su kompozitoriais (Vytautu Germana-
vi¢iumi, Egidija Medeksaite, Saranu Naku, Algirdu Martinaiciu, Rita Maci-
litnaite-Dockuviene, Kira Maidenberg, Alexander Ryndin ir kt.), uzsienio $aliy
giminingy kankléms instrumenty atlikéjais (latviy kuokliy - Teiksma Jansone,
esty kaneliy — Kristi Muling, suomiy kanteliy - Ritva Koistinen-Armfelt, rusy
gusliy - Olga Siskina), naty leidiniais ir metodine grojimo kanklémis medziaga
(Bal¢ytyté 1984; Bruzaité 2012; Naikeliené 1996, 1998; Slipkuviené 1990, 2000;
Stepulis 1998, 1978).

Darbo struktiira. Meno projekto tiriamajj darba sudaro jvadas, trys skyriai,
i$vados, literatros sgrasas ir priedai.

Ivade pateikiama darbo tema, pagrindziamas jos aktualumas, nurodomas
tyrimo objektas, suformuluojamas meno projekto tikslas ir tyrimo uzdavi-
niai. Trumpai pristatoma darbo struktara, apzvelgiama naudota literatara ir
priedai.

Pirmaji skyriy Koncertiniy kankliy repertuaras XX a. pab. - XXI a. pr.:
tradicijy ir inovacijy simbiozé sudaro trys poskyriai: 1.1. ,,Koncertiniy kankliy
repertuaro formavimasis XX a. pab.“; 1.2. ,Nauja stiliaus, Zanro ir estetikos
samprata $iuolaikiniame kankliy repertuare®; 1.3. ,, Koncertiniy kankliy vieta
XXI a. muzikingje kultiroje. Cia apzvelgiama XX a. pabaigos koncertiniy
(modifikuoty) kankliy repertuaro formavimosi istorija, i§skiriami svarbiausi ir
ryskiausi soliniai kariniai, pristatomi kankléms kare kompozitoriai. Skyriaus
poskyriuose atskirai analizuojamas ,,klasikinis® ir $iuolaikinis kankliy repertu-
aras, jo poky¢iai ir dabartinés karimo tendencijos. Tre¢iajame pirmo skyriaus
poskyryje pateikiamas tyrimas (jo metu buvo apklausti Lietuvos kompozitoriai
ir muzikologai, kad buty nustatytos bendrosios koncertiniy kankliy galimybiy
jzvalgos, jvertinta jy padétis $iuolaikiniame profesionaliosios muzikos kontekste)
ir $io tyrimo rezultatai.

Antrasis darbo skyrius Atlikimo ir interpretacijos pokyciai yra skirtas
skambinimo koncertinémis kanklémis analizei. 2.1. poskyryje ,Tradiciniai ir
netradiciniai skambinimo koncertinémis kanklémis badai“ smulkiai suklasi-
fikuojami ir pateikiami visi grojimo kanklémis budai. Darbo autoré parengé
grojimo budy lentele, kurioje susisteminti tradiciniai ir netradiciniai grojimo
koncertinémis kanklémis budai, pateikiami pavyzdziai ir Zyméjimy nurodymai.
2.2. poskyryje ,,Skambinimo jgarsintomis kanklémis ypatumai“ atskirai apzvel-
giamas kankliavimas naujomis kanklémis, kurios jau sulauké didelio kompo-
zitoriy susidoméjimo (specialiai $iam instrumentui para$yta nemazai kariniy)
ir jsitvirtino profesionaliosios $iuolaikinés muzikos kontekste. 2.3. poskyryje
»Grojimo uzsienio $aliy giminingais instrumentais panasumai ir skirtumai“ pa-
teikiama informacija apie lietuvisky kankliy ,,giminai¢ius“ svetur ir bandoma
jzvelgti tam tikry atlikimo sasajy.

Tre¢ioje tiriamojo darbo dalyje Siuolaikiniy kiriniy kankléms muzikinio
kodo semantika: taikomasis XXI a. koncertiniy kankliy repertuaro tyrimo
aspektas pateikiamos labiausiai i§grynintos darbo autorés jZvalgos, taip pat
dalijamasi asmenine patirtimi atliekant Siuolaikine kankléms parasyta muzika.
Pagrindinis $ios dalies tikslas — i§nagrinéti naujausiy kiriniy kankléms karimo
tendencijas, susieti jas su atlikimu ir muzikinés prasmés jgyvendinimu, i§skirti
pagrindinius niuansus, sunkumus, su kuriais tenka susidurti $iuolaikinés kank-
liy muzikos atlikéjui. Trecio skyriaus poskyriuose - 3.1. ,Naujas pozitris ir
grojimo budai (Egidijos Medeksaités ,,Pjesé G.r.“)%; 3.2. ,,Tikslus grojimo bady
uzraSymas — kokybigko atlikimo garantas (Vytauto Germanavic¢iaus ,,Sningant
magnolijy ziedais“)“; 3.3. ,Kanklés kaip profesionalus muzikos instrumentas



(Kiros Maidenberg ,,Ot Hupuen x Xapnbze“)“; 3.4. ,Filosofiniy ieskojimy
jtaka naujojoje koncertiniy kankliy kiryboje (Sariino Nako ,Paveikta mote-
ris“)“ - i$skiriami keturi $iuolaikinio koncertiniy kankliy repertuaro kariniai,
kurie, darbo autorés manymu, yra ryskiausi tiek savo naujomis idéjomis, tiek
atlikimo prasme.

Pateiktais Priedais siekiama kuo platesnio ir ai$kesnio tiriamosios meno
projekto dalies medziagos vizualizavimo. I$ viso darbe yra 17 priedy, i$ kuriy
ypac svarbas: Nr. 1 — XXI a. kariniy kankléms katalogas; ¢ia chronologiskai
pateikti visi autorés surinkti $io amziaus kariniai, parasyti koncertinéms kank-
léms solo ir kameriniams ansambliams, kuriy sudétyje yra koncertinés kanklés.
Nr. 6 — skambinimo koncertinémis kanklémis bady zyméjimo lentelé, kurioje
pateikti autorés surinkti ir suklasifikuoti visi $ie budai, pateikti ju zZyméjimo
pavyzdziai. Kai kurie nauji zenklai — autorés sialomi naty Zyméjimo pavyzdziai.
Nr. 7 - akademinio kankliavimo budai (jrasyti j DVD); tai darbo autorés meno
doktorantaros studijy laikotarpiu susisteminti tradiciniai ir netradiciniai groji-
mo koncertinémis kanklémis biidai. Cia jrasyti pavyzdziai aiskiai parodo visas
grojimo kanklémis galimybes. Si medZiaga ne tik yra vertinga kaip skambinimo
koncertinémis kanklémis metodiné mokymo priemong, bet ir vizualus ruo$inys
kankléms ir jy specifikai pazinti (pvz., kompozitoriams). Nr. 12 - E. Medeksaités

»Pjesé G.r.% $is karinys ypac svarbus koncertiniy kankliy repertuaro istorijoje,
kadangi tiek savo muzikine kalba, tiek uzkoduotomis idéjomis inspiravo tolesne
kankliy muzikos plétra. Nr. 14 - V. Germanaviciaus ,,Sningant magnolijy ziedais;
$i kompozitoriaus pjesé yra iskirtiné savo turiniu, naujais grojimo budais, jy
nestandartiniu Zyméjimu. Karinys ypa¢ palankiai vertinamas uZsienyje, ir tai
suteikia didesnj prestiza musy $alj atstovaujancioms lietuvis$koms koncertinéms
kankléms ir jy atlikéjoms. Nr. 15 - K. Maidenberg ,,Ot LInpuen x Xapubpe®; i
soliné kankliy pjesé parasyta uzsienio kompozitorés, kas muzikai suteikia jvai-
resniy jvaizdziy ir atspalviy. Nr. 16 - S. Nako ,,Paveikta moteris®; visiskai naujas
koncertiniy kankliy opusas, ypa¢ jdomus $iuolaikiniy tendencijy koncertiniy
kankliy repertuare $alininkams. Kompozitorius, susidoméjes $iuo lietuvisku
instrumentu, savo konceptualiu poZitriu inspiruoja dar daugiau pamastymy ir
privercia atlikéja bei klausytoja atsiduoti atidesniam klausymui. Nr. 17 - kom-
pozitoriy Egidijos Medek3aités, Vytauto Germanaviciaus, Kiros Maidenberg ir
Sartino Nako mintys apie kiiryba kankléms tarsi apibendrina visg darba. Siy
kompozitoriy pamastymai apie kiiryba kankléms, apie paskata joms rasyti svariai
papildo darbo autorés pateiktas kariniy analizes.

1. KONCERTINIU KANKLIU REPERTUARAS
XX A. PAB. - XXI A. PR.: TRADICIJU IR INOVACIJU SIMBIOZE

1.1. Koncertiniy kankliy repertuaro formavimasis XX a. pab.

Atlikimas kanklémis solo, kaip speciali disciplina, buvo déstoma nuo pat liaudies
instrumenty katedros jsteigimo Vilniaus valstybinéje konservatorijoje (1945 m.).
Déstant kankliavimg buvo diegiami ansamblyje ,,Lietuva“ suformuoti grojimo
(daugiausia orkestrinio) $iais instrumentais principai. Mokymo procese kilusios
naujos idéjos, atlikimo buadai ir principai buvo tobulinami ir jgyvendinami
ansamblio ,,Lietuva“ orkestre. Toks aukstosios mokyklos ir kolektyvo karybinis
bendradarbiavimas buvo jmanomas todél, kad liaudies instrumenty katedrai nuo
pat jos jkirimo vadovavo Jonas Svedas, o katedros pedagogy branduolj sudaré
ansamblio ,,Lietuva“ grupiy vadovai: Pranas Stepulis (désté kankliavima) ir Po-
vilas Samuitis (désté birbyne). Taciau ypac svarbi problema buvo pedagoginio
repertuaro formavimas. Nesant specialiy mokomujy ir koncertiniy kariniy,
buvo bandoma kankléms pritaikyti kity giminingy instrumenty karinius, pvz.,
arfos, gitaros, kanteliy. Taciau dél riboty instrumento galimybiy, palyginti
nei$tobulintos pirstinio kankliavimo atlikimo technikos ir nepladios apimties
garsaeilio (nuo c iki ¢*) pritaikyti kitiems instrumentams skirtus karinius buvo
gana sunku. Didele jtakg kankliavimo solo raidai turéjo P. Stepulio suformuotas
ir 1948 m. jdiegtas brauktukinis kankliavimas. Bene reik§mingiausig vaidmenj
sprendziant originalaus koncertiniy kankliy repertuaro stygiaus problema
suvaidino J. Svedas.

XX a. lietuviy muzikos raidg sunku jsprausti j griezta schema. Néra gali-
mybiy vienas ribas aiskiai atskirti nuo kity, kadangi susipina tiek karéjy, tiek
suvokéjy mentalitetas. Be to, visuomenés raidos tarpsnius koreguoja atskiry
asmeny branda. Muzikologé Vita Gruodyté §j muzikinj tarpsnj pristato dar kitu
kampu, akcentuodama lietuviy muzikos vienpusiskumg, netgi ,,nuoboduma®
Pabréziama, kad XX a. pab. lietuviy muzikoje jvyko tam tikri poky¢iai, ir nors jie
buvo nei$vengiami, ta¢iau atspindéjo ne daugiau nei nattraly karybinj vyksma.
Muzikologés nuomone, galbut jie buvo pazenklinti didesnés atsakomybés ir
gilesnio savosios karybos permastymo, bet nebuvo radikalas. Akivaizdu, kad
vieni kompozitoriai per tuos metus tik dar labiau i§grynino savo ankstesnj stiliy,
kiti jklimpo j vis dar nesibaigiancias paieskas, o treti visai nustojo rasyti ir tapo
meno administratoriais.

Nors kankliy repertuaras ir nesiplétojo taip sparciai kaip kita tuo metu Lietu-
voje kuriama muzika, taciau ilgainiui naujy idéjy banga jsiverzé ir i koncertiniy
kankliy repertuaro formavimasi. Repertuaras modernéjo, muzikos kalba darési
sudétingesné, atsirado naujy iSraiSkos priemoniy ir atlikimo bady.

J. Svedo pradéta darbg - kurti repertuarg koncertinéms kankléms - tesé ir
plétojo kompozitorius Vaclovas Pakettras. Jausdamas akivaizdy koncertiniy



kankliy repertuaro triakumag, jis daugiausia démesio skyré $io instrumento
repertuaro plétimui.

Kurdamas pagal to meto muzikoje jau plac¢iai naudotus moderniosios
karybos principus V. Paketaras taip pat daugiau démesio skyré netradiciniy
kankliavimo budy plétojimui. Tai — grojimas atsitiktinai suderintais garsais uz
stygas laikancios atramos, stygu uzgavimas delnu, papildomos slankiojancios
atramos naudojimas, $ia atrama i$gaunamas glissando ir kt.

Kaip jau minéta, koncertiniy kankliy repertuaro raida atsiliko nuo vyravu-
sios tuometinés muzikos. Nors ir pavéluotai, karinius kankléms pradeda kurti
kompozitoriai, atsisake tonalaus mastymo. Galbut $ioje vietoje reikéty pabrézti
ne karéjy santykj su tonaliomis ir atonaliomis sistemomis, bet jy atsigrezima
i garso ir tembro grozj? Visgi analizuojant kankliy prigimtj deréty prisiminti
kankliavimo esme - jausmingg laisvalaikio muzikavima. Gal ir kompozitoriai,
kurj laika nusigreZe nuo tautiniy instrumenty, vél i§ naujo atranda jy auten-
ti$kuma, originalumg ir grozj. Neretai pristatant naujg karinj pabréziama, kad
kompozicija perzengia zanro ribas, yra parasyta netradicinei instrumenty sudé-
¢iai, pasizymi originalia forma, skamba nejprastoje erdvéje, naudojama jmantri
grojimo technika ir pan. Nuolat ies$koma kazko naujo, i$skirtinio, negirdéto,
daznai stengiamasi $okiruoti publika pamir§tant muzikine esme, subtiluma
ar i$skirtinj autenti$ka instrumento grozj. Kompozitoriai, nepaisydami jokiy
kriterijy (ar tradicijy), laviruoja ties muzikos ir teatro riba. Reikia pripazinti,
kad karty santykiai yra ypac akivaizdis, neretai jauni eksperimentatoriai - daug
drasesni, nebijo bati nesuprasti.

1.2. Nauja stiliaus, Zanro ir estetikos samprata Siuolaikiniame kankliy
repertuare

Negausus ir ,moraliai pasenes® kankliy repertuaras yra vienas didziausiy tra-
kumy, trukdanciy tinkamai reprezentuoti lietuviskg instrumenta klasikiniy
muzikos instrumenty terpéje. Kankliy muzikos puoselétojos ir propaguotojos,
pradéjusios savo veiklg jau XX a., aktyviai bendrauja su kurianciais kompo-
zitoriais. Stengiasi supazindinti juos su naujomis kankliavimo galimybémis,
paraginti kurti muzikg kankléms. Kalbédama apie XXI a. kankléms sukurtg
muzika darbo autoré jvardija laikotarpj, kuris, jos manymu, yra ypac svarbus lazis
kankliy repertuaro istorijoje — tai 2002 metai, kai j kankliy muzikos repertuaro
formavima jsiliejo naujos kompozitoriy pavardés kartu su naujomis idéjomis.
Tuomet kanklés suskambo visiskai kitaip.

XXI a. kariniy, parasyty kankléms, muzikos analizé leidzia kalbéti apie
stilistinj lazj originaliame kankliy repertuare. Nors jau XX a. buvo jauc¢iama
moderniosios muzikos jtaka (V. Paketaro dodekafoniné technika ir pan.), tik-
rieji $iuolaikinés muzikos poZzymiai i$ry$kéja XXI a. kompozitoriy karyboje.
I§ esmés tai siejasi su jaunyjy kompozitoriy darbais ir patyrusiy kompozitoriy,
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besidominéiy $iuolaikine muzika, kariniais. Tiesa, dauguma kompozitoriy,
raSanciy kankléms XXI a., néra gerai susipazine su kankliy atlikimo specifika.
Todél rasydami karinius kankléms jie konsultavosi su kanklininkémis, taiké
jvairiausias atlikimo priemones, kad kanklés suskambéty taip, kaip iki $iol
neskambéjo. Darbo autorés manymu, kai kuriems kompozitoriams tai puikiai
pavyko. Kanklés daznai suskamba netikétai, iSgaudamos nejprastus garsy efektus.
Taip jos jdomiai jsikomponuoja tarp klasikiniy muzikos instrumenty. Susidaro
jspudis, kad $is netikéty iSrai$kos priemoniy ir techniniy galimybiy instrumentas
tarsi atrandamas i$ naujo.

Kanklés - misy nacionalinis simbolis (nereikéty pamirsti, kad jy giminaités
kantelés yra suomiy simbolis, kuoklés — latviy ir pan.) - domina pasaulj savo
unikaliu skambesiu, todél neatsitiktinai §is instrumentas pasirodo $iuolaikinés
muzikos baruose.

Norédama labiau akcentuoti kameriniy ansambliy svarbg $iuo laikotarpiu,
darbo autoré salia solo kompozicijy apzvelgia ir rySkiausius karinius ansamb-
liams, kuriy sudétyje yra kanklés. Jau XXI a. pradzioje sukurtuose kariniuose
liaudies instrumentas (kanklés) traktuojamas kaip lygiavertis kitiems (klasiki-
niams) muzikos instrumentams. Sie kiiriniai toliau ir yra nagrinéjami.

1.3. Koncertiniy kankliy vieta XXI a. muzikinéje kultaroje

XX a. viduryje ir XXI a. pradzioje kankliy muzikos propaguotojai aktyviai veiké
savo srityje — steigé jvairiausius ansamblius, tobulino akustines instrumento
galimybes, sieké nepriekai$tingos grojimo technikos, aranzavo ir pritaiké kari-
nius kankléms ir birbynéms. Siandien natiiraliai iskyla klausimas - kokia vieta
kanklés uzima dabartinéje muzikingje kultiroje? Sunku baty tiksliai atsakyti
§i retorinj klausima, kadangi nuomoniy esama paciy jvairiausiy.

Darbo autoré i pagalba pasitelké lietuviy kompozitorius ir muzikologus,
kurie aktyviai kuria muzikg jvairiems instrumentams Lietuvoje bei ja anali-
zuoja. Sudaryty ankety Nr. 1 (2008 m.) ir Nr. 2 (2016 m.) kompozitoriams bei
anketos muzikologams (2016 m.) klausimai buvo skirti Zzmonéms, kurie gerai
i$mano lietuviy muzikos kulttrg, kuria ar kada nors karé instrumentine muzikg
(ar noréty kurti). Anketg Nr. 1 sudaro 14 klausimy, susijusiy su kankliy akus-
tinémis ir techninémis galimybémis, repertuaro ypatumais bei nuomone apie
kankliy vieta Siandieninéje profesionaliosios muzikos erdvéje. Autorés manymu,
apzvelgiant anketos atsakymus tikslinga suskirstyti juos dalimis - i$skirti jau-
nesnigja (gime 1970 m. ir véliau), vidurine (gime 1950-1970 m.) bei vyresniaja
(gime anks¢iau nei 1950 m.) kompozitoriy kartas. I$ viso j anketos klausimus
atsaké 23 kompozitoriai, i§ jy jaunesniosios kartos — 7, vidurinés kartos - 10,
vyresniosios kartos - 6.

Per pastaruosius 7 metus baita nemazai moky¢iy tiek lietuviy muzikoje, tiek
kankliy muzikos baruose (8i apzvalga buvo atlikta ir apibendrinta jau 2010 m.),
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todél $iame darbe nataraliai kyla poreikis jvertinti $iandienos kankliy muzikos
situacija.

Darbo autoré trumpai apzvelgia kompozitoriy ir muzikology atsakymus
j anketos Nr. 2 (kompozitoriams) bei Nr. 3 (muzikologams) klausimus, kurie
buvo suformuluoti 2016 m. (anketa buvo i$platinta visoje Lietuvoje, pasitelkiant
i pagalba Lietuvos kompozitoriy sgjungg, Lietuvos muzikos informacijos centra
(LMIC) ir duomeny baze www.manoanketa.lt).

Remiantis ankety atsakymais galima teigti, kad koncertinés kanklés vis délto
retai girdimos vieSosiose erdvése - televizijoje, radijuje, retai skamba misy nacio-
nalinése $ventése bei jy koncertiniuose renginiuose. Netgi klasikinés muzikos
atstovai daznai nustemba igirde Siuo instrumentu atliekamg modernig muzika
netradicinéje erdvéje. Pakeréti unikaliy $io instrumento garsy ir atlikéjy profe-
sionalumo klausytojai nelieka abejingi kankléms.

Didelé $io savito instrumento puoselétojy viltis - tai Siandien kuriandiy
kompozitoriy muzika. Jei kompozitoriai pamils §j instrumentg ir sugebés jj
tinkamai, patraukliai bei naujoviskai pristatyti $iuolaikiniam klausytojui, kanklés
tikrai gyvuos ir taps musy tautos pasididziavimu.

2. ATLIKIMO IR INTERPRETACIJOS POKYCIAI

2.1. Tradiciniai ir netradiciniai skambinimo koncertinémis kanklémis buidai
Siandien nusistovéjes modifikuoty lietuvisky kankliy terminas — koncertinés
kanklés - jau buvo aktualus 1940 m. kompozitoriaus Jono Svedo iniciatyva
jsteigus valstybinj dainy ir Sokiy ansamblj ,Lietuva“ ir po 5 mety (1945 m.) -
Liaudies instrumenty katedra tuometinéje Lietuvos valstybinéje konservatorijoje.
Lietuviskos kanklés buvo patobulintos (modifikuotos), prapléstas diapazonas
(iki 4 oktavy, nuo C iki c*), sukonstruoti tonaciniai kaitikliai, sutvirtintas kor-
pusas, ganétinai sustyguotas derinimas. 1964 m. pagamintas kankliy modelis
nesikeité iki $iy dieny. Sios kanklés buvo pritaikytos sudétingesniems kiriniams
atlikti, juos kanklininkés pac¢ios aranzuodavosi arba specialiai sukurdavo lietuviy
kompozitoriai.

XX a. pabaigoje susiformave ir jsitvirtine tradiciniai skambinimo koncer-
tinémis kanklémis budai ir $iandien yra susiformavusio koncertiniy kankliy
repertuaro atlikimo pagrindas.

Tradiciniai skambinimo koncertinémis kanklémis budai:

« BRAUKTUKINIS. Muzikinés faktaros atlikimo galimybés: pavienés natos,
intervalai, akordai, klasteriai, tremolo. Stygy virpinimo pobudis: nuo saves, j save,
pirmyn - atgal.

« PIRSTINIS. Muzikinés faktiros atlikimo galimybés: pavienés natos, intervalai,
pasazai, akordai, tremolo. Stygy virpinimo pobudis: j save, nuo saves.
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 MISRUSIS. Muzikinés faktiros atlikimo galimybés: pavienés natos, inter-
valai, pasazai. Stygy virpinimo pobudis: pakaitomis, pakaitomis atitinkamais
laiko intervalais, kartu.

Koncertinés kanklés - tai labai ,,jaunas“ instrumentas, kuris, galima teigti, dar
iesko savo tikrojo veido, tikrosios paskirties. Siy dieny muzikos poreikis, pasiiila
ir jvairové yra labai didelé, tad ir muzikos repertuaras platus. Tarp daugybés
muzikiniy stiliy pakraipy koncertinés kanklés laviruoja ir stengiasi jsitvirtinti
profesionaliosios muzikos terpéje. Siuolaikiniai akademiniai kompozitoriai
mégsta eksperimentuoti, ieSko naujoviy, negirdéty ir neatrasty skambesiy,
tembry ir nei$semty idéjy. Bendradarbiaudama su kompozitoriais darbo autoré
rado nauja nisa, kuri, jos nuomone, dar nei$naudota. Siuolaikiniai kompozitoriai,
tinkamai susipazine su koncertinémis kanklémis ir iSanalizave jy grojimo spe-
cifikg, geba pristatyti §j instrumenta kaip visiSkai naujo skambesio ir galimybiy
terpe, kuri yra tinkama reprezentuoti aukstg akademine muzikine kultarg ne
tik Lietuvoje, bet ir uz jos riby. Sio darbo autorés ir kompozitoriy bendradarbia-
vimo vaisiai - tai nemazas naujy kariniy arsenalas, kuris buvo sukurtas XXI a.
pradZioje. Zinoma, visas atlikimo pagrindas yra tradiciniai grojimo bidai, be
kuriy kankliavimo koncertinémis kanklémis plétra yra tiesiog nejmanoma. Taigi,
ir nauji kariniai neretai yra pagristi tradicinémis skambinimo koncertinémis
kanklémis priemonémis, naudojantis tam tikra kiekvieno kompozitoriaus idéja,
stiliumi ir naujausiomis muzikos madomis. Visgi nauji kairiniai atskleidé ir tam
tikry naujy grojimo tendencijy, kurias verta suklasifikuoti ir palyginti.

Netradiciniai grojimo badai: grojimas uz ramstelio, i§derinta styga, uzdeng-
tomis stygomis, glissando uzdengtomis stygomis, glissando derinimo raktu / me-
taline atrama per styga, pustonio glissando kaitikliu, slenkantis glissando klasteris,
pavieniy naty ir akordy pizzicato (uzkabinant styga pir$tu (-ais) j vir$y), smagis
delnu per atviras stygas, smugis delnu per uzdengtas stygas, smugis mediniu
pagaliuku / derinimo raktu / geleziniu strypu / plaktuku (fortepijono) per stygas,
atsitiktiniy garsy uzgavimas $okinéjant kamuoliukui, braukimas stryku (smuiko)
per styga, beldimas j korpusa.

2.2. Skambinimo jgarsintomis kanklémis ypatumai

Pirmosios jgarsintos kanklés (anks¢iau vadintos akustinémis-elektrinémis, todél
kai kuriuose kariniuose bus vartojamas elektriniy kankliy terminas) buvo paga-
mintos 2002 m. Gargzduose gyvenancio meistro Zigmo Liutiko. Dél §iy kankliy
panaudojimo koncertinéje plotméje tarp kanklininkiy kilo nemazai nesutarimy.
Ivertinant tai, kad grojimas $iuo instrumentu i§ esmés skiriasi nuo susiformavusiy
grojimo koncertinémis kanklémis tradicijy, joms turéty bati taikomas ir tam
tikras repertuaras. Jgarsinty kankliy sumanytojai ir propaguotojai teigia, kad
jomis galima atlikti visa koncertiniy kankliy muzikos repertuarg. Darbo autoré,
gerai susipazinusi su $iy kankliy specifika, naudojusi jas savo pasirodymuose,
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eksperimentavusi atlikdama jvairy repertuarg, drista priestarauti $iai nuomo-
nei. Jos manymu, jgarsinty kankliy specifika leidzia atlikti tik specialiai $iam
instrumentui sukurtus karinius arba atidziai pritaikytas transkripcijas, kurios
nesumenkina $iy kankliy skambesio. Pagrindiniai trikumai - ilgai negestantis
garsas, sukuriantis ,amzino“ pedalo jspadj (muzika susilieja, nelieka $varaus
garso), tonaciniy kaitikliy lankstymo garsas (jgarsinus kankles, jis taip pat
lieka jgarsintas), didelis rezonansy skirtumas tarp auksto ir Zemo diapazono,
nevienodo tembro jspudis visoje kankliy garsyno skaléje (jgarsinty kankliy
diapazonas - C-c*). Skambinant $iuo instrumentu susiduriama ir su kitais ne-
reik§mingais trakumais, taciau jie nesudaro esminiy skirtumy atliekant specialiai
$iam instrumentui sukurta muzikg. Reikéty pazymeéti ir teigiamas jgarsinty
kankliy savybes, kurios galbat suteikia prana§umo koncertiniy kankliy atzvilgiu.
Naudojant jgarsinima, $ios kanklés gali skambéti pasirinktu garsumu, galimi
jvairiausi efektai, kurie i§gaunami kolonéle, efekty procesoriais. Tai ypac svarbu
ir jJdomu atliekant Siuolaikine akademine (ir populiarigja) muzika (atsizvelgiant
i kompozitoriy sumanymus). Taigi, nors $is instrumentas $iandien ir kelia tam
tikry diskusijy, jam noriai raso $iuolaikiniai lietuviy kompozitoriai. Atlikéjai
taip pat entuziastingai imasi eksperimentuoti su $iuo ,,nauju” instrumentu. Tai
rodo jgarsinty kankliy reikalinguma ir i$skirtinumg $iandieninéje muzikinéje
kultaroje.

2.3. Grojimo uzsienio $aliy giminingais instrumentais panasumai ir skirtumai
Kankléms giminingy instrumenty panagumai neleidzia visiskai nutolti nuo
pasaulingje praktikoje nusistovéjusiy, laiko patikrinty grojimo bady, tendencijy.
Analizuodami kity $aliy nacionaliniy styginiy instrumenty (latviy kuokliy, esty
kaneliy, rusy gusliy, suomiy kanteliy) grojimo specifika galime jzvelgti daug
bendrybiy.

Kaip pazymeéjo lietuviy etnologai, ,Instrumentiné ,akademiné“ stilizacija,
nustatant instrumenty naudojimo standartus ir mokymo groti rekonstruotais
etniniais muzikos instrumentais jtraukiant j ugdymo ir studijy procesa, irgi nebu-
vo XIX a. pabaigos — XX a. pirmos pusés Lietuvos etninés muzikos kultaros raidos
iSimtis. Ji buvo susijusi su kaimyniniy tauty patirtimi“ (Apanavic¢ius, Aleknaité,
Savickaité-Kacerauskiené, Apanaviciate-Sulikiené, Slepaviciaté 2015: 46).

Bendros istorinio formavimosi i$takos, muzikavimo tendencijos, ,,akademi-
nio“ repertuaro paieskos suponavo tam tikras bendras grojimo tendencijas. Todél
batina nors glaustai apzvelgti labiausiai susijusiy $aliy kankléms giminingus
instrumentus, profesionalaus grojimo jais formavimasi bei ypatybes.

Sio skyriaus medziaga aiskiai parodo, kad koncertinés kankleés (kaip ir kity
$aliy giminingi nacionaliniai styginiai muzikos instrumentai) yra sukaupusios
platy spektrg grojimo budy ir niuansy, kurie padeda atlikti jvairiausig muzika,
jsilieti i skirtingos stilistikos ir Zanry atlikimg. Tembro i$skirtinumas, grojimo

14

budy gausa, jgarsinimo galimybés ir kitos koncertiniy kankliy isskirtinés sa-
vybés suteikia daugiau laisvés muzikuojant, siekiant profesionalaus atlikimo,
kuriant nauja koncertiniy kankliy repertuarg bei akademine muzikavimo
istorija.

3. STUOLAIKINIY KURINIU KANKLEMS
MUZIKINIO KODO SEMANTIKA: XXI A. KONCERTINIU KANKLIU
REPERTUARO TAIKOMASIS TYRIMO ASPEKTAS

Muzikos karinio sukarimas yra vienas misti$kiausiy dalyky muzikinés ben-
druomenés kontekste. Kompozitoriai, apdovanoti ypatingais gebéjimais, aukstu
intelektu ar jgije prasmingy Ziniy, kurios néra lengvai visiems suprantamos,
geba sukurti produktg, kurj mes vadiname ,,muzika“ Kas uzkoduota sukurtoje
muzikoje, ne visada lengva jzvelgti, ypa¢ jei néra konkreciy autoriaus nurody-
muy, anotacijy ar pan. Nepaisant to, karinio analizavimas, prasmés ie$kojimas
ir semantinis kodo i$aiskinimas atlikéjui yra labai svarbus, nes siekiama atlikti
karinj jtaigiai ir prasmingai.

Atlikéjo analizé prasideda nuo muzikinio karinio pavadinimo ir jo ai$kinimo,
taip pat nuo karinio atsiradimo istorijos, potekstés. Neretai literatarinis, poetinis
tekstas ar spektaklis, filmo siuZzetas jkvepia kompozitoriy ir paskatina jj rasyti
muzika viena ar kita tema. Atliekant, interpretuojant muzikinj kirinj jo nuotaika
atsiskleidzia pasitelkus ne tik natas, jvairiausius efektus, pagalbines uzgavimo
priemones, bet ir atsizvelgiant j karinio mintj, pradinj suktrimo vaizdinj ar kitas
kompozitoriy nuorodas. Toks karinio ,,i$aiskinimas® prasideda kompozitoriaus
minéiy ,perskaitymu® ir priklauso nuo kiekvieno atlikéjo asmeninio issilavi-
nimo, pojuciy, nusiteikimo ir poziario. Juk daznai lyginame skirtingy atlikéjy
atliekamg tg patj karinj, kuris nuskamba visiskai kitaip. Muziko profesionalo
kelias j didZigjg scena yra ilgas ir nuoseklus. Ruo$damasis atlikti karinius atli-
keéjas turi susipazinti su jvairia muzika, i$analizuoti skirtingus stilius, i$bandyti
save skirtinguose muzikiniuose sluoksniuose, projektuose, ansambliuose ar pan.
Siuolaikiniai kiiriniai - ypa¢ pretenzinga sritis, ¢ia reikalingas ne tik geras atlikéjo
techninis pasiruo$imas, bet ir filosofinis poziaris, gilus muzikinis mastymas,
stipri koncentracija ir ypatingas girdéjimas. Nagrinéjant Siuolaikiniy kariniy
medziagg neretai tenka susidurti su jvairiais netikétais sprendimy budais bei
giliai uzkoduotomis prasmeémis. Kaip tg pavyksta padaryti atlikéjui - tai tik jo
gebéjimy, Ziniy ir pojaciy rezultatas.

Darbo autoré, kaip kanklininké, daugumos darbe analizuojamy kariniy
pirmoji atlikéja ir iniciatoré, pasirinko keturis karinius, kurie, jos manymu, nusi-
pelné atskiro skyriaus ir turi buti paminéti kaip ypa¢ reik$émingi profesionaliam
koncertiniy kankliy repertuarui. Visuose juose, be i§imties, slypi ne tik gausybé
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naujy uzgavimo budy, bet ir uzkoduota muzikiné prasmé, kuri gali atsiskleisti
tik profesionalaus ir kiirybingo atlikéjo — kanklininko - rankose.

3.1. Naujas poziiiris ir grojimo buidai (Egidijos Medeksaités ,,Pjesé G.r.)
Egidija Medeksaité daugiausia kuria smulkiy Zanry kamerine muzika, akustinj
skambesj neretai derindama su elektronika. Vienas esminiy $ios autorés kom-
poziciniy principy - itin griezta visy karinio parametry organizacija, nulemta
i§ anksto pasirinktos tam tikry segmenty sekos (tai gali bati garso auks¢iy,
trukmiy sekos, skaiciy eilé ir pan.). Vis délto E. Medeksaités muzikos skambesys
labiau primena meditatyvig tékme nei matematiniais metodais sukonstruotas
muzikines struktiras.

Pjeséje gausiai naudojami nauji netradiciniai akademinio kankliavimo badai.
Kompozitoré siekia atskleisti $j instrumentg kaip neatrasty, iki $iol nenaudoty
skambesiy ir pojiciy baze. Cia apstu eksperimentinio skambesio ir nei$bandyty
grojimo maniery, todél visy netradiciniy grojimo bady Zyméjimas yra salyginis
ir negalutinis. Karinys parasytas bendradarbiaujant su kanklininke Jolita Mat-
kiene, tad visi naujy grojimo budy sutartiniai zenklai buvo derinami pagal $ios
kanklininkés sialymus. Darbo autoré parengé grojimo kanklémis budus Zymin¢iy
zenkly lentele, kuria naudotis rekomenduoja visoms atlikéjoms, ketinan¢ioms
atlikti §j ir kitus $iuolaikinius karinius.

3.2. Tikslus grojimo budy uzrasymas - kokybisko atlikimo garantas
(Vytauto Germanaviciaus ,,Sningant magnolijy Ziedais“)

Kompozitorius Vytautas Germanavicius savo kiriniuose ieSko naujy garsy ir
garso iSgavimo technikuy. Jis teigia, kad kiekvienas karinys privalo turéti tik jam
budingg garso erdve, unikalig garso medziaga. Ypa¢ daug démesio skiriama garso
spalvai, jo transformacijoms ir slinktims. Karinio forma sudaro vieni su kitais
jungiami garso audiniy epizodai, tarsi aliuzijomis siejami pasakojimo fragmentai.
»Muzika - tai paslépty min¢iy, jausmuy, filosofijos ir simboliy erdvé, kuri turi buti
atveriama ir vis i§ naujo atrandama®, - teigia V. Germanavicius.

Karinyje ,,Sningant magnolijy Ziedais“ naudojami visi tradiciniai kankliavi-
mo budai: pirstinis, brauktukinis ir misrusis. Juos papildydamas kompozitorius
jtraukia ir kitokiy (netradiciniy) grojimo budy, kurie ,,gimsta“ siekiant jgyven-
dinti i§ karinio vizijos iskylancias garsines aliuzijas. Siy grojimo bady uzrasymo
simboliai taip pat sutartiniai (kaip ir E. Medeksaités ,,Pjeséje G.r.“). Kyla natiralus
klausimas - kaip juos paaiskinti ir suprasti kitam atlikéjui, kuris niekada neturéjo
kontakto su kompozitoriumi, bet taip pat siekia jgyvendinti jo iskeltas muziki-
nes idéjas ir atlikti karinj kuo jtaigiau ir profesionaliau. Kanklininké mano, kad
jos, kaip tyrimo autorés ir pirmosios $io kirinio atlikéjos, pareiga - isaiskinti
grojimo tendencijas ir sukurti kiekvienam atlikéjui suprantamg $iuolaikiniy
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(netradiciniy) Zenkly sistemg. Netradiciniai grojimo buidai yra savotiskas ,,raktas",
atskleidZiantis nauja muzikos prasme ir idéja.

3.3. Kanklés kaip profesionalus muzikos instrumentas

(Kiros Maidenberg ,,Ot Ilupuen k Xapuope“)

Kira Maidenberg karinyje ,,Ot Lupuen k Xapubpe® (,Nuo Kirkés iki Charib-
deés®, 2011) kankléms solo naudoja gana jprastus grojimo budus, ta¢iau naujas
uzsienio kompozitorés poziuris j kankles suteiké $iam instrumentui kitonisko
skambesio. Autoré naudoja jprastajj garsaeilj, arba perderinimg (negrojant), at-
sitiktinj tremolo tam tikrame registre ir tam tikru ritmu, atsitiktinj garsg, smagj
delnu per atviras stygas, grojima uz ramstelio, grojima pritildzius stygas kita
ranka, skambancios stygos perderinima tam tikra kryptimi, jprastg glissando,
»tremoluojantj“ glissando, ilga tremolo saskambj. Karinj inspiravo Leonardo da
Vinci uzrasyta legenda — Sirena.

Visiskai nezinodama skambinimo koncertinémis kanklémis specifikos, au-
toré parasé $ig kompozicijq tik jsivaizduodama, kaip $is karinys galéty skambeti
atliekamas koncertinémis kanklémis. Negirdétas stygy virpinimo pobudis paliko
tam tikrg laisve atlikéjui. Stengdamasi ,,perskaityti® ir teisingai atlikti iskeltus
uzdavinius, pirmoji karinio atlikéja — darbo autoré - turéjo galimybe ieskoti ir
eksperimentuoti.

3.4. Filosofiniy ieskojimy jtaka naujojoje koncertiniy kankliy kiiryboje
(Sariino Nako ,,Paveikta moteris“)

Kompozitoriaus Sariino Nako kitrinyje kankléms slypi gilios tendencingos moters
idéjos. Pradziy pradzia siekia antikos laikus: mitai apie deives, patenkandias j
pozemio karalystes, ten prarandancias gyvybe ir prisikeliancias su nauja jéga,
zinomi visose senovinése kultiirose. Ta¢iau $iuolaikiniame pasaulyje gerokai
aktualesnés yra paprastos kasdienés istorijos, kalbancios apie namy Seimininkiy
gyvenimus, ju sudétingus likimus, santykius su neistikimais vyrais ir dramatis-
kas pasekmes. Vis délto gyvenimas nesustoja, moteriska energija tryksta j visas
puses, patriarchalinis pasaulis svyruoja. Si kompozicija yra bandymas traktuoti
kankles tarsi j nesibaigiancia kelione i$vykusig vieni$g ir niekieno nesuprastg
batybe, atsiduriancia nejaukiose aplinkybése.

Karinj sudaro penkios stambios padalos. Kankliy partijos muzika pagrijsta
progresuojancio sutrikimo idéja, adekvatumo praradimu, todél palengva stip-
réja savotiS$ko eksperimentalizmo bruozai. Kinta atlikimo pobudis, daugéja
netradiciniy garso i§gavimo budy. Jau nuo pat pradziy kanklés naudojamos
nejprastai, vienu metu grojama abiejose tiltelio pusése: vienoje naudojama
originali dermé, iSgauta i$ anksto suderinus instruments, kitoje — netemperuoti
(apskritai nesuderinami) garsai.
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ISVADOS

XX a. pabaigoje koncertiniy kankliy repertuaras smarkiai kito. Profesionalé-
jant kanklininkiy atlikimo mokyklai, vis daugiau kompozitoriy susidoméjo
$iuo lietuvisku instrumentu ir karé muzika, daznai kei¢iancia nusistovéjusius
standartus ir iSreikiancia kitokias (nejprastas kankliy muzikos atlikéjams ir
klausytojams) kompozitoriy i$sikeltas idéjas.

XX a. pabaigos — XXI a. pradZios naujy grojimo budy panaudojimo tendencija
aktuali jvairiems instrumentams skirtai kiirybai. Siuolaikinés akademinés
muzikos karéjai kelia naujas idéjas, ie$ko negirdéty tembry, instrumen-
ty skambesio bei naudoja jvairias pagalbines priemones (pvz., jrankius,
piestukus, metalinius / medinius / plastikinius strypus, kamuoliukus, kity
instrumenty dalis ir kt.) jiems i§gauti. Koncertiniy kankliy naujausiame
repertuare neretai aptinkame jvairiy analogisky netradiciniy grojimo bady,
kurie pla¢iai naudojami kuriant muzika ir kitiems instrumentams (klasiki-
niams ir giminingiems).

Koncertiniy kankliy repertuaro raida visuomet atsiliko nuo klasikiniy
instrumenty repertuaro. XX a. pabaigoje — XXI a. pradzioje kompozitoriai
labai individualiai suvokia kankliy muzikos ypatumus ir panaudojimo
galimybes - pradedant $io instrumento liaudiska prigimtimi ir baigiant jo
integralumu | pasaulinius standartus atitinkancig $iuolaikine muzikos rin-
ka. Jauny, nebijanciy eksperimentuoti kompozitoriy déka kanklés siandien
suskamba naujai, netikétai, jy repertuaras sparciai pleciasi, profesionaliis
atlikéjai reprezentuoja §j instrumentg ne tik Lietuvoje, bet ir uZsienyje.
Profesionaliosios muzikos baruose pamazu jsitvirtina jgarsintos kankles.
Naujos iSraiskos priemoniy ir atlikimo galimybés ypa¢ domina jauniausiaja
kompozitoriy kartg. Savitas jgarsinty kankliy tembras pritraukia didesnj
$iuolaikiniy klausytojy ratg. Autorés manymu, jgarsintos kanklés tinka atlikti
ne visiems, bet tik tam tikriems koncertiniy kankliy repertuaro kariniams.
Kankliy specifikos pazinimas - labai svarbus muzikinés karybos elementas.
Butina gerai ir atidZiai i$nagrinéti kankliy technines ir akustines galimybes,
pazinti visus iSrai$kos ir grojimo budus. Tik gerai susipazinus su koncertiniy
kankliy specifika, galima jas objektyviai jvertinti ir joms kurti.
Nagrinédami kankliy raidos istorija, Siuolaikines tendencijas bei akademinio
kankliavimo badus, ypa¢ daug sasajy galime jzvelgti su kity $aliy giminingais
styginiais muzikos instrumentais (latviy kuoklémis, esty kanelémis, suomiy
kantelémis, rusy guslémis ir kt.). Siandien susiformaves koncertiniy kankliy
repertuaras, profesionali atlikimo mokykla, pasauliné kankléms giminingy
styginiy instrumenty praktika, pasiekti rezultatai leidzia daryti prielaida, kad
$ios srities atlikéjy vykdoma veikla yra teisinga, produktyvi, profesionali ir
jdomi $iuolaikinei muziky bei melomany kartai.
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7. Butina skatinti atlikéjy ir kompozitoriy abipusj karybinj bendradarbiavima.

Jis yra labai svarbus inspiruojant ir kuriant naujas kompozicijas, ple¢iant
kankliy koncertinj repertuara, integruojant §j instrumentg j modernios
profesionaliosios muzikos erdve. Zymiausiy $iy dieny kanklininkiy kon-
certiné veikla yra svarus indélis j Lietuvos muzikine kultarg. Tikétina, kad
profesionaliy ir entuziastingy atlikéjy déka koncertinés kanklés skambés
jvairiausiose kulttrinése erdvése ir sudomins vis daugiau jaunyjy kompozi-
toriy ir klausytojuy.
Vertingi XXI a. kiriniy kankléms pavyzdziai (E. Medeksaités ,,Pjesé G.1.%
V. Germanaviciaus ,,Sningant magnolijy Ziedais®, K. Maidenberg ,,Or Lluprien
x Xapubpe®, S. Nako ,,Paveikta moteris“) - tai teigiama inspiracija profe-
sionalaus kankliavimo judéjimui. I$analizuoti opusai jtvirtina profesionalyjj
kankliavima, atveria $iuolaikiniy idéjy kontekstg, praplec¢ia koncertiniy kank-
liy sklaidos lauka, suteikia galimybe $iam instrumentui parodyti kitokj savo
»veida’, skatina tolesnj aktyvy dalyvavimga $iuolaikiniuose muzikos baruose.
Profesionaliosios tautiniy instrumenty muzikos sasajos su etninémis tradi-
cijomis, profesionalus bendradarbiavimas su klasikinés muzikos atstovais,
naujas ir tradicinis koncertiniy kankliy repertuaras, tarptautiniai rysiai su
kankléms giminingy instrumenty atlikéjais turés jtakos tolesnei kankliy kul-
taros raidai Lietuvoje bei pasaulyje. Kankliy tautiska prigimtis, autentiskas
skambesys ir unikalus tembras yra svarbus veiksniai kankliy muzikos kireé-
jams, $ios muzikos propaguotojams bei atlikéjams. Siy veiksniy i$saugojimas
ir plétojimas turéty tapti svertu ir valstybinéje kulttros politikoje.
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INTRODUCTION

The present artistic research paper focuses on the period from the late 20th to
early 21st century, as it is distinguished by the richest repertoire for the kanklés.
Over the said period, rather abundant literature on the kanklés solo and cham-
ber folk instrumental music has accumulated, and a need emerged to carefully
analyse and classify it. A review of the latest 21st century kanklés repertoire
is necessary due to the absence of precise information on which composers
presently write for the kanklés, which genres are popular, and ultimately, which
genres are to be developed. Moreover, it is important to explore the stylistic
characteristics of the latest kanklés repertoire and the changes in it, the latest
trends in performance, and the aspects of development. All that makes the topic
and the present research paper relevant and timely.

The research object. The object of the present artistic research is the rep-
ertoire for the kanklés solo and chamber ensembles which include the concert
kankleés, its characteristics, and the changes in it in the period from the late 20th
to early 21st century; original compositions for the kanklés are investigated, their
historical development is overviewed, and the specificity of the instrument, the
technical possibilities of performance, the diversity of the instrument playing
techniques, and the suggestiveness of the instrument (in the sense of national
mentality) are analysed in depth.

Based on the relevance of the topic and the research object, it is possible to
formulate the aim of the artistic research project: to characterise the repertoire
for the kanklés solo and chamber ensembles (which include the concert kanklés)
of the period from the late 20th to early 21st century, its development, and the
changes in it up to the present time, to analyse and systematise the compositional
techniques used in the compositions of the 21st century, to identify some trends
of the performance and interpretation of those compositions, and to give impetus
to new opportunities of the use of the kanklés in compositions.

The research objectives:

« To analyse the repertoire of the period from the late 20th to early 21st
century; to overview and collect the data on the recent compositions for
kanklés solo and chamber ensembles;

« To systematise the works of the composers writing for the kanklés and to
identify certain characteristics, trends, and problems of their perform-
ance;

« To prepare a comprehensive catalogue of the recent compositions for
kanklés solo and chamber folk instrument ensembles;

« To identify the characteristics of stylistics, the diversity of genres, and
aesthetics, as well as the changes, in the development of the repertoire for
the kanklés; to define the period of the most significant changes;
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« To develop questionnaires (on the issues of the contemporary use of the
concert kanklés and of its contemporary repertoire) for composers and
musicologists and to comprehensively summarise their outcomes;

« To systematise the concert kanklés playing techniques; to evaluate the op-
portunities of its use and the trends of notation;

« To classify all the academic playing techniques on the kanklés and to
record them in the DVD format (based on the example of compositions
for concert kanklés, written over the period from the late 20th to the early
21st century);

« To identify the most prominent compositions written for concert kanklés
solo in the 21st century and to analyse them from the viewpoint of com-
position and performance.

Research methodology. For the overview of the compositions for concert
kanklés written in the late 20th and early 21st century, the identification of the
most striking characteristics of the repertoire for the kankleés, and the definition
of the new stylistic trends, the descriptive analytical method was used. The histori-
cal method was applied to provide facts from the history of the development of
folk instruments and to evaluate the trends of the instrument modification. The
comparative method was necessary for comparing the actual possibilities of the
kanklés and classical instruments and their original repertoires; the comparative
typological method contributed to the establishment of common characteristics
with typologically related instruments of other nations (the Latvian kokles, the
Finnish kantele, the Russian gusli, or the Estonian kannel). The logical-analytical
method was employed to justify the conclusions and to outline the future de-
velopment of the repertoire.

Review of the literature and sources. The list of references was made, based
on the materials used in the research in order to implement the set objectives.
With the aim of overviewing the general trends of Lithuanian music and the
changes in it, as well as highlighting the changes in the professional music
for kanklés in the context of contemporary music, the following books and
articles of musicologists and other musicians were used: Apanavi¢iené 2011;
Gaidamaviciaté 2005; Gostautiené 2007; Gruodyté 2005; Gudzinskaité 2004;
Jasinskas 1983; Katkus 2006; Katunyan 2003; Nakas 2011; Pakarklyté 2011; Pasler
2008; Zukiené 2004, etc.; dissertations and artistic research papers were stud-
ied: Augkalnyté 1980; Baikstyté 2015; Gudinaité 2017; Juciaté 2017; Maroziené
2009; Palubinskiené 2007; Rudvalyté 2003; Senkuté 1996; Sidorenkaité 2007;
Spalinskaité 2007; Zukauskaité 1990. The dissemination of Lithuanian national
music, the process of its development, and relevant topics were overviewed
and analysed (Alenskas 1991; Apanavicius 2015, 2000, 1990; Arminas 1962;
Baltréniené 1990; Bartusevi¢ius 1983; Danielius 1995; Gruodis 1931; Juodelé
1994; Maroziené 2008, 2006; Naikeliené 2005; Naikeliené, Lapinskas 2008;
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Nakiené 2016; Palubinskiené 2001; Puskunigis 1932; Sabaliauskas 1937; Skro-
denis 2005, 2010; Stepulis 1962; Strimaitis 1931; Vyzintas 2008, 1986, etc.).

In the course of the research, Internet sources were used (http://www.folk-
manystringed-instruments.ru/1/1_4.htm?0;http://www.kardemimmit.fi/en/
kantele.html; http://www.kulturaskanons.lv/en/1/4/130/; http://www.modus-
radio.com/eseistika/klausymosi-erosas; www.mic.lt; www.muzikosbarai.lt,
as well as personal contacts of the author of the present artistic research with
composers (Vytautas Germanavicius, Egidija Medeksaité, Sariinas Nakas, Al-
girdas Martinaitis, Rita Macilianaité-Doc¢kuviené, Kira Maidenberg, Alexander
Ryndin, and others), with performers on the instruments related to the kanklés
in other countries (Teiksma Jansone on the Latvian kokle, Kristi Muling on
the Estonian kannel, Ritva Koistinen- Armfelt on the Finnish kantele, and Olga
Siskina on the Russian gusli), sheet music, and methodological handbooks on
playing the kanklés (BalCytyté 1984; Naikeliené 1998; Bruzaité 2012; Naikeliené
1996, 1998; Slipkuviené 1990, 2000; Stepulis 1998, 1978, etc.).

Structure of the thesis. The present artistic research paper consists of an in-
troduction, three chapters, conclusions, the list of references, and appendices.

Introduction presents the topic of the paper, justifies its relevance, formulates
the research object, the aim, and the objectives of the artistic research project.
The structure of the paper is briefly introduced, and the used literature and ap-
pendices are overviewed.

Chapter 1, The Repertoire of the Concert Kanklés in the Late 20th and
Early 21st Century: Symbiosis of Traditions and Innovations consists of
three subchapters: 1.1. Forming of the concert kanklés repertoire in the late 20th
century; 1.2. A new conception of style, genre, and aesthetics in the contemporary
kanklés repertoire; and 1.3. The place of the concert kankleés in the 21st century
musical culture. The chapter reviews the history of forming of the late 21st cen-
tury repertoire for the concert (modified) kanklés, highlights the main and most
striking compositions for kanklés solo, and introduces composers who wrote
compositions for the kanklés. In individual subchapters, the “classical” and the
contemporary repertoire for the kanklés, the changes in it, and the current trends
of composing are analysed. The third subchapter presents the research and its
outcomes: during the research, Lithuanian composers and musicologists were
interviewed with the aim of identifying the general insights into the opportunities
of the concert kanklés and evaluating its situation in the contemporary context
of professional music.

Chapter 2, Changes in Performance and Interpretation, is devoted to the
analysis of the concert kanklés performance. In subchapter 2.1., Traditional and
nontraditional concert kanklés performance techniques, all the concert kankleés
performance techniques are classified in detail and introduced. Based on that,
the author has developed a table of performance techniques in which she
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systematised the traditional and nontraditional techniques of playing the concert
kanklés and presented examples and indications for notation. Subchapter 2.2.,
Characteristics of the amplified kanklés performance techniques, is devoted to play-
ing the new type of kanklés that has already attracted the interest of composers (a
number of compositions have been written specifically for that instrument) and
got established in the context of professional contemporary music. Subchapter
2.3., Similarities and differences in playing related instruments of foreign countries,
provides information on the “relatives” of the Lithuanian kanklés abroad and
tries to identify certain links in the field of performance.

Chapter 3 of the artistic research paper, The Semantics of the Musical Code
of Contemporary Compositions for Kanklés: The Applied Aspect of the
Research on the 21st Century Concert Kanklés Repertoire, is characterised
by the most concentrated insights of the author and her personal experience
when performing contemporary compositions for kanklés. The main objective
of the chapter is to analyse the trends of composing the most recent works for
the kanklés, to relate them to the implementation of the performance and the
musical meaning, and to distinguish the main nuances and challenges faced by
performer of contemporary music for the kanklés. In the subchapters, four com-
positions of the contemporary repertoire for the concert kanklés were chosen for
analysis since they, in the author’s opinion, had been most prominent in terms
of their new ideas and of their performance: 3.1. A new approach and playing
techniques (Pjesé G.r. [Piece G.r.] by Egidija Medeksaité); 3.2. Precise notation
of playing techniques - a guarantee of quality performance (Sningant magnolijy
Ziedais [Snowing in Magnolia Blossoms] by Vytautas Germanavicius; 3.3. The
kanklés as a professional musical instrument (Om Hupueu x Xapu6de [From
Circe to Charybde] by Kira Maidenberg); and 3.4. The impact of philosophical
exploration on the new compositions for concert kanklés (Paveikta moteris [ Af-
fected Woman] by Sariinas Nakas).

The appendices have been collected in order to provide as wide and clear
as possible presentation and visualisation of the research part. The thesis has
17 appendices, of which the following are particularly important: No. 1, The
Catalogue of the 21st Century Compositions for Kanklés, which chronologically
presents all the compositions of the century, collected by the author, written for
concert kanklés solo or chamber ensembles that include the concert kankleés;
No. 6, A Table of Notation of the Concert Kanklés Playing Techniques that in-
troduces all the concert kanklés performance techniques, collected and classified
by the author, and the examples of their notation. Some new symbols represent
examples of notation proposed by the author; No. 7, Academic Kanklés Playing
Techniques (DVD) present the traditional and nontraditional concert kanklés
performance techniques, systematised by the author during her doctoral stud-
ies and recorded in a DVD format. The recorded examples clearly demonstrate
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all the kanklés performance possibilities. The material is not merely a valuable
methodological teaching aid for the concert kanklés performers, but also a help-
ful visual product for getting to know the kanklés and their specificity (e.g., for
composers); Annex No. 12, Piece G.r. by Medeksaité: the composition of particu-
lar importance for the history of the concert kanklés repertoire which both due
to its musical language and the encoded ideas inspired further development of
the music for kanklés; No. 14, Snowing in Magnolia Blossoms by Germanavicius
is exclusive by its content, new playing techniques, and their non-standard
notation. The composition was especially appreciated abroad, which gained
prestige for the Lithuanian concert kanklés representing our country and its
performers; No. 15, From Circe to Charybde by Maidenberg, a piece for kanklés
solo written by a foreign composer, provided the music for kanklés with more
diverse images and nuances. No. 16, Affected Woman by Nakas represents a
completely new opus for concert kanklés which is particularly interesting for
the proponents of contemporary trends in the concert kanklés repertoire. The
conceptual approach of the composer, interested in the Lithuanian instrument
in question, inspires more reflections and makes the performer and the audi-
ence listen more attentively; No. 17, The ideas of composers Egidija Medeksaité,
Vytautas Germanavicius, Kira Maidenberg, and Sariinas Nakas on composing
for the kanklés provide a kind of summary for the present research paper. The
composers’ thoughts about writing music for the kanklés and the inspiration
for composing for the instrument substantially complement the analyses of the
compositions provided by the author.

1. THE REPERTOIRE OF THE CONCERT KANKLES
IN THE LATE 20TH AND EARLY 21ST CENTURY:
SYMBIOSIS OF TRADITIONS AND INNOVATIONS

1.1. Forming of the Concert Kanklés Repertoire in the Late 20th Century

Playing the kanklés solo as an academic subject has been taught since the estab-
lishment of the Department of Folk Instruments in the Conservatoire of Vilnius
(1945). When teaching to play the kanklés, the principles of playing the instru-
ment (mainly in an orchestra) formed in the state song and dance ensemble
Lietuva were implemented. Any new ideas arising in the teaching process, as
well as new playing techniques and principles, were improved and implemented
in the orchestra of the Lietuva ensemble. The creative cooperation between
the higher school and the ensemble was possible due to the fact that the head
of the Department of Folk Instruments from its very establishment was Jonas
Svedas, and the nucleus of the academic staff of the Department included lead-
ers of the groups in the Lietuva ensemble: Pranas Stepulis (who taught playing
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the kanklés) and Povilas Samuitis (who taught playing the birbyné). However,
a particularly important problem was the forming of the teaching repertoire.
In the absence of special teaching and concert compositions, attempts were
made to adapt compositions for other related instruments (e.g., the harp, the
guitar, or the kantele) to the kanklés. However, due to the limited possibilities
of the instrument, a comparatively unsophisticated finger technique of playing
the kanklés with the fingers, and a small-range sound sequence (from c to c¢*),
the adaptation of compositions for other instruments was rather difficult. The
development of playing the kanklés solo was greatly affected by playing the in-
strument with a pick, formed by Stepulis and implemented by him in 1948. In
the meanwhile, perhaps the most significant role in dealing with a shortage of
the original repertoire for the concert kanklés was played by Svedas.

The development of the 20th century Lithuanian music is difficult to arrange
into a strict scheme. There is no possibility to clearly distinguish one boundary
from the other, as the mentalities of both composers and perceivers get inter-
twined. Moreover, the stages of the society development are adjusted by indi-
vidual personalities’ maturity level. Musicologist Vita Gruodyté presented that
period in music from a different perspective, with emphasis on the unilaterality,
or even a “boring” character, of Lithuanian music. She emphasised that certain
changes did take place in Lithuanian music in the late 20th century, and they
were inevitable, nonetheless, they reflected nothing more than a natural creative
process. In her opinion, they may have been marked by greater responsibility
and deeper reconsideration of one’s own creative work, but definitely not by
radicality. It is evident that, over that period, some composers even more refined
their former style, others got stuck in unending search, while still others stopped
composing and became art administrators.

Although the kanklés repertoire did not develop at the same rapid pace as
other music composed in Lithuania at the time, over time, new ideas entered
also the process of forming the concert kanklés repertoire. The repertoire for the
kanklés was modernised, the musical language became more sophisticated, and
new forms of expression and performance appeared.

The initiative of Svedas - the creation of a repertoire for the concert kanklés -
was continued and developed by composer Vaclovas Paketaras. As he felt the
apparent shortage of such a repertoire, he focused on expanding the repertoire
for the instrument.

While using the principles of modern composition, already widely applied
to writing music at that time, Pakettiras paid great attention to the development
of non-traditional kanklés playing techniques. Those included playing randomly
tuned sounds behind the strings-supporting bridge, touching strings with a
palm, the use of an additional movable bridge, glissando produced by means
of the bridge, etc.
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As already mentioned, the development of the concert kanklés repertoire was
lagging behind the then predominating music. However, even though belatedly,
compositions for kanklés started coming from composers who had given up
tonal thinking. Perhaps here we should emphasise and identify not so much the
relationship of composers with the tonal and atonal systems, but rather their
turning towards the beauty of the timbre and the sound? However, in the analy-
sis of the nature of the kanklés, we should reminisce the essence of playing the
kankleés: the expression of refined feelings by gentle strings. Possibly composers,
who for some time had turned away from their roots - national instruments,
again rediscovered their authenticity, originality, and beauty. Quite often, when
introducing a new composition, emphasis was placed on the composition going
beyond the boundaries of the genre, being written for a non-traditional group
of instruments, boasting an original form, sounding in unusual space, using an
intricate playing technique, etc. There was a constant search for something new,
unique, and unheard of, attempts were frequently made to shock the audience,
while the musical essence was bypassed and the subtlety and the exceptional
authentic beauty of the instrument were forgotten. Composers maneuvered on
the border between music and theatre, paying no heed to any criteria (or tradi-
tions). It has to be admitted that the intergenerational relations were especially
evident, and the young experimenters were often much bolder and unafraid of
being misunderstood.

1.2. A New Conception of Style, Genre, and Aesthetics in the Contemporary
Kankleés Repertoire

A limited and “morally outdated” repertoire for the kanklés was one of the big-
gest drawbacks hindering the proper representation of the Lithuanian instru-
ment in the milieu of classical musical instruments. Fosterers and promoters of
the kanklés music, who had started their activity in the 20th century, actively
communicated with creating composers: they made efforts to introduce the
composers to the new possibilities of playing the instrument and encourage them
to compose music for the kanklés. When talking about the 21st century kankleés
music, the author would like to identify a specific period which she considers
to be a particularly important breakthrough in the history of the repertoire for
the kanklés. That was the year 2002 when new composers with new ideas joined
the process of formation of the kanklés music repertoire. The kanklés started
sounding in a completely different way.

The analysis of the 21st century compositions for the kanklés makes it pos-
sible to talk about a stylistic turning point in the original kanklés repertoire.
Even though the impact of modern music was already felt in the 20th century
(Paketaras’ dodecaphonic technique, etc.), the true features of contemporary
music stood out in the works of the 21st century composers. It primarily ap-
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plies to the works of the young composers, as well as experienced composers
interested in contemporary music. True, most of the composers writing for
the kanklés in the 21st century were not well acquainted with the specificity of
playing the instrument. Therefore, when creating for the kanklés, they consulted
the kanklés performers and used a variety of techniques to make the instru-
ment sound in a way it had never sounded before. The author believes some
composers succeeded perfectly. In their works, the kanklés frequently sounds
in an unexpected way and creates unusual sound effects, and it integrates into
classical musical instruments in an interesting manner. One gets an impression
that an instrument of unexpected means of expression and technical possibili-
ties is discovered anew.

The kankleés is our national symbol (it should not be forgotten that the related
kantele is the symbol of the Finns, kokles of the Latvians, etc.) which attracts the
interest of the world by its unique sound, therefore, it is not accidentally that the
instrument emerges in the domain of contemporary music.

In order to emphasise the significance of chamber ensembles over the period
in question, the author overviews the most significant works for chamber en-
sembles which include the kanklés. In the compositions of the early 21st century,
the folk instrument kanklés is already treated as equal to other, classical musical
instruments. Such compositions are analysed below.

1.3. The Place of the Concert Kanklés in the 21st Century Musical Culture
In the mid-20th and early 21st century, the promoters of the kanklés music
have been actively working in the field: they established different ensembles,
improved the acoustic characteristics of the instrument, strove for impeccable
playing techniques, and arranged and adapted compositions to the kanklés
and the birbyné. Currently, a question naturally arises: what place does the
kankleés play in the contemporary musical culture? It would be difficult to
give a definite answer to that rhetorical question, since one can hear a variety
of opinions.

The author of the present artistic research paper used the assistance of
Lithuanian composers and musicologists who actively wrote music for differ-
ent instruments in Lithuania or analysed it. Questionnaires were developed for
composers (No. 1 in 2008 and No. 2, in 2016) and for musicologists (in 2016)
with specific questions to those who were well acquainted with the Lithuanian
musical culture and who were writing, or wrote in the past, or were willing to
write instrumental music. Questionnaire No. 1 contained 14 questions. The ques-
tions focused on the acoustic and technical characteristics of the folk musical
instrument kankles, the specificity of the repertoire, and specialist opinion about
the place of the kanklés in the contemporary professional music. The author
considered it rational to analyse the answers, taking into account the age of the
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respondents, and divided the sample into the younger (born in 1970 and later),
the middle (born in the period between 1950-1970), and the senior (born before
1970) generations. The questionnaires were filled in by 23 composers, including
7 of the younger, 10 of the middle, and 6 of the senior generation.

Over the last 7 years, a number of changes took place both in the Lithuanian
music and in the kanklés music (the review was carried out and summarised
in 2010), therefore, a natural need arose to evaluate the present situation of the
kanklés music.

In order to evaluate the changes in the cooperation with composers aim-
ing to expand the kanklés music repertoire, the author briefly overviewed the
answers of the respondents - composers and musicologists to the questions of
Questionnaire 2 (for composers) and No. 3 (for musicologists), formulated in
2016. (The questionnaire was distributed all over Lithuania, with the assistance
of the Lithuanian Composers’ Union, the Music Information Centre Lithuania
(MICL), and the database www.manoanketa.lt).

Based on the answers to the questionnaire, the following insights were ob-
tained: the concert kanklés were still a musical instrument seldom heard in public
spaces: on TV and on the radio, in national festivals and in concert events. The
representatives of classical music were frequently surprised to hear the music in
non-traditional spaces and in performances of contemporary music. Fascinated
by the unique sound of the instrument and the professionalism of the performers,
the audiences could not stay indifferent to the kanklés.

The great hope of the fosterers of that unique instrument is the music of
contemporary composers. If the composers fall in love with the instrument and
are able to present it to the current audience in an appropriate, attractive, and
innovative way, the kanklés will definitely survive and will become the pride of
our nation.

2. CHANGES IN PERFORMANCE AND INTERPRETATION

2.1. Traditional and Nontraditional Concert Kanklés Performance
Techniques

The currently established term for the modified Lithuanian kanklés — the concert
kanklés — was already relevant in 1940, when the state song and dance ensemble
Lietuva was founded on the initiative of composer Jonas Svedas, and five years
later (in 1945), when the Department of Folk Instruments was established in
the Lithuanian State Conservatoire. The Lithuanian kanklés were improved
(modified), their range was expanded (up to 4 octaves, from C to c*), tuning
pins were constructed, the body was reinforced, and the tuning was properly
strung. In 1964, the model kanklés was produced and the body constructed in
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a way that did not change until the present time. The said kanklés was already
adapted to the performance of more complex compositions that the kanklés
players arranged by themselves or that were intentionally created by Lithuanian
composers.

In the late 20th century, the traditional concert kanklés playing techniques
were formed and established, and presently they serve as a basis for the perform-
ance of the concert kanklés repertoire.

The traditional concert kanklés playing techniques include:

» PLAYING WITH A PICK. Possibilities of performing musical textures: indi-
vidual notes, intervals, chords, clusters, and tremolo. The character of making
strings vibrate: from oneself, toward oneself, forth and back.

« PLAYING WITH THE FINGERS. Possibilities of performing musical textures:
individual notes, intervals, passages, chords, tremolo. The character of making
strings vibrate: from oneself and toward oneself.

« MIXED. Possibilities of performing musical textures: individual notes, inter-
vals, passages. The character of making strings vibrate: alternating, alternating
at corresponding intervals of time, both together.

The concert kanklés is a relatively young instrument which can be said to be
looking for its true character and true function. The present demand for, and
supply of, music, as well as its diversity, is great, therefore, the music repertoire
is very broad. Among a huge number of musical styles and trends, the concert
kanklés is in a way maneuvering and trying to get established in the milieu of
professional music. The contemporary academic composers also like experiment-
ing and looking for innovation, unheard-of and undiscovered sounds, timbers,
and fresh ideas. In the collaboration with composers, the author found a niche
which, in her opinion, had not been properly exploited. Contemporary compos-
ers, upon getting properly acquainted with the concert kanklés and analysing
the specificity of playing it, were able to present the instrument as a milieu of
completely new sound and opportunities, fit to represent high academic musi-
cal culture not only in Lithuania, but also beyond its boundaries. The outcome
of collaboration of the author and composers was a significant number of new
compositions, written in the early 21st century. Naturally, their performance is
based on the traditional playing techniques, without which the development of
playing the concert kanklés is simply impossible. Therefore, the new compositions
were frequently based on the traditional concert kanklés playing techniques just
by using certain ideas of each composer, the style, and the latest trends of music.
However, new compositions also revealed certain new performance trends that
are worth classifying and comparing.

Nontraditional playing techniques include: playing behind the bridge,
playing a detuned string, playing covered strings, glissando on covered strings,
glissando with a tuning key/metal bridge over a string, a semi-tone glissando pin,

32

a sliding glissando cluster, pizzicato of individual notes and chords (by plucking
a string with the fingers to the top), striking open strings with a palm, striking
covered strings with a palm, striking strings with a wooden stick/ a tuning key /
a metal stick/a (piano) hammer, producing random sounds with a bouncing
ball, playing with a (violin) bow over strings, and rapping at the body of the
kanklés.

2.2. Characteristics of Playing the Amplified (Electric) Kanklés

The first amplified kanklés (previously referred to as acoustic-electric, and in

some compositions called the electric kanklés) were produced in 2002 by Zigmas

Liutikas from Gargzdai. The use of that kind of kanklés in concerts had caused

considerable controversy among the kanklés performers. Since playing the in-
strument essentially differed from the tradition of playing the concert kankleés, it

had to have a specially adapted repertoire. However, the authors and promoters

of the electric kanklés argued that it could be used to perform all the repertoire

of the concert kanklés. The author, well acquainted with the specificity of those

kanklés, after having used the instrument in her own performances and hav-
ing experimented with different compositions, would like to object to that. In

her opinion, the specificity of the electric kanklés allows the performer to play
merely compositions specially written for that instrument or carefully adapted

transcriptions that do not diminish the sound of that type of kanklés. The main

disadvantages to be mentioned include the long-lasting sound that creates the

impression of an eternal pedal (the music blends up, it does not leave clear sound),
the use of the tuning pin is very loud, high resonance difference between the

high and low range, and an impression of uneven timbre on the entire scale of
the kanklés sound (the range of the electric kanklés is C-c*). When playing the

instrument, some more insignificant disadvantages are faced; however, they do

not create any serious obstacles to playing music written specifically for that

instrument. Positive characteristics of the electric kanklés should also be noted,
which may provide it with an advantage over the concert kanklés. The former
type can sound at the chosen volume and produce different effects due to the

loudspeakers and effect processors. That is especially important and interesting
in the performance of contemporary academic (and popular) music (given the

composers’ ideas). Therefore, even though the instrument continues to cause

debates, contemporary Lithuanian composers are willing to write music for it.
Performers are also enthusiastic about experimenting with that “new” instru-
ment. That proves the necessity and exclusiveness of the electric kankleés in the

contemporary musical culture.
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2.3. Similarities and Differences in Playing Related Instruments of Foreign

Countries

The similarities between the kanklés-related instruments do not allow one to
completely distance oneself from the playing techniques and trends, established
in the world-wide and time tested practice. The analysis of the specificity of play-
ing the national string instruments of other countries (the Latvian kokles, the
Estonian kannel, the Finnish kantele, or the Russian gusli) brings out a number
of similarities.

As noted by Lithuanian ethnologists, “Instrumental ‘academic’ stylisation,
when it comes to setting standards for the use of instruments and including
teaching to play the reconstructed ethnic musical instruments in the process of
education and studies, was not the wisdom of the Lithuanian ethnic musical cul-
ture development over the late 19th and the first half of the 20th century. That was
related to the experience of the neighbouring countries” (Apanavicius, Aleknaité,
Savickaité-Kacerauskiené, Apanaviciiité-Sulikiené, Slepaviciaté 2015: 46).

The common origins of the historical development, the trends of perform-
ance, and the search for the “academic” repertoire presupposed certain common
performance trends. Therefore, it is necessary to have at least a brief overview of
the kanklés-related instruments in foreign countries, as well as the process and
characteristics of forming their professional playing.

As demonstrated by the materials of the present chapter, the concert kanklés
(as well as related national string instruments of other countries) have accumu-
lated a wide range of playing techniques and nuances that help to play different
kinds of music and to integrate into the performance of different stylistics and
genres. The timbral exclusiveness, the abundance of playing techniques, the pos-
sibility of amplifying, and other exceptional characteristics of the concert kanklés
provide more freedom in music making, in seeking professional performance,
and in creating a new repertoire for the concert kanklés and a new academic
history of music making.

3. THE SEMANTICS OF THE MUSICAL CODE
OF CONTEMPORARY COMPOSITIONS FOR KANKLES:
THE APPLIED ASPECT OF THE RESEARCH ON THE
21ST CENTURY CONCERT KANKLES REPERTOIRE

The creation of a musical composition is one of the most mystical things in the
context of the musical community. Creators of music (composers), due to their
special gifts, intelligence, and the acquired meaningful knowledge, are able to
create a product that we call “music”. It is not always easy to see what is encoded
in the created music, especially in the absence of specific author’s instructions,
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annotations, etc. Nevertheless, the analysis of a composition, the search for mean-
ing, and the semantic explanation of the code are very important for the performer
in order to perform the composition in a suggestive and meaningful way.

The performer’s analysis starts with the name of the musical composition
and its interpretation, as well as the story of the creation of the composition and
the subtext. Quite often, the “birth” of a composition begins with a literary work,
poetic text, or the plot of a theatre play or a film which inspires the composer
and encourages him to write music on one or another topic. The mood of the
musical composition during its performance and interpretation is revealed not
only through the sheet notes, different effects, and auxiliary playing techniques,
but also by taking into account the idea of the composition, the original image,
or other references of the composer. Such an “interpretation” of the composi-
tion starts with the “reading” of the composer’s thoughts and ends with each
performer’s personal education, senses, moods, and attitudes. We often compare
several performers playing the same composition, however, completely differently.
The career path of a professional musician is very long and consistent. When
preparing for the performance of outstanding compositions, performers have to
get acquainted with a lot of different music, to analyse different styles, and to test
themselves in different layers of music, projects, ensembles, etc. Contemporary
music is an especially ambitious field which requires from the performer not
merely good technical skills, but also a philosophical approach, deep musical
thinking, strong concentration, and particular hearing. When examining the
material of contemporary compositions, one is often encountered with various
unexpected solutions and deeply encoded meanings. How performers manage
to do it depends on their abilities, knowledge, and senses.

The author, as a kanklés player and the first performer of a number of the
compositions analysed in the present research paper, chose four compositions
that, she believes, deserve a separate chapter and ought to be named as having
special significance for the professional concert kanklés repertoire. All of them
without exception boast both a number of new playing techniques and also an
encoded musical meaning that can be revealed just by a professional and creative
performer - a kanklés player.

3.1. A New Approach and Playing Techniques (Piece G.r. by Egidija Medeksaité)
Egidija Medeksaité mainly composes small pieces of chamber music in which the
acoustic sound is often combined with electronics. An essential compositional
principle of the said author is extremely strict organisation of all the parameters
of the composition predetermined by the pre-selected sequence of certain seg-
ments (which may be sequences of pitch, durations, numbers, etc.). Despite that,
the sound of Medeksaité’s music is more reminiscent of a meditative flow than
of the mathematical methods-based musical structures.
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The piece contains numerous applications of new, nontraditional kanklés
playing techniques. The composer seeks to reveal the instrument as a base of still
undiscovered and never used sounds and sensations. The composition abounds
in experimental sound and never-tried playing techniques, therefore, the notation
of all nontraditional playing techniques is conditional and not final. The piece
was composed in collaboration with the kankleés player Jolita Matkiené, and all
the conventional symbols for the new playing techniques were agreed upon as
proposed by the performer. The author of the present paper worked out a table
of notation of all the kanklés playing techniques and recommends it to all the
performers going to play this piece and other contemporary compositions.

3.2. Precise Notation of Playing Techniques - a Guarantee of Quality
Performance (Snowing in Magnolia Blossoms by Vytautas Germanavicius)
Composer Vytautas Germanavicius looks for new sounds and for new sound
production techniques in his works; he argues that each composition must have
the sound space typical solely of it, as well as unique sound material. Particular
attention is paid to the colour of sound, its transformations and slides. The
form of the composition is made by combining the episodes of sound textures,
like the fragments of a story are related through allusions. “Music is a space of
hidden thoughts, feelings, philosophy, and symbols that has to be opened and
rediscovered again and again’, says Germanavicius.

The composition Snowing in Magnolia Blossoms requires all the traditional
playing techniques: playing with the fingers, with a pick, and mixed. The com-
poser complements them with other, nontraditional, playing techniques that
are “born” in order to implement the sound allusions arising from the vision of
the composition. The symbols of notation of those playing techniques are also
conventional, like in the work Piece G.r. by Medeksaité. A natural question arises:
how can a performer who has never met the composer be explained those sym-
bols and how can she understand them in order to implement the composer’s
musical ideas and to perform the composition as suggestively and professionally
as possible? The author of the present paper, as a kanklés player and the first per-
former of the composition, considers it her duty to clarify the trends of playing
and to develop a favourable to the performer and easily understandable system
of contemporary (nontraditional) symbols. Nontraditional playing techniques
are a kind of a “key” to the meaning and the idea.

3.3. The Kanklés as a Professional Musical Instrument (From Circe to
Charybde by Kira Maidenberg)

In her composition From Circe to Charybde for kanklés solo (2011), Kira Mai-
denberg uses rather conventional playing techniques, however, a new approach
to the kanklés by a foreign composer provides the instrument with different
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sound. The author uses: the usual sound sequence or re-tuning (when not
playing), random tremolo in a certain register and in a certain rhythm, random
sound, striking open strings with the edge of a palm, playing behind the bridge,
muffling the strings with the other hand, the re-tuning of the sounding string
in a certain direction, the usual glissando, the trembling glissando, and a long
tremolo chord. The composition was inspired by the legend Siren, written down
by Leonardo da Vinci.

Completely ignorant of the specificity of playing the concert kanklés, the
author wrote the composition only imagining how the composition could sound
when performed by the concert kanklés. The unheard-of character of the string
vibration allows a certain freedom to the performer. When trying to “read” and
to correctly perform the set tasks, the first performer of the composition - the
author of the paper - had an opportunity to search and to experiment.

3.4. The Impact of Philosophical Explorations on the New Compositions
for Concert Kanklés (Affected Woman by Sariinas Nakas)

In his composition for kanklés, composer Sariinas Nakas embodied deep ideas of
a tendentious woman. The very beginning of the composition dates back to the
Antiquity: the myths about goddesses who get into the underground kingdoms,
lose their lives there, and come back to life with new power were known in all
ancient cultures. However, in the contemporary world, simple everyday stories
that speak about the lives of housewives, their complicated destinies, relations
with unfaithful husbands and dramatic consequences are much more relevant.
Nevertheless, life does not stop, women are bursting with energy, and the patri-
archal world gets shaken. The composition is an attempt to treat the kanklés as a
lonely creature that nobody understands and that has set out on a never-ending
journey and regularly occurs in the most unfortunate circumstances.

The composition is made of five large movements. The music of the kanklés
part is based on the idea of progressive disorder and the loss of adequacy, there-
fore, the traits of a kind of experimentalism gradually intensify. The character of
the performance changes, and increasingly more nontraditional techniques of
sound production emerge. From the very beginning, the kanklés are used in an
unusual way, and one simultaneously plays on both sides of the bridge: on one
side, the original harmony is used, obtained by pre-tuning the instrument, and
on the other, untempered sounds, altogether impossible to match.
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CONCLUSIONS

In the late 20th century, the concert kanklés repertoire changed substantially.
As the kanklés playing school was becoming more professional, increasingly
more composers were getting interested in this Lithuanian instrument and

writing music which was more and more frequently changing the established

standards and expressing different ideas, raised by composers, yet unusual

for the performers of the kanklés music and the audiences.

The trend of using new playing techniques in the late 20th and early 21st

century was relevant to different musical instruments. Creators of contempo-
rary academic music have been raising new ideas, trying to find unheard-of
timbers and sounds of instruments, and used different additional means

(such as tools, pencils, metal/wooden/plastic sticks, balls, part of other instru-
ments, etc.) to produce them. In the latest concert kanklés repertoire, various

nontraditional playing techniques are encountered that are also widely used

in compositions for other instruments (classical and related).

The development of the concert kanklés repertoire has always been following

all the classical instruments’ repertoire. The composers of the late 20th and

early 21st century understood the specificity of the kanklés music and the

possibilities of its use very individually: starting with the folk character of
the instrument and ending with its integration into the contemporary music

market that meets global standards. Thanks to young composers, unafraid

of experiments, presently the kanklés sound in new and unexpected ways,
their repertoire is rapidly expanding, and professional performers represent
the instrument both in Lithuania and abroad.

The amplified (electric) kanklés have been gradually gaining ground in profes-
sional music. New opportunities for the means of expression and performance

are of particular interest to the younger generation. The unique timbre of
the amplified kanklés attracts a larger circle of contemporary audiences. The

author argues that the amplified kanklés are suitable for performing some,
but not all, compositions from the concert kanklés repertoire.

Knowing the specificity of the kanklés is a very important element of musical

creation. One has to exhaustively study the technical and acoustic character-
istics of the kanklés and to get to know all the expressive and performance

techniques. Just being totally familiar with the specificity of the concert

kanklés allows one to objectively evaluate and compose for the instrument.

The analysis of the history of the kanklés development, the contemporary
trends, and the academic kanklés playing techniques brings out a number
of links with the related string musical instruments of other countries

(the Latvian kokles, the Estonian kannel, the Finnish kantele, or the Russian

gusli, etc.). The presently formed concert kanklés repertoire, a professional
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performing school, the global practice of the kanklés-related string instru-
ments, and the achieved results lead to an assumption that the activities
carried out by the kanklés performers are apt, productive, professional, and in-
teresting for the contemporary generation of musicians and music lovers.

7. Itis necessary to encourage mutual creative cooperation of performers and

composers. It is very important for inspiring and writing new compositions,
expanding the kanklés concert repertoire, and integrating the instrument into
the space of modern professional music. The concert activities of the most
outstanding kanklés players is a substantial contribution to the Lithuanian
musical culture. It is to be expected that, due to professional and enthusiastic
performers, the concert kanklés will sound in very different cultural spaces
and attract increasingly more young composers and listeners.

8. Valuable examples of the 21st century compositions for kanklés (Piece

G.r. by Egidija Medeksaité, Snowing in Magnolia Blossoms by Vytautas
Germanavicius, From Circe to Charybde by Kira Maidenberg, and Affected
Woman by Sariinas Nakas) provide a positive inspiration for the further
development of the professional kanklés. The analysed compositions clearly
establish the professional performance on the kanklés, open up the context
of contemporary ideas, expand the field of the concert kanklés dissemina-
tion, provide the instrument with an opportunity of showing its different
“face”, and promote further active participation in the contemporary music
activities.

9. The links of the professional music of folk instruments with ethnic traditions,

professional cooperation with the representatives of classical music, a new
and traditional concert kanklés repertoire, and international relations with
performers of the kanklés-related instruments may influence the further
development of the kanklés culture in Lithuania and abroad. The folk nature
of the kanklés, their authentic sound, and their unique timbre are important
factors for the composers writing for the kanklés and the promoters and
performers of that music. The maintenance and development of those factors
ought to become a lever in the national cultural policy.
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instrumentiné muzika: tradicija ir dabartis®, skirta prof. Prano Stepulio 100-meciui
[International Scientific Conference Folk Instrumental Music: Tradition and the Present,
dedicated to the 100th birth anniversary of professor Pranas Stepulis]. Lietuvos muzi-
kos ir teatro akademija, Vilnius, 2013 m. balandZio 11 d. [Vilnius, Lithuania, 11 April
2013].

5. ,Siuolaikiniy kiriniy poveikis jaunojo muzikanto formavime* [The Impact of Con-
temporary Compositions on a Young Musician’s Formation]. Liaudies instrumentinés
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