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JVADAS

Tyrimo tema - ,,Balso tembro transformacijos: etniniy tradicijy praktikos po-
veikis $iuolaikiniam atlikéjui® Tyrimas yra skirtas $iuolaikiniam profesionaliam
scenos atlikéjui — aktoriui, dainininkui, performeriui, tadiau atsizvelgiant j tai,
kad $iuolaikiniame meno pasaulyje jvairios sritys susipina ir komunikuoja viena
su kita, o balsiné raiska jsiverzia i $iuolaikinio $okio, dailés ar poezijos erdves,
galima tikétis, kad atliktas tyrimas sudomins ir kity meno sri¢iy specialistus
bei mégéjus.

Tyrimo problema
Kiekvienas menininkas siekia originalumo, o buti originaliam, anot angly so-
ciologo psichoanalitiko D. V. Winnicoto, jmanoma nebent remiantis tradicija’
(Winnicot 1989: 95-104). Si nuomoné nurodo tradicija kaip originalumo 3altinj
ir sukuria savoti$ka intrigg ieskoti $iuolaikinio atlikéjo ir etninés tradicijos
tarpusavio jungciy.

Siuolaikinis menininkas globaliame pasaulyje susiduria su identiteto ir origi-
nalumo problemomis, o etninéms tradicijoms nykstant i§ nataralios jy gyvavimo
aplinkos bei pasikeitus sociokultariniam tradicijos gyvavimo kontekstui, iskyla
atsinaujinimo sunkumy. Siuolaikinis menininkas ir folkloro atstovas gyvena ir
kuria viename laike ir vienoje sociokultarinéje erdvéje — visiSkai vienas $alia
kito, ir bendravimo akistata yra nei$vengiama, tad kaip gali vykti $is komuni-
kacijos procesas? Kaip $iuolaikinis atlikéjas gali padéti spresti etninés tradicijos
atsinaujinimo problemg ir, atvirksciai, kaip etninés tradicijos gali susvelninti
identiteto kitimo greitj, jj ,jZeminti ir tapti originalumo Saltiniu? Kokiu badu
$iuolaikinio menininko ir etninés tradicijos balsiné raiska gali transformuoti
i8kilusias problemas, paversti jas karybiniu produktu bei padéti ugdant basima
scenos meno profesionalg?

Tyrimo objektas

Tyrimo objektas — balso tembro transformacijos - pasirenkamas kaip ypatinga

balso fenomeno savybé, isskirianti ji i$ kity muzikos instrumenty. Balso tembro

transformacijos sgvoka yra ir $io tyrimo jungiamoji grandis tarp $iuolaikinio at-

likéjo ir etniniy balsiniy tradicijy. Siuolaikinio atlikéjo kontekste kultiirinés balso

tembro variacijos tyrinéjamos per sutartines, flamenka ir gerklinj dainavima:

A. Sutartinés kaip grynasis lietuviy etninés kulttros fenomenas ir siuolai-

kinés lietuviy nacionalinés muzikos simbolis. Tiltas i$ praeities | ateitj.
Lietuviskasis minimalizmas. Kaip etniné daugiabalsé tradicija.

' Angl. It is not possible to be original except on bases of tradition®



B. Flamenkas kaip prie$priesa lietuviskam charakteriui, tarpkultarinis
hibridas?, susiformaves visi$kai kitame sociokultariniame kontekste nei
sutartinés. Kaip monodinio dainavimo fenomenas, tiesiogiai ir atvirai
reflektuojantis emocijas. Pasaulio muzikos pavyzdys, i$populiaréjes visame
pasaulyje ir jgaves jvairiy modernumo formy.

C. Gerklinis dainavimas kaip animistinés - toteminés pasauléziaros
atspindys. Kaip balsiniai efektai, i§gaunami difoninio, obertoninio ir
subtoninio dainavimo badu. Kaip ypatingas balsinés raiSkos fenomenas,
kontrastuojantis su flamenko tradicija ir sutartinémis, jgaves modernios
raiskos formas pasaulinio meno kontekste.

D. Siuolaikiné iSraiska ir moderniis improvizacijos principai, paremti
placiu iSrai$kos arsenalu, kaip etniniy tradicijy tasa (nuo Meredith Monk
iki Bjork). Lietuvisky etniniy tradicijy tasa XX a. lietuviy kompozitoriy
karyboje (Bronius Kutavicius, Feliksas Bajoras ir kt.).

Tyrimo tikslas

Tyrimo tikslas - apibréziant balsinés komunikacijos tarp etniniy tradicijy ir
$iuolaikinio atlikéjo principus, istirti, kaip sgveika su kity tauty balsinémis tra-
dicijomis gali iSplésti $iuolaikinio atlikéjo balsinés raiskos galimybes.

Siekiant uzsibrézto tikslo, suformuluoti $ie tyrimo uzdaviniai:

1. Ivardyti Siuolaikinj atlikéja, balsu grindziantj savo karyba.

2. Aptarti dabartinj etninés tradicijos statusg.

3. I8tyrinéti ir jvardyti etninio ir $iuolaikinio atlikéjo balsine rai$ka jungian-
¢ius bendrus vardiklius.

4. Aptartibalso tembro suvokimo diskursus (fenomenologinj, psichoakustinj,
entnomuzikologinj, antropologinj, semiotinj) ir i§siaiskinti balso tembro
transformacijos suvokimo, lavinimo, valdymo ir panaudojimo karybinéje
veikloje galimybes.

5. Sukurti teorinj, metodologinj ir terminologinj pagrinda, kurj galima
pritaikyti balsinés raiskos tyrimams.

6. Istyrinéti ir aprasyti pagrindinius sutartiniy, flamenko bei gerklinio
dainavimo balsinés raiSkos bruozus, vokaline technika ir jy atlikimo
specifika.

7. Siekiant atskleisti iStyrinéty tradicijy interpretacija $iuolaikinio menininko
karyboje, pristatyti tyrimo autorés sukurtus spektaklius ,,Flamenko ir
sutartiniy jungtuveés®, ,,Rasy ratas“ bei dokumentinj filmg ,,Sutarmenko®

Tarptautinéje erdvéje vadinama TRANSkultariniu hibridu: http://www.sibetrans.com/trans/
articulo/198/la-hibridacion-transcultural-como-clave-de-la-formacion-del-nuevo-flamenco-
aspectos-historico-sociologicos-analiticos-y-comparativos

Tyrimo metodai

Atlikdama tyrimg autoré atstovauja tiek mokslinei, tiek meninei / praktinei
puséms ir tyrimo kontekste jgyja dalyvaujancios stebétojos vaidmenj (angl.
participative observation). Remiantis teatro antropologijos metodu, sukuriamas
balsinés raiskos ekspresijos lygmeny metodas. Empiriné tyrimo autorés patirtis
apraSoma ir analizuojama pasitelkus fenomenologinio aprasymo metoda. Ty-
rimo objektas — balso tembro transformacijos - yra tyrinéjamas i$ Siuolaikinio
atlikéjo poziario tasko; komparatyvistiniu metodu palyginama: a) Siuolaikinis
atlikéjas ir etninés tradicijos atstovas; b) tarpusavyje lyginamos etninés tradicijos:
sutartinés, flamenkas, gerklinis dainavimas.

Naujumas ir aktualumas

Balso tembro transformacijos jvairiuose kultariniuose kontekstuose yra tyriné-
jimy erdvé, kurioje visada atsiranda unikaliy kulttriniy deriniy. Tarpkultariniy
procesy tyrinéjimo sritis ypac aktuali tapo globalizacijos amziuje: informacijos
srauty greitis naikina sienas tarp jvairiy kultary, atsiveria galimybés ne tik
teoriskai, bet ir empiriskai pazinti kitas etnines tradicijas, ju sociokultarinj
konteksta. Sis neigvengiamas dabarties tarpkultiirinis, tarpsocialinis procesas
turi ir privalumy, ir pavojy, todél gilesnis teorinis ir empirinis §io proceso
pazinimas bei pritaikymas karybinéje erdvéje yra ypac svarbus norint i$vengti
arba susvelninti niveliacijg ir standartizacija.

Literattiros apie Siame darbe tyrinéjama flamenko ir gerklinio dainavimo
balso tembro specifika, balso i§gavimo biidus yra tik uzsienio kalba. Sio tyrimo
autoré praktiskai pirmoji Lietuvoje pazino cante jondo (flamenko dainavimas)
tradicijos dainavimo technika i$ tiesioginiy $ios tradicijos teséju Andalazijos
sostinéje Sevilijoje. Studijos flamenko tradicijos regione leido susipazinti ne tik
su flamenko technika, bet ir sociokultariniu $ios tradicijos gyvavimo kontekstu.
Gerklinio dainavimo technika tyrimo autoré praktiskai pazino Thomo Clementso
ir Sainkho Namtchylac kursuose Ispanijoje bei Lietuvoje.

Apie sutartines Lietuvoje raSoma nemazai, yra isleistos prof. Daivos Racit-
naités- Vy¢inienés parengtos ir parasytos knygos, tac¢iau balso tembro iSgavimo
bado specifika giedant sutartines ten aptarta ne tokiame kontekste. Siame
tyrime ji i$ryskinama palyginant su atitinkama kity kultary unikaliy balsiniy
tradicijy - flamenko ir gerklinio dainavimo - specifika. Tokiu budu siekiama
i$gryninti lietuvigky sutartiniy, kaip nacionalinio simbolio, balso tembro i$gavi-
mo specifiky ir pagrindinius atlikimo kodus, kuriy negalima pazeisti moderniy
interpretacijy metu.

Lietuvoje balso tembro tema ir apskritai balsinés raiskos tema yra mazai tyri-
néta sritis. Psichoakustiniu aspektu balso tembra tyrinéja Rytis Ambrazevi¢ius®.

*  Ambrazevidius, R. Tembras muzikos psichologijoje. Lietuvos muzikologija, 2012, Nr. 13, p. 6-21.



Yra iSleista keletas nedidelés apimties knygy, kuriose démesys skiriamas bend-
riems klasikinio dainavimo ir balso formavimo pagrindams. Etninei ir $iuolaiki-
nei balsinei raikai skirty darby Lietuvoje beveik néra, o aktoriaus balsiné raiska
yra visiSkai netyrinéta sritis.

Prielaidos

Tyrima inspiravo karybinio proceso ir mokslinio tyrimo dialogo intriga.
Daroma prielaida, kad meno ir mokslo dialogas gali suzadinti menininko

vaizduote ir suteikti erdve karybiskai — praktiskai — neverbaliai per atlikéjo

fenomenaly kang i$artikuliuoti atsakymus j $iuos klausimus ir hipotezes:

A. Kaip ir kokie komunikacijos (ne asimiliacijos) procesai gali vykti tarp
etninés balsinés tradicijos puoselétojy ir $iuolaikinio menininko, gyve-
nandiy ir kurian¢iy viename laike ir vienoje sociokultaringje terpéje.

B. Variacijos ir improvizacijos savokos gali padéti samoningai suvokti etni-
niy balsiniy tradicijy kintamus ir nekintamus elementus bei karybiskai
realizuoti juos jvairiuose kontekstuose, t. y. atverti etninés tradicijos mo-
dernizavimo ir interpretavimo galimybes bei isplésti atlikéjo fenomenalaus
kiano savitumo ir individualumo raiskos galimybes.

C. Menininko ir mokslo bendradarbiavimas gali atverti platesnius balso
tembro transformacijos, kaip vienos svarbiausiy rai$kos priemoniy,
suvokimo horizontus, jvardyti $io fenomeno esme, padéti susisteminti
balso tembro transformacijos budus ir komponavimo galimybes kuriant
sceninj medziagiskuma balsu - taigi iSplésti universalius ir individualius
$iuolaikinio menininko ir atlikéjo raiskos stilistinius parametrus.

Literataros ir kity Saltiniy apzvalga
Vienas svarbiausiy $io tyrimo $altiniy yra empirinis pasirinkty tradicijy pazini-
mas i$ autentisky tradicijy puoselétoju:

a) flamenko dainavimo (cante jondo) ir $okio studijos ,Funadcion Cristina
Heeren de arte flamenco” Sevilijoje, Ispanijoje (2010-2015);

b) Saynkho Namtchylac (,,Extended voice techniques and old siberian tradi-
tions of singing®) (2017) ir Thomo Clementso (,,Canto difonico®) (2009)
gerklinio dainavimo kursai;

¢) sutartiniy giedojimo praktika Lietuvoje ir karybinis bendradarbiavimas
su sutartiniy giedotojy ansambliais ,, Irys keturiose“ bei ,,Utara"“.

Empirinés informacijos apdorojimui ir sisteminimui tyrime buvo nau-

dojamas platus literataros spektras, kurj paranku suklasifikuoti j dvi grupes:
1) literatara apie balsine raiska ir etnines balsines tradicijas — bendra literattira
apie balsine raigka (a) ir literattra apie tiriamajame darbe analizuojamas etnines
balsines tradicijas (b); 2) teatrologijos, etnomuzikologijos ir kultariniy teorijy
literattra.

Siuolaikinio atlikéjo ir etniniy tradicijy tyrimui aktualiis terminai bei savo-
kos yra analizuojami remiantis $ia literatara: Lichte 2013; 3emioBckuit 2010;
Barba 2004; Assmann 2008; Ambrazevicius 2003, 2008, 2011, 2012, 2014; Cano
& Cristobal 2016, 1994; Manier & Hirst 2008; Mickiené 2016; Baleviciuté 2017;
Abubokirova 1995; Artaud 1999; Barthes 2007; Bauman 2011; Clifford 2006;
Grotowski 2011; Kairitnaité 2015; Levkiyevskaja 1995; Nakiené 2016; Pashina
1995; Pavis 1995; Lévi-Strauss 1979; Sachs 1943; Satkauskyté 2011; Racianaité-
Vy¢iniené 2014; Zarrilli 2010; Winnicot 1989.

Tyrinéjant bendrus balsinés raiskos principus remtasi $ia literatiira: Comandu
2014; Eken 2014; Eidsheim 2008, 2009; Fleming 2004; Heinrich 2011; Linklater
2006; Markovi¢ 2002; Smith 2007; Vestraete 2005; tyrinéjant lietuviy etnine tra-
dicija remtasi $ia literattra: Racitinaité-Vy¢iniené 2000, 2009, 2012, 2014, 2015,
2016; Ambrazevic¢ius 2003, 2008, 2011, 2012, 2014; Nakiené 2016; Slavitnas 1958,
2006; Urbanaviciené 2009; tyrinéjant gerklinj dainavimg remtasi $ia literatiira:
Levin 2006; Cope 2004; Aksenov 1973; Bosson 1964; Hai 1989; Hamayon 1973;
Leothaud 1989; Pegg 1992; Purce 1991; Vietze 1969; Zemp 1991. Literatira apie
flamenko tradicija: Steingress 1991, 1998, 2004; Washabaugh 2005; Arnold 2014;
Caballero 1994; Chicon 1987; Garcia 2008; Lorca 2008, 2016; Merchan 2008;
Pinilla 2012; Rincon 2005. Tyrimo metu sukurto spektaklio ,,Rasy ratas“ (2016)
karybiné strategija rémési estetine indy rasos kategorija, todél tiriamajame darbe
svarbi literataira apie indy tradicija: Tamosaityté 2000, 2001; Bor 2000; Danielou
2014; Leante 2009; Maillard & Pijol 1999; Marchand 2006; Rahaim 2008, 2012;
Sanyal & Widdess 2004.

Tyrimui naudingos medziagos suteiké Zempo Hugo ir Tran Quang Hai do-
kumentinis filmas ,,Song of harmonics® (1989), Carlos Sauros filmai ,, Flamenco*
(1995) ir ,,Flamenco, flamenco” (2010).

Tiriamojo darbo struktiara
Darbg sudaro jvadas, keturi skyriai, i$vados, literataros sarasas ir priedai.
Pirmajame skyriuje, skirtame teorijai, analizuojama $iuolaikinio atlikéjo,
kuris balsu ir per balsa grindzia savo karybine veikla, savoka ir terminai. Re-
miantis Erikos Fischer-Lichte performatyvumo estetikos teorija, aptariamos
pagrindinés $iuolaikinio atlikéjo karybos kategorijos, analizuojama, kaip $ios
kategorijos pasireiSkia balsinéje $iuolaikinio atlikéjo raiskoje ir koreliuoja su
etniniy balsiniy tradicijy raiska. Lietuvoje néra suformuota $iuolaikinio atlikéjo
balsinés raiskos sgvoky bazé, todél isanalizavus balsinés raiskos terminus etninése
tradicijose, $iuolaikiniame teatre, jvairiose muzikinése stilistikose, avangardinés
muzikos srityse, suformuluojamas balso performerio terminas. Analizuojamas
etniniy balsiniy tradicijy potencialas ir atlikimo bei interpretacijos problema.
I$gryninamas bendras abi puses jungiantis vardiklis, tai yra balso tembro trans-
formacijos savoka, kuri tampa viso darbo pagrindine kategorija. Remiantis teatro



antropologijos metodu, skirtu preekspresyvios ir ekspresyvios vaidybos lygmeny
klasifikacijai, sukuriamas metodas darbui su balsu profesionaliu lygmeniu, kurio
pagrindu struktaruojamos kitos tyrimo dalys:

o Balsas ir A$: kalbantis — dainuojantis subjektas.

o Balsas ir Kitas: variacija ir improvizacija.

o Balsas ir Aplinka: vokaliné technika ir interpretacija.

Skyriuje ,,Balsas ir A$: kalbantis - dainuojantis subjektas“ koncentruojama-
sij balsg kaip instrumenta. Nagrinéjami balso tembro fenomenologinis, psicho-
akustinis, etnomuzikologinis ir semiotinis suvokimo diskursai. Remiantis teatro
antropologijos preekspresyvios iSraiskos teorija, jvedama balso preekspresyvumo
savoka ir analizuojama, kokie segmentai suformuoja balso tembro preekspresyvia
iSrai$ka. Analizuojama, kokie procesai vyksta, kai balso tembras yra sgmoningai
transformuojamas kitos etninés tradicijos vokaline technika. Siekiant istyrinéti
balsg kaip instrumentg, jvedama ,,balso kino" sagvoka ir aptariama jo struktara:
aktyvatoriai, vibratoriai ir rezonatoriai bei dikcija.

Skyriuje ,,Balsas ir Kitas: variacija ir improvizacija“, remiantis empirine
tyrimo autorés patirtimi bei antrame skyriuje teorigkai istyrinétais balsinés rais-
kos diskursais, aprasoma, kaip iSgauti, atlikti (to perform) pasirinkty tyrinéjamy
etniniy balsiniy tradicijy - flamenko, gerklinio dainavimo ir sutartiniy - balso
tembro variacija. Siame skyriuje aptariamas kiekvienos tradicijos sociokultirinis
kontekstas kaip ypatingas démuo, padedantis suvokti tam tikrose etninése balsi-
nése tradicijose susiformavusio balso tembro unikaluma bei i$gavimo buda.

Skyriuje ,,Balsas ir Aplinka: vokaliné technika ir interpretacija“ aptariama,
kaip siuolaikinis atlikéjas gali panaudoti balso tembro transformavimo Zzinias ir
jgudzius. Nagrinéjama vokalinés technikos, kosmologinés vizijos ir konteksto
saveika karybinéje veikloje. Kaip pavyzdziai pateikiami tyrimo autorés spektak-
liai: ,Flamenko ir sutartiniy jungtuvés (2015) bei ,,Rasy ratas“ (2016).

Prieduose kaip audiovizualiné tyrimo dalis pateikiamas dokumentinis filmas

»Sutarmenko“ (2016, filmo rezisierius Armas Rudaitis), kuriame pasakojama apie
spektaklio ,,Flamenko ir sutartiniy jungtuvés® (2015) karybinj procesa, vykusj
Lietuvoje ir Ispanijos pietuose (Andalazijoje, Sevilijoje). Dokumentuojamas ir
pristatomas sociokultarinis flamenko ir sutartiniy tradicijy dabarties kontekstas.
Autentiski spektaklio dalyviy pasakojimai atskleidzia abi tradicijas ir patirtis,
gimusias susitikus skirtingoms kultaroms.

Taip pat prieduose atskirai pateikiamas platesnis nagrinéjamy tradicijy profilis:

Nr. I: Sutartinés - Sokantys balsai: interviu-diskusija su prof. habil. dr. Daiva

Vy¢iniene.

Nr. 2: Rezonuojantis khoomei kiinas: fenomenas ir konceptualizacija.

Nr. 3: Flamenkas — dainuojantis kiinas: nuo subkulttiros iki pasaulio muzikos.

Nr. 4: Pagrindiniai estetinés indy rasos teorijos aspektai kultarinio ir meninio

modeliavimo kontekste.

1. PAGRINDINES SIUOLAIKINIO ATLIKEJO IR
ETNINIU BALSINIU TRADICIJU RAISKOS KATEGORIJOS

Siuolaikinio atlikéjo, vokalisto ar aktoriaus balsiné raiska moderniuose kiriniuo-
se ar performansuose pasizymi jvairiausia balsine rai$ka, vokaliniais efektais ir
imantrybémis - glissando, $tk¢iojimu, $nabzdéjimu, patimu j mikrofona, cypimu
ir pan. Atidziau pazvelge suvoksime, jog $i balsinés raiskos jvairoveé gladi etninése
tradicijose, o ritualo bei apeigy metu naudojama balsiné rai$ka (riksmas, $nabz-
desys, gyvany balsy pamégdziojimas, raudojimas, opozicija tyla-triuk$mas ir kt.)
turi savo apibrézta funkcija. Siuolaikinio atlikéjo — kiiréjo sampratoje tie patys
balsinés raiskos modeliai turi kita tikslg ir funkcija, o gal jie sutampa? Etniné
tradicija ir $iuolaikinio menininko veikla egzistuoja tame paciame laike ir toje
pacioje sociokultarinéje erdvéje, tad iskeliamas klausimas - kuo skiriasi ir kuo
panasus $iuolaikinés ir etninés balsinés raiskos principai bei suvokimas?

1.1. Siuolaikinio atlikéjo balsinés raiskos diskursas

1.1.1. Kaniskumas - garsiskumas - erdviskumas

Siame skyriuje aptariamas $iuolaikinio atlikéjo statusas, kuris pasikeité XX a.
7-ajame de$imtmetyje jvykus performatyviam laziui. Sio lazio metu svar-
biausia tapo atlikéjo asmenybeé ir pats atlikimas, pasirei$kiantis vadinamuoju
performatyvaus medziagiskumo karimu. Remiantis Erikos Fischer-Lichte
performatyvumo estetikos teorija (Lichte 2013), $iame skyriuje analizuojamos
ir aptariamos $iuolaikinio performatyvaus medziagi$kumo karimo kategorijos:
kaniskumas - erdviskumas - garsiSkumas. Tyrinéjama, kaip $ios kategorijos
pasireiskia balsu ir per balsg. Prieinama i$vada, kad balsiné raiska yra susijusi
su visomis Siuolaikinio atlikéjo performatyvaus medziagiskumo karimo kate-
gorijomis ir gali funkcionuoti kaip savarankiska raiskos forma.

1.1.2. Transformacija balsu ir per balsg

Atsizvelgiant j tai, kad pagrindiné Siuolaikinio atlikéjo performatyvumo estetikos

kategorija yra transformacija, $iame skyriuje palyginama balso ir kiino transfor-
macijos specifika. I$siaiskinama, kad balsiné transformacija yra sukuriama per
kaniska transformacija ir, atvirksciai, kiino transformacijos keicia balsa, taciau

balsinés transformacijos ir radikalesniuose performansuose vykstancios kino

transformacijos i§ esmés skiriasi. Balsu sukuriama transformacija nezaloja kiino

ir visada sugrjzta j pradine forma, o radikalesniuose performansuose kiinas yra

tiesiogiai Zalojamas ar net taikoma medicininé invazija, galinti ir negrjztamai

pakeisti menininko kiing. Siame skyriuje taip pat yra aptariami performatyvaus

luzio metu jvyke poky¢iai balsinés raiSkos srityje: balsas — kalbantis ir dainuo-
jantis — nustoja suprantamai artikuliuoti ir pereina j riksma, aukstus garsus,
juoka, dejavima, iSkraipyma ir kt.; pasitelkiamos elektroninés medijos padaugina,



i$skaido ir kitaip transformuoja balsg. Aptariami $iuolaikiniai menininkai, balsu
kuriantys performatyvy medziagiskuma pasaulio ir Lietuvos kontekste. Iskeliama
tokj menininkg jvardijancio lietuvisko termino problema.

1.1.3. Balso performerio (BP) termino pristatymas ir analizé

Sio tyrimo subjektas yra $iuolaikinis menininkas - aktorius, dainininkas, per-
formeris, naudojantis pacias jvairiausias balso tembro transformacijos formas:
vokaline technika, kalba, onomatopéjas, emocing ekspresija, iSorinius akustinius
ir technologinius objektus ir kt. Jis perZengia dainininko, vokalisto, giedotojo,
garso menininko sgvoky ribas ir apima platesne raiskos skale, kur svarbios visos
atlikimo kategorijos, todél $iame skyriuje analizuojamas tokj menininkg ir $io
tyrimo subjektg apibudinantis terminas. Aptariama balsiné raiska ir etniniy
tradicijy, jvairiy muzikiniy stiliy atlikéjai, ieSkoma atitikmens garso menininky
ir instrumentalisty srityje bei teatro terminologijoje. Gvildenamas skirtumas tarp
liaudies dainy atlikéjo ir dainininko. Prieinama i$vada, kad $iuolaikinj meni-
ninka, balsu kuriantj performatyvy medziagiskuma, galima vadinti $iuolaikiniu
dainininku, vokalistu, giedotoju, garso menininku ir kt., bet tiksliausiai $iame
darbe aptariamas menininkas ir tyrimo subjektas gali buti jvardijamas balso
performerio (BP) savoka.

1.1.4. Balso performerio apraiskos lietuviy kompozitoriy kiryboje

XX a. 7-ojo desimtmecio pabaigoje - 8-ajame desimtmetyje

Siame skyriuje analizuojami balsinés raiskos sampratos poky¢iai lietuviy kom-
pozitoriy karyboje XX a. 7-ojo deSimtmecio pabaigoje - 8-ajame desimtmetyje
vykstant performatyviam liiziui. Tyrinéjami Broniaus Kutavi¢iaus, Sariino Nako,
Felikso Bajoro, Antano Rekasiaus, Vytauto Lauruso ir kt. kompozitoriy vokaliniai
kariniai. Analizuojama vokalinés raiSkos specifika ir $io periodo sociokultarinio
konteksto jtaka jy kiirybos charakteristikai.

1.2. Etninés tradicijos ir BP atlikimo kategorijos: panasumai ir skirtumai
Aptariant etniniy tradicijy ir $iuolaikinio menininko atlikimo kategorijas,
siekiama i$siaiSkinti, kokie etninés tradicijos stiliai yra artimiausi $iuolaikinio
atlikéjo raigkai.

1.2.1. Santykis su laiku ir laikmena

Siame skyriuje iSsamiai aptariamos etninés tradicijos kiriniy kalbinés ir rasytinés

transmisijos formos. I$ryskinami pirminio ir antrinio orali$kumo budu perduo-
damo karinio transformacijos ypatumai. Perimant karinj antrinio orali$kumo

badu, t. y. i§ vaizdo ir garso jrasy, prarandamas improvizacinis etninés tradicijos

lygmuo, o tiesioginis etninés tradicijos perdavimas suteikia laisve interpretacijai.
Isitikinama, kad karinio transformavimas j skirtingas laiko ir Zenkly sistemas
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keicia patj karinj. Tai jvyksta todél, kad rasytiné laiko ir zenkly sistema neper-
duoda karinio atlikimo visumos, kuria etnomuzikologas Izalijus Zemcovskis
jvardija artikuliacijos savoka (3emmoBckmit 2010).

Siuolaikinio meno santykis su laiku skiriasi tuo, kad svarbus yra momentinis
atlikimas, kurio nesiekiama pakartoti. Laikiskumas yra savotiskas performaty-
vaus meno tvarkos principas, per kurj nuolat kinta kaniskumo, garsiskumo ir
erdviskumo santykis. Cia svarbiis yra laiko rémai, kuriuose vyksta veiksmas ir
ritmas, kuriamas kartojimo ir nukrypimo.

Aptarus etninés tradicijos ir BP santykj su laiku, paaiskéjo, kad etniné tra-
dicija yra perduodama i§ kartos i kartg ir egzistuoja jvairiose laiko sistemose,
o performatyvaus medziagiskumo karimas yra momento menas - jis i$nyksta
pasibaigus atlikimui. Tam, kad performanso metu sukurtu kariniu baty ga-
lima disponuoti, vyksma butina dokumentuoti ir transformuoti kity medijy
priemonémis, paverciant jj vaizdo, garso jrasu ar kita laikmena. Vaizdo ir garso
jradai, t. y. elektroniné laikmena, yra savotiska etnines tradicijas (kaip antrinio
oraliSkumo priemoné) ir Siuolaikinj karéja jungianti sistema.

1.2.2. Artikuliacija ir atlikimo visumos samprata

Tiek etninése tradicijose, tiek Siuolaikinio menininko karyboje vienas svarbiausiy
aspekty yra atlikimo visuma, aprépianti ne tik muzikos ar kalbos, bet ir elgesio
kategorijas. Etnomuzikologo Zemcovskio jvestas artikuliacijos terminas apreé-
pia psichologiskai organisky ir konkreciy israiskos priemoniy — garso aukscio,
tempo ir ritmo, balso tembro ir registro, atlikimo plastikos ir $okio — visuma
tam tikrame konkre¢iame muzikavime. Atlikimo visumos samprata etninése
tradicijose yra palyginama su $iuolaikinio menininko raiskos kategorijomis.
I$siaiSkinama, kad etninése tradicijose naudojama artikuliacijos savoka, kaip
esminis tam tikros tradicijos Zenklas, yra Siuolaikinio atlikéjo kuriamo perfor-
matyvaus medziagiskumo analogas, kur svarbiausias yra fenomenalus atlikéjo
kanas. Artikuliacijos sampratg etninése tradicijose galima transformuoti j
$iuolaikinio atlikéjo savoky sistema, o:

o konkrecius Zodinés tradicijos muzikavimo rémus jvardyti kaip laikiskuma;

« atlikimo plastikos visuma etninése tradicijose galima palyginti su kanis-

kumo kategorija;

« etninés tradicijos Sokio visuma gali bati jvardyta kaip Siuolaikinio atlikéjo

erdviskumo kategorija;

o garso aukscio, tempo ir ritmo, balso tembro bei registro segmentai zodi-

nése tradicijose atitinka garsiSkumo kategorijos esme.

Daroma i$vada, kad siekdamas balsinés raiskos jvairovés $iuolaikinis atlikéjas
gali samoningai perimti etniniy tradicijy artikuliacija ir taip i$plésti kaniskumo,
erdviskumo ir garsiskumo kategorijas savo karyboje. Pateikiami sutartiniy, fla-
menko ir gerklinio dainavimo artikuliaciniy ypatumy pavyzdziai.
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1.2.3. Santykis su aplinka: grjztamojo rysio kilpa ir pabaigos charakteristika

Iki performatyvaus lazio Ziarovas ir atlikéjas badavo skirtingose erdvése, ir bet

kokie Zitirovy sukeliami trikdziai spektaklio metu buvo nepageidaujami. Perfor-
matyvaus lazio metu $is zitrovy ir atlikéjy santykis i§ esmés pasikeité, nes zitrovy
ir karéjy kaniskas buvimas drauge virto karybinio proceso dalimi ir meninio

vyksmo medziaga. Zitirovy jsitraukimas j veiksma buvo itin pageidaujamas, nes

tokiu budu susikuria autoreferentiné griztamojo rysio kilpa - vienas pagrindiniy

performatyvaus lazio bruozy, kitaip dar vadinamas interaktyvumu. Etninése

balsinése tradicijose interaktyvumas siejamas su kanono ir improvizacijos sgvo-
komis, kai i$orinis trikdis - kitas muzikantas, Sokéjas ar net atsitiktinai j vyksma

jsitraukes Zmogus - keicia patj atlikimg, bet grieztuose kanono rémuose.

Siame skyriuje i§samiai aptariama autoreferentiné griztamojo rysio sistema
kaip $iuolaikinio menininko santykis su aplinka: aktoriy ir zitrovy pasikeiti-
mas vaidmenimis, bendruomenés sukiirimas ir kt. Toliau tyrinéjamas etniniy
tradicijy santykis su iSoriniu trikdziu ir pabaigos suvokimas atliekant karinj
buitinéje aplinkoje, ritualo metu ar sgmoningai organizuotoje meninéje erdvéje.
Sis tyrimas atskleidé, kad atlikimo erdvé keicia artikuliacing jtampa, reakcija i
iSorinj trikdj ir nulemia karinio pabaiga. Daznai Siuolaikiniai performansai
negali numatyti pabaigos, nes veiksmo eiga priklauso nuo zitirovo ir jo reakcijy.
Panasiai vyksta ir ritualo metu, kai bendruomené vienaip ar kitaip jsitraukia j
apeigas ar ritualg.

Palyginus etninés tradicijos ir $iuolaikinio atlikéjo raiSkos kategorijas isaiskéjo,
kad $iuolaikinio meno principai ir balsiné raiSka yra artimiausi etniniy tradicijy
ritualiniams ir i§ apeigy kilusiems stiliams, o pagrindinis abi puses jungiantis
$io tyrimo vardiklis yra balso tembro transformacijos.

1.3. Etninés balsinés tradicijos BP kiirybinése erdvése

1.3.1. Etnineés tradicijos: balsinés raiskos jvairovés ir giliausiy atminties
sluoksniy saugykla

Siekiant i$sigryninti, kokias $iuolaikinio atlikéjo problemas gali padéti spresti
komunikacija su etninémis tradicijomis, $iame skyriuje aptariama etninése
tradicijose egzistuojanti balsinés raiskos jvairoveé:

o balso technika - $aiksniai, riksmai, raudos, klegesiai; balsas ir kvépavimas;
deklamavimas, melodeklamacija, giedojimas, kaukimas, ¢iulbéjimas; balso
registrai;

« Dbalso spalvos ir tembras: $nabzdesiai; melizmatika; balsas ir instrumen-
tas — dainavimas j instrumentg ir instrumento imitacija; harmoniky
iSgavimas;

« balsiné polifonija ir heterofonija; aidas ir dubliavimas; burdonas ir ostinato;
lygiagretus, jstrizas ir prieSpriesinis dviejy balsy judéjimas; kontrapunktas
ir jvairios technikos deriniai.
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Taip pat $iame skyriuje aptariamas kultarinés atminties klausimas. I§siaiSkina-
ma, kad giliausi identiteto sluoksniai yra susij¢ su ritualine* atmintimi. Kadangi
dauguma etniniy tradicijy yra grjstos ritualiSkumu, jy tyrinéjimai ir praktika
leidZia prisiliesti prie giliausiy atminties sluoksniy ir gali padéti sprendziant
$iuolaikinio karéjo tapatybés bei originalumo klausima.

1.3.2. Etniniy tradicijy atsinaujinimo problema ir interpretacija

Siame skyriuje analizuojama, kaip $iuolaikinis atlikéjas gali padéti spresti etninés
tradicijos atsinaujinimo problemg. Tam, kad etniné tradicija galéty atsinaujinti
$iuolaikiniame pasaulyje, reikia skirti démesj ne tik jos i§saugojimui, bet ir inter-
pretacijai. Siuolaikinis menininkas gali suteikti etninei tradicijai naujas egzistavimo
formas ir erdves, taciau privalo suvokti kintamus ir nekintamus etninés tradicijos
segmentus ir interpretuoti nepazeisdamas jy kody. Tai ypac aktualu lietuviy etninei
tradicijai, nes kitoms $iame darbe tyrinéjamoms tradicijoms - flamenko ir gerkli-
niam dainavimui - iSkyla kitokie i$§akiai, susije su jy pasauliniu populiarumu.

1.3.3. Balsinés raiskos lygmenys
Atsizvelgiant j tai, kad etniniy tradicijy ir $iuolaikinio menininko balsine raiska
vienija balso tembro transformacijos, $iame skyriuje, remiantis Eugenio Barbaos
(Barba 2004) teatro antropologijos metodu, skirtu preekspresyvios ir ekspresyvios
vaidybos lygmeny klasifikacijai, siekiama i$siaiskinti transformacijos kategorijos
vietg $ioje sistemoje. Aptarus preekspresyvios ir ekspresyvios vaidybos meno
lygmenis, i$siaiskinama, kad kano transformacija yra virtuozinés ekspresyvios
vaidybos lygmens kategorija. Kadangi balsiné transformacija sukuriama per
kaniska transformacija ir, atvirkséiai, kiino transformacijos keicia balsa, svarbu
etniniy tradicijy ir BP balsine raiska tyrinéti virtuozinés ekspresyvios israiskos
lygmeniu. Siam tikslui sukuriamas balso lavinimo metodas ir igskiriami trys
balsinés raiskos lygmenys, pagal kuriuos struktiruojamas tolesnis tyrimas:

o Balsas ir As: kalbantis — dainuojantis subjektas.

o Balsas ir Kitas: variacija ir improvizacija.

o Balsas ir Aplinka: vokaliné technika ir kosmologiné vizija.

2. BALSAS IR AS:
KALBANTIS - DAINUOJANTIS SUBJEKTAS

2.1. Balso tembro suvokimo diskursai

Sis skyrius yra savotigkos balso tembro kiirybinés dirbtuvés, kuriy tikslas yra
i8siaiskinti, kokie praktiniai désniai yra budingi balso tembro suvokimui, iden-
tifikavimui ir transformacijai.

* Angl. procedural memory.
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2.1.1. Fenomenologinis diskursas: transformacija

Siame skyriuje iSanalizuojami ir sustruktaruojami pagrindiniai balso fenomeno
bruozai, skiriantys ji nuo muzikos instrumento ir gyvany balsy: emocijos ir
kultaros, muzikos ir kalbos susitikimo vieta; instrumentas ir instrumentalis-
tas viename, turintis styginio, pu¢iamojo ir musamojo instrumento bruozy;
archajiskumo ir modernumo sankirta. Isskiriama balso fenomeno savybé, is
esmés skirianti jj nuo muzikos instrumenty, t. y. gebéjimas transformuoti
balso tembra.

2.1.2. Psichoakustinis diskursas: ataka, formanté, vibrato

Siame skyriuje i$samiai analizuojami svarbiausi psichoakustiniai balso tembro
atpazinimo parametrai: ataka ir tilimas, formanté bei vibrato. Kiekvienam
individualiam Zmogui ir atskiroms kultaroms yra badingos individualios apta-
riamy psichoakustiniy parametry variacijos. Pateikiami pavyzdziai, kaip Siuos
parametrus galima sgmoningai kontroliuoti ir pritaikyti praktikoje.

2.1.3. Etnomuzikologinis diskursas: ,balso kaukeés“ koncepcija
Siame skyriuje i$siaiskinama, kad etninése balsinése tradicijose balso tembras ir
specifinis jo iSgavimo budas yra esminis etninés tradicijos Zenklas, perduodantis
Zinig apie jos kilme. Samoningas balso tembro keitimas naudojant tam tikrg
technika etninése tradicijose tampa nekasdienisko pasaulio zenklu, savotiska
»balso kauke®, kuri ,,uzsidedama® ritualo ar apeigy metu tam, kad baty galima
susi$nekéti su kitu pasauliu ir likti neatpazintam. Susisteminama, kaip galima
uzsidéti ,,balso kauke®:
« imituojant aplinkos garsus — paukscius, gamtos stichijas ir kt.;
« naudojant iSorinj akustinj arba technologinj objekta — kriaukle, bagna,
mikrofong ar kt.;
« naudojant kiing kaip perkusinj instrumentg - virpinant pagurklj, musant
ranka j kratine ir pan.;
« naudojant vokaline technika.

2.2. Balso tembro preekspresyvumas: kultiirinis artefaktas

Pagrindinis $io skyriaus klausimas - ka slepia ,,balso kaukeé, kaip vyksta balso
tembro transformacija? Remiantis teatro antropologijos metodu, pasinaudojama
balso tembro preekspresyvumo terminu ir daroma i$vada, kad balso tembro
transformacija vyksta preekspresyvaus balso tembro pagrindu. Anot Barbaos,
preekspresyvi iSrai$ka yra susijusi su trimis aspektais: atlikéjo asmenybe, kon-
tekstu ir persikanijimu. Siekiant suvokti preekspresyvaus balso tembro veikimo
principus, Barbaos jvardyti segmentai yra pritaikomi balsinei raiskai. I$siaigki-
nama, kad nuolatinis samoningas ir pasagmoninis balso tembro lavinimas virsta
jkanytomis ziniomis ir kei¢ia balso tembro preekspresyvios raiskos lygmen;.
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Samoningai jkiinytomis Ziniomis atlikéjas gali manipuliuoti ekspresyvios balsinés
rai$kos lygmeniu ir panaudoti jas konkrecioje karybinéje situacijoje.

2.2.1. Preekspresyvaus balso tembro transformacija: sociokultiiriné balso

tembro variacija

Siame skyriuje aptariamas preekspresyvaus balso tembro ir jo transformacijos
tarpusavio rysys. Issiaiskinama, kad balso tembro transformacija yra ne tik kul-
tariné, bet ir socialiné preekspresyvaus balso tembro variacija, todél ja galima
vadinti sociokultirine balso tembro variacija.

2.3. Balso kiino savoka

Siekiant racionalaus balso tembro suvokimo ir samoningo balsinés raiskos
technikos valdymo, Siame skyriuje jtraukiama balso kino sagvoka. Remiantis
muzikologés, dainininkeés, kompozitorés ir filosofés Ninos Eidsheim tyrinéjimais
(Eidsheim 2008, 2009), aptariami praktiniai balso kiino veikimo principai.

2.3.1. Aktyvatoriai, vibratoriai, rezonatoriai

Siame skyriuje aptariama balso organo, kuris i$gauna garsa, struktiira ir veikimo
principai. Balso organg sudaro aktyvatoriai (kvépavimo sistema), vibratoriai
(balso klostés) ir rezonatoriai (rezonatoriy sistema). Pateikiami tyrimo autorés
pratimai $ios sistemos lavinimui.

2.3.2. Kalbos ir garso santykis: jtampa ir pasikeitimas vaidmenimis

Siame skyriuje aptariamas kalbos ir garso, kurj i$gauna balso organas, tarpusa-
vio santykis. Kalba i$baigia balso kaing ir sukuria sintaksinj bei tembrinj balso
tembro reljefa. Transformuojant balso tembrg ir kylant artikuliacinei jtampai,
kalbos ir garso santykis kinta: garsas gali atsiskirti nuo kalbos ir perteikti kitokia,
ne sintaksine, raiSkos prasme.

2.3.3. Trumpas semiotinis balsinés raiskos diskursas

Sis trumpas semiotinis diskursas nukreipia Zvilgsnij j kiiniska atlikimg ir kitrinio
prasmiy atsivérimg per balso tembra, intonacijas, pauzes ir kitg neverbaline
rai$ka. Kontempliuojama, kodél atliekant tg patj karinj vienu atveju sukuriama
nauja karinio realybé, o kitu atveju tik konstatuojamas to paties muzikinio,
literatarinio ar kitokio karinio tekstas.

Apibendrinama balso kiino sgvoka ir daroma i$vada, kad balso tembro skam-
béjimo visumg i§gauna balso kanas, kuris yra integruotas fiziniame kane, tad jy
atskirti nejmanoma, ta¢iau galima suvokti ir jvardyti balso kiano ir fizinio kiino
tarpusavio sgveikos principus. Perimant etniniy tradicijy vokalinés technikos
zinias, reikia suvokti sociokultarinj tradicijos konteksta ir jvaldyti pagrindinius
tarpusavyje susijusius artikuliacijos (i$raiSkos visumos) elementus:
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o raiSkos plastikg,

« kokie specifiniai balso kano veikimo principai yra budingi konkreciai
tradicijai,

« kaip i§gaunami ir formuojami psichoakustiniai balso tembro parametrai:
ataka, formantés, vibrato.

3. BALSAS IR KITAS:
VARIACIJA IR IMPROVIZACIJA

Siame skyriuje aptariama etniniy tradicijy interpretacijos problema. Daroma
i$vada, kad kiekviena tradicija turi kintamus ir nekintamus i$raiskos elementus.
Kintami elementai sudaro erdve improvizacijai, o nekintami elementai yra erdvé
variacijai. Specifinis balso tembras etninéje tradicijoje yra nekintamas elementas,
atpazinimo kodas, taciau turi erdve variacijoms. Dél $ios priezasties tam tikros
tradicijos balso tembro i§gavimo budg galima pritaikyti Siuolaikinio atlikéjo
karybinéje erdvéje, kuris pasireiks ne kaip konkreti tradicijos visuma, o kaip
balso tembro sociokultariné variacija. Toks santykis su etninémis balsinémis
tradicijomis gali i$plésti $iuolaikinio atlikéjo balsinés raiskos galimybes ir suteikti
naujas etninés tradicijos variacijos formas. Toliau aptariamos ir palyginamos
specifinés sutartiniy, flamenko ir gerklinio dainavimo tradicijy tembrinés cha-
rakteristikos bei praktiniai raiskos budai.

3.1. Sutartinés - Sokantys balsai

Siame skyriuje iSry$kinamas ir aptariamas pagrindinis sutartiniy giedojimo
tembrinis aspektas — balsy susimusimas, kaip sutarimo, suderéjimo ir socialinio
bendravimo i$radimas.

3.2. Gerklinis dainavimas - rezonuojantis kiinas

Tai balso tembro menas, paremtas sgmoningu natiraliy balso obertony ir har-
moniky sustiprinimu. Balsas, burna, lapos, dantys, gomurys, gerklé, liezuvis,
plaudiai ir diafragma padeda i$gauti tembrinius efektus difoninio, obertoninio
ir subtoninio dainavimo budu ir i$mokti atskirti savo psichofizine biseng nuo
aplinkos.

3.3. Flamenkas - dainuojantis kiinas

Svarbiausias cante jondo tembrinis aspektas yra quejio — savotiskas paverksleni-
mas, perduodantis socialinj ,,andaltzijos atstumtyjy“ skausma dainininko kino
raumenimis ir nervais.
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4. BALSAS IR APLINKA:
VOKALINE TECHNIKA IR INTERPRETACIJA

Aptarus ir palyginus cante jondo, khoomei ir sutartiniy vokalines technikas, nu-
rodoma, kaip i$gauti tam tikrg balso tembra, sukurti scening energija ir uzsidéti
savotiska cante jondo, khoomei ar sutartinés ,,balso kauke*, ta¢iau iskyla klausimas,
kaip jprasminti jgyta technika? Siam tikslui aptariamas pats atlikimo aktas, ku-
riame yra svarbus du veiksniai: technika ir kosmologiné vizija. Daroma i$vada,
kad jvaldytos technikos prasmé atsiveria tam tikrame kontekste, todél naudojant
kity etniniy tradicijy vokaline technika reikia atkreipti démesj tiek j konteksta,
kuriame ji susiformavo, tiek j konteksta, kuriame ji yra interpretuojama.

4.1. Etninés tradicijos meninio modeliavimo kontekste

Siame skyriuje pristatomi tyrimo autorés sukurti spektakliai ,, Flamenko ir sutar-
tiniy jungtuvés® (2015), ,Rasy ratas“ (2016), dokumentinis filmas ,,Sutarmenko®
(2016, rez. Armas Rudaitis).

ISVADOS

1. Atsizvelgiant j Erikos Fischer-Lichte (Lichte 2013) performatyvumo estetikos

teorijoje i$déstytus Siuolaikinio atlikéjo (menininko) performatyvaus sceninio

medziagis$kumo karimo principus, i$siaiskinta, kad pagrindiné $iuolaikinio

atlikéjo kategorija yra transformacija. Trys performatyvaus medziagisSkumo

karimo segmentai — kiniskumas, erdviskumas, laikiskumas - transformuojasi

per pasikartojantj ritma ir nukrypimus nuo jo tam tikrame laike. Balsiné transfor-
macija sukuriama per kainiska transformacija ir, atvirksciai, kiino transformacijos

kei¢ia balsg, ta¢iau balsinés transformacijos ir radikalesniuose performansuose

vykstancios kino transformacijos (pvz., plastiné operacija, burnos uzsisiuvimas

ar Abramovi¢ zalojimasis skutimosi peiliuku) i§ esmés skiriasi. Balsu sukuriama

transformacija nezaloja kuno ir visada sugrjZta j pradine forma, o atlikéjo — me-
nininko - balsiné raiska turi galig savarankiskai kurti kiiniskumo, garsiskumo

ir erdviskumo dimensijas tam tikrame laike.

2. Siuolaikinio atlikéjo performatyvaus medziagiskumo kategorijos - kiinis-
kumas, erdvi$kumas ir garsiSkumas, apibréziancios siuolaikinio atlikimo visuma,
etninése balsinése tradicijose yra apibudinamos artikuliacijos sagvoka. Etno-
muzikologo Izalijaus Zemcovskio (3emuosckuit 2010) vartojama artikuliacijos
sgvoka yra etnine tradicijg apibudinantis identifikavimo zenklas. Artikuliacija
yra ne tik tarimo, bet ir elgesio kategorija, aprépianti Zodinés tradicijos atlikimo
visuma. Atsizvelgiant j tai, kad etninése tradicijose ir $iuolaikiniame atlikime
svarbiausias yra fenomenalus atlikéjo kiinas, artikuliacijos segmentus galima
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transformuoti j $iuolaikinio atlikéjo, kuriancio performatyvy medziagiskuma,
sgvoky sistema:

o konkrecius zodinés tradicijos muzikavimo rémus jvardyti kaip laikiSkuma;

« atlikimo plastikos visuma etninése tradicijose galima palyginti su kanis-

kumo kategorija;

« etninés tradicijos Sokio visuma gali bati jvardyta kaip Siuolaikinio atlikéjo

erdviskumo kategorijos analogas;

« garso aukscio, tempo ir ritmo, balso tembro bei registro segmentai zodi-

nése tradicijose atitinka garsiskumo kategorijos esme.

3. Siuolaikinis atlikéjas, balsu kuriantis performatyvy medziagiskuma, per-
zengia dainininko, vokalisto, giedotojo, garso menininko savoky ribas ir apima
platesne raiskos skale, kur svarbios visos atlikimo kategorijos, todél ji galima
vadinti $iuolaikiniu dainininku, vokalistu, giedotoju, garso menininku ir kt.,
bet tiksliausiai $iame darbe aptariamas menininkas ir tyrimo subjektas gali bati
jvardijamas balso performerio sagvoka.

4. Siuolaikinio meno principai ir balsiné raidka yra artimiausi etniniy tradicijy
ritualiniams ir i§ apeigy kilusiems stiliams. Lygiai taip pat kaip ir $iuolaikinio
menininko karyboje, ritualiniuose ir i§ apeigy kilusiuose etninés tradicijos
stiliuose pagrindiné karybos kategorija yra balso tembro transformacija, todél
bendru abiejy tyrinéjamy balsinés raiskos pusiy vardikliu galima jvardyti balso
tembro transformacijas. I§ ritualy ir apeigy kile etninés tradicijos stiliai yra ne
tik balsinés raikos jvairovés $altinis, jie taip pat siejasi su giliausiais kultarinés
atminties klodais, todél jy tyrinéjimas leidzia prisiliesti prie giliausiy atminties
sluoksniy ir gali padéti sprendziant ne vien $iuolaikinio atlikéjo balsinés raiskos
jvairovés klausima, bet ir tapatybés bei originalumo problemas. Remdamasis
etninémis tradicijomis, $iuolaikinis atlikéjas gali praplésti balsinés raiskos
galimybes antrinés artikuliacijos budu, t. y. sgmoningai perimti etnine balsine
tradicijg i$ tam tikros tradicijos teséju (puoselétoju). Perimant etnine tradicija
i§ garso ir vaizdo jrasy, neperduodama etninés tradicijos visuma, todél praran-
damas improvizacinis etninés tradicijos lygmuo.

5. Aptarus balso tembro sampratg etninése tradicijose isaiskéjo, kad spe-
cifinis balso tembro i§gavimas yra etninés balsinés tradicijos identifikavimo
kodas, perduodantis zinig apie etninés tradicijos kilme. Ityrinéjus ir palyginus
pasirinktas etnines tradicijas iSaiskéjo, kad sutartiniy giedojimo pagrindinis
tembrinis aspektas yra balsy susimusimas; flamenko tradicijos - quejio terminu
vadinamas cante jondo dainavimui budingas savotiskas ,,paverkslenimas®; gerkli-
nis dainavimas yra paremtas balso tembro variacijomis, kurios yra i§gaunamos
obertoninio, subtoninio ir difoninio dainavimo budais.

6. Aptarus balso tembro sgvoka psichoakustiniu aspektu prieita i§vada, kad
galima i$skirti dvi balso tembro prasmes - tapatumo ir kokybés. Kalbéjimo ar
dainavimo kontekste balso tembras zZymi balso aspektus, padedancius atskirti
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vieng balsg nuo kito, juos atpazinti ir suvokti sakomo ar dainuojamo teksto
prasme. Psichoakustiniy eksperimenty kontekste jis Zymi elementarig garso
kokybe - greta balso aukscio, trukmeés ir garsumo.

Ataka bei tilimas, formantés ir vibrato yra svarbus psichoakustiniai balso
tembro identifikavimo ir kokybés parametrai. Ivairiose tradicijose Sie paramet-
rai skiriasi, todél perimant kitos tradicijos balsinés raiskos technika svarbu
atkreipti démesj, kaip i§gaunamos ir formuojamos $ios psichoakustinés balso
tembro dimensijos:

« Vienas svarbiausiy balso identifikavimo parametry yra ataka. Pabaiga néra
tokia svarbi, taciau jvairiose etninése tradicijose santykis su garso pabaiga
yra skirtingas, todél visai nekreipti démesio j tylimg nereikéty. Pagal tai,
per kiek laiko atakos virpesiy amplitudé pasiekia maksimumga, psicho-
akustiniu pozitriu atakos yra skirstomos j dvi rasis - kietg ir minksta.

« Formantés. Balso tembrui yra svarbu, kurioje burnos ertmés vietoje ir ko-
kiame aukstyje formuojama kalba ar specifiniai konkre¢iam balso tembrui
budingi skiemenys. Fonetinis balso tembras yra dvimatis ir atspindi balsio
pakilima ir eile (priesakinés ir uzpakalinés eilés balsis). Balsio pakilimas
ir eilé suformuoja balso tako rezonansa, vadinamg formante. Paprastai
balsas turi apie penkias formantes. Kiekvienam individualiam Zmogui
ir atskiroms kultaroms yra badingos charakterinés formanciy variacijos.
Dainavimo metu pasikeitus gerkly padéciai, atsiveria papildoma formanteé,
vadinama dainininko formante®, todél ypac svarbu atkreipti démesj i
gerkly padétj konkrecioje vokalinéje tradicijoje.

« Vibrato yra vienas i§ balso tembro parametry, kuriuo manipuliuojant
keiciasi ir balso tembro pojatis. Skirtingai vokalinei technikai, jvairioms
etninéms tradicijoms ir kiekvienam individualiam zmogui yra budingi
skirtingi vibrato parametrai.

7. Samoninga ir pasamoniné balso tembro transformacija yra atliekama
preekspresyvaus balso tembro pagrindu. Preekspresyvaus balso tembro sgvoka
tyrime suformuota remiantis teatro antropologo Eugenio Barbaos preekspresy-
vios ir ekspresyvios vaidybos lygmeny klasifikacija (Barba 2004). Atsizvelgiant |
tai, kad preekspresyvy balso tembrg suformuoja socialinis ir kultarinis santykis
su asmenybés bruozais bei prigimtinémis savybémis, prieita i$vada, kad preeks-
presyvus balso tembras yra kultarinis artefaktas, kuris perduoda informacija ne
tik apie prigimtinius atlikéjo asmenybés bruozus (amziy, lytj, socialinj statusa),
bet ir apie sociokultarinj kontekstg, kuriame formavosi asmenybé.

Nuolatinis sgmoningas ir pasamoninis balso tembro lavinimas tampa jka-
nytomis ziniomis, kurios kei¢ia balso tembro preekspresyvios raiskos lygmen;.
Samoningai jkiinytomis Ziniomis atlikéjas gali manipuliuoti ekspresyvios balsinés

5

Angl. singer’s formant.
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raiskos lygmeniu ir panaudoti jas karybinéje situacijoje. Kadangi etninés balsinés
tradicijos, lygiai taip pat kaip ir preekspresyvus balso tembras, yra kultarinis
artefaktas, todél balso tembro transformacija perimant kitos kultaros vokaline
technika visada yra tarpkultirinis procesas.

Remiantis Patriceo Pavis (Pavis 1995) tarpkultariskumo teorija ir praktine
tyrimo autorés patirtimi i$siaiskinta, kad tarpkultrinis procesas turi daug filtry,
todél vyksta tikslinés kultaros® ir kultarinio $altinio” adaptacijos ir supaprastinimo
procesai. Komunikuojancios tradicijos pakinta per $j procesa ir tampa karybi-
némis priemonémis. Menininkas, naudojantis skirtingas etnines tradicijas kaip
karybos priemone, reflektuoja globalaus pasaulio, kuriame nyksta sienos tarp kul-
tary, tendencijas. Ta¢iau tuo pat metu atsiranda ir niveliacijos bei standartizacijos
problemy. Toks kairybinis procesas leidZia samoningai pazvelgti i tarpkultarinius
procesus, siekti skirtingy kultary komunikacijos, o ne asimiliacijos rezultato. Jis
padeda spresti Siuolaikinio menininko ir etninés tradicijos atstovo, gyvenanciy
ir kurianciy viename laike ir vienoje sociokulttringje terpéje, problemas:

o Tarpkultarinis karybinis procesas padeda iplésti $iuolaikinio atlikéjo
balsinés raiskos galimybes ir suvokti savaja kultiirg platesniame kontekste.
Karybinis skirtingy tradicijy sandaros procesas privercia $iuolaikinj me-
nininka atsigrezti, o daznai ir i$ naujo atrasti savaja, tiksline, kultara. Taip
suzadinami giliausi atminties sluoksniai, susij¢ su asmenybés identitetu.
Atsiranda terpé per kurybinj procesa susvelninti identiteto kitimo greitj,
ji »izZeminti® ir paversti originalumo $altiniu.

« Etninés tradicijos atstovas tarpkultarinio karybinio proceso metu susi-
duria su kita kultiira ir kitais atlikimo kontekstais. Sis procesas savotiskai

»supurto” etninés tradicijos atstova, duoda impulsg pasitikrinti, kiek giliai

jis yra jleides $aknis j praktikuojama tradicijg ir kiek gali ,,konkuruoti®
(jtaigos prasme) su $iuolaikine muzikos ir kity meny raiska. Sandaros
procesas privercia permastyti kintamus ir nekintamus, sceninius ir ,,ne-
sceninius® (savireguliacija, tarpusavio dermé ir pan.) etninés tradicijos
elementus ir skatina ne tik etninés tradicijos i§saugojimo, bet ir atsinau-
jinimo procesus.

8. Remiantis mokslininkés Ninos Eidsheim (Eidsheim 2008, 2009) balso
tembro tyrinéjimais, buvo jtraukta ,balso kano* sgvoka. Balso tembro skam-
béjimo visumg i$gauna balso kinas, integruotas fiziniame kine, tad jy atskirti
nejmanoma, ta¢iau galima suvokti ir jvardyti balso kano ir fizinio kano tarpu-
savio sgveikos principus. Balso kinas yra sistema, kurios veikimo procese yra
i$gaunama nedaloma balso tembro skambéjimo visuma.

¢ Angl. target culture.

7 Angl. source culture.

8

Angl. vocal body.
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Balso kiing sudaro balso organas ir dikcija. Balso organo sudedamosios da-
lys — aktyvatoriai (kvépavimo sistema), vibratoriai (balso klostés) ir rezonatoriai
(rezonatoriy sistema) — i$gauna garsa. Garso pagrindu suformuojami skiemenys
pasireiskia kaip kalba. Kalbos funkcija atliekanti dikcija balsémis ir priebalsémis
uzbaigia balso kino sistema.

Remiantis balso kiino, balsinés raiskos preekspresyvumo ir ,balso kaukeés®
sgvokomis, apibendrintas balso tembro transformacijos fenomenas ir prieita
i$vada, kad balso kiino veikimo principai, lygiai taip pat kaip ir aktoriaus preeks-
presyvumas, yra suformuojami asmenybés bruozy, biologiniy atlikéjo savybiy
ir sociokultarinio konteksto. Preekspresyvus balso tembras yra kultarinis arte-
faktas. Sgmoningai lavinant balso tembrg, kinta ir preekspresyvaus balso tembro
lygmuo. Aptarus ,,balso kaukés® ir preekspresyvaus balso tembro tarpusavio rysj
i$aiskéjo, kad balso tembro transformacija yra ne tik kultariné, bet ir socialiné
preekspresyvaus balso tembro variacija, todél balso tembro transformacija galima
vadinti sociokultirine balso tembro variacija. Sgmoningai balso tembras gali
bati transformuojamas jvairiais budais:

« imituojant aplinkos garsus — kito Zmogaus balsg, paukscius, gyviinus, gam-

tos stichijas, muzikos instrumentus ar technologijy i§gaunamus garsus;

« naudojant iSorinj objekta — akustinj arba technologinj;

« naudojant kiing kaip perkusinj instrumentg — virpinant gerklas, musant

ranka j kratine ir pan.;

« mokantis vokalinés technikos.

9. Apibendrinus tyrimo metu atliktas empirines ir teorines analizes, prieita
i$vada, kad, norint i$plésti $iuolaikinio atlikéjo balsinés raiskos galimybes, reikia
jkanyti tam tikros tradicijos vokalinés technikos Zinias, suvokti sociokultirinj
tradicijos konteksta ir jvaldyti pagrindinius tarpusavyje susijusius artikuliacijos
(iSraiskos visumos) elementus:

o kaip veikia fizinis kiinas i$gaunant balso tembrg ir koks specifinis kino

raikos elementas(-ai) yra budingas(-i) konkreciai tradicijai;

o kokie specifiniai balso kino veikimo principai yra budingi konkreciai

tradicijai:

a) balso organo - aktyvatoriy, vibratoriy ir rezonatoriy - veikimo principai;

b) kalba ir fonetika — kaip tariami balsiai ir priebalsiai, kokie skiemenys,
onomatopéjos, Stksniai ar kitokie neloginiai garsy deriniai yra budingi
pasirinktai tradicijai;

o kaip i§gaunami ir formuojami psichoakustiniai balso tembro parametrai:

ataka, formantés, vibrato.
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INTRODUCTION

The theme of the present artistic research is “Transformations of the vocal tim-
bre: the influence of ethnic traditions’ practice on the contemporary performer”
This research is primarily orientated towards a professional contemporary stage
performer - actor, singer or performance artist. However, due to the intercon-
nectedness and communication between the different areas in the world of
contemporary arts as well as the vocal expression entering the spheres of con-
temporary dance, visual art or poetry, this research will also be of interest to the
professionals and non-professionals of other artistic fields.

Research question

Every artist is seeking originality, however, according to Donald Woods Win-
nicott, the English sociologist and psychoanalytic, “it is not possible to be
original except on bases of tradition” (1989: 95-104). This statement suggests
that originality lies within one’s tradition and creates an intriguing opportunity
to look for the mutual connections between the contemporary performer and
the ethnic traditions.

In the global world, the contemporary artist faces the problems of identity
and originality, and, due to the disappearance of ethnic traditions from their
natural environment as well as the changes in the context of sociocultural tra-
dition, the ethnic traditions struggle to renew themselves. The contemporary
artist and the contemporary folklorist live and create at the same time and in the
same sociocultural space, very close to each other, which makes their encounter
unavoidable. So, what kind of communication between them would ensue? Can
the contemporary performer find a solution to the ethnic tradition’s problem of
renewal and, vice versa, can the ethnic tradition slow down the fast mutations
of the performer’s identity, becoming his or her “grounding” force as well as a
source for originality? How can the vocal expression of both, the contemporary
artist and the ethnic traditions, transform these problems, turning them into
a creative product, and become useful in training the future professional stage
performer?

Research object

The object of this research - the transformations of the vocal timbre - is
understood as a special quality of the vocal phenomenon, distinguishing the
voice from other musical instruments. The understanding of the vocal timbre’s
transformations also forms a connection between the contemporary performer
and the ethnic vocal traditions. In the context of the contemporary performer,
the cultural variations of the vocal timbre are researched with the help of three
case studies - sutartinés, flamenco and throat singing:
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a) Sutartinés are viewed as: a true phenomenon of Lithuanian ethnic cul-
ture and a symbol of contemporary Lithuanian national music; a bridge
between the past and the future; an ethnic polyphonic tradition and
Lithuanian minimalism.

b) Flamenco is seen as: an antithesis to Lithuanian character, a transcultural
hybrid! which developed in a completely different sociocultural context
to that of sutartinés; a phenomenon of monodic singing, reflecting emo-
tions directly and openly; an example of the world music which has spread
globally, acquiring various modern forms.

¢) Throat singing is understood as: a reflection of animist-totemic viewpoint;
as the vocal effects achieved through diphonic, overtone and subtone
forms of singing; a particular phenomenon of the vocal expression, dif-
ferent from the traditions of flamenco and sutartinés, the expression of
which has been applied in many modern artistic forms globally.

d) The contemporary expression and modern principles of improvisation
which build on a wide variety of expression as a continuation of the ethnic
traditions (from Meredith Monk to Bjork); and as a continuation of the
Lithuanian ethnic traditions in the works of Lithuanian composers of the
twentieth century (Bronius Kutavicius, Feliksas Bajoras and others).

The aim of the research

While delineating the principles of the vocal communication between the
ethnic traditions and the contemporary performer, the aim of this research is
to investigate how the interplay between the vocal traditions of different ethnic
groups is capable of widening the possibilities of the vocal expression in the
contemporary performer.

The following research tasks were devised to achieve the set aim:

1. To define a contemporary performer whose creative practice is grounded
in the vocal work.

2. To discuss the current status of ethnic tradition.

3. To discern and examine the common denominators of the ethnic and
contemporary performer’s vocal expression.

4. To review the discourses that offer different takes on the vocal timbre
(phenomenology, psychoacoustics, ethnomusicology, anthropology and
semiotics) and identify the possibilities of understanding, training, master-
ing and using the transformation of the vocal timbre in creative work.

Internationally named TRANScultural hybrid: http://www.sibetrans.com/trans/articulo/198/
la-hibridacion-transcultural-como-clave-de-la-formacion-del-nuevo-flamenco-aspectos-
historico-sociologicos-analiticos-y-comparativos.
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5. To develop a theoretical and methodological foundation as well as no-
menclature that can be used in the research of the vocal expression.

6. To investigate and describe the main vocal expression characteristics, vocal
techniques and the nature of their performance in sutartinés, flamenco
and throat singing.

7. In order to demonstrate how the chosen traditions can be interpreted
in the creative work of the contemporary artist, to introduce the follow-
ing performances created by the author of this thesis: Flamenco Meets
Sutartinés, Circle of Rasas and a documentary film Sutarmenko.

Research methods

The author of this research paper conducts her research from the scholarly as
well as artistic/practical perspectives, and, in the process of the research, has ac-
quired a role of the participative observer. Theatre anthropology is used to create
alevelling method for the vocal expression, while phenomenological description
is applied to describe and analyse the author’s empirical experience. The main
object of this research - the transformations of the vocal timbre - is analysed
from the contemporary performer’s point of view, with the help of a comparative
method in order to investigate: a) the contemporary performer and the ethnic
tradition performer; and b) sutartinés, flamenco and throat singing.

Originality and relevance
The transformations of the vocal timbre in various cultural contexts forms a
research environment that is rich with some unique cultural formations. As
a research area, the intercultural processes became especially relevant at the
age of globalisation, where the speed of information is eradicating the borders
between different cultures, and one is able to encounter other ethnic traditions
and their sociocultural context not only theoretically, but also empirically. This
current, seemingly unavoidable, intercultural and intersocial process has both
its advantages and dangers. A deeper theoretical and empirical understanding of
this process as well as its application in the creative sphere are especially relevant,
in order to avoid or mitigate the dangers of assimilation and standardisation.
The literary sources analysing the characteristics and sounding methods of the
vocal timbre in flamenco and throat singing, both of which are examined in this
thesis, can only be found in foreign languages. The author of this research paper is
the first one in Lithuania who has been trained in the traditional singing technique
of cante jondo (flamenco singing) by the direct bearers of this tradition in the An-
dalusian capital of Seville. Her studies in the flamenco region allowed for a direct
encounter not only with the flamenco technique, but also with the sociocultural con-
text of this living tradition. The author trained in the throat singing technique during
Thomas Clements and Sainkho Namtchylac courses in Lithuania and Spain.
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A substantial amount of research has been done on sutartinés in Lithuania,
including publications by Daiva Racianaité-Vy¢iniené. However, contrary to
the context used by Racitnaité-Vy¢iniené to discuss the sounding method of
the vocal timbre in sutartinés, the present research highlights this sounding
method by comparing it to the corresponding characteristics of the unique vocal
traditions in other cultures, namely flamenco and throat singing. Such approach
allows one to crystallise not only the sounding of the vocal timbre in Lithuanian
sutartinés, seen as a national symbol, but also some of their performance rules
which should not be altered through a modern interpretation.

The theme of the vocal timbre and, more generally, the vocal expression is
not often researched in Lithuania. Rytis Ambrazevi¢ius investigates the vocal
timbre from the perspective of psychoacoustics. There are a few short publica-
tions available that focus on the general classical singing and the basics of the
vocal formation. There is almost no scholarship in Lithuania dedicated to the
ethnic and contemporary vocal expression, while the actor’s vocal expression
has not been researched at all.

Assumptions
This thesis was inspired by an intriguing dialogue between the creative process
and academic research.

An assumption is made that the dialogue between art and research is able to
stimulate the artist’s imagination and provide the space to answer the following
questions and hypotheses in a creative - practical - nonverbal way, using the
performer’s phenomenological body:

a) What processes of communication (rather than assimilation) are possible
between the bearers of the ethnic vocal tradition and the contemporary
artist, both of whom exist and create in the same temporal and sociocul-
tural environment.

b) The notions of variation and improvisation can assist in a conscious un-
derstanding of the fluid and fixed elements of the ethnic vocal traditions
as well as in the creative realisation of these elements in various contexts.
This creates possibilities for the modernisation and interpretation of the
ethnic tradition, and for a wider expression of originality and individuality
of the performer’s phenomenological body.

¢) The collaboration between the artist and the academic research widens
our understanding of the vocal timbre’s transformation as one of the most
important means of expression, denotes the meaning of this phenomenon
and helps to systematise the means of the vocal timbre transformation and
its compositional possibilities whilst creating vocal materiality on stage,
thus also increasing the universal and individual stylistic parameters of
expressiveness of the contemporary artist and performer.
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Literature review and other sources
One of the most important sources of this research is the empirical learning of
the selected traditions from their authentic bearers:

a) Flamenco singing (cante jondo) in the dance studio “Fundacién Cristina
Heeren de arte flamenco” in Seville, Spain (2010-2015).

b) Saynkho Namtchylac’s course of Extended voice techniques and old Siberian
traditions of singing (2017) and the throat singing course led by Thomas
Clement (Canto difonico) (2009).

¢) The practice of sutartinés singing in Lithuania as well as the creative col-
laborations with sutartinés ensembles “Trys keturiose” and “Utara”.

To process and systematise this empirical material, the research makes use

of a wide spectrum of literature which can be classified into two groups:

1. Literature on the vocal expression and the ethnic vocal traditions:

a) Literature on the vocal expression in general;
b) Literature on the ethnic vocal traditions analysed in this thesis.

2. Literature in theatre studies, ethnomusicology and cultural theory.

The following literary sources are used to analyse the relevant notions and
terminology of the contemporary performer and the ethnic traditions: Fischer-
Lichte 2013; 3emujoscknit 2010; Barba 2004; Assmann 2008; Ambrazevicius 2003,
2008, 2011, 2012, 2014; Cano & Cristobal 2016, 1994; Manier & Hirst 2008;
Mickiené 2016; Baleviciaté 2017; Abubokirova 1995; Artaud 1999; Barthes 2007;
Bauman 2011; Clifford 2006; Grotowski 2011; Kairiainaité 2015; Levkiyevskaja
1995; Nakiené 2016; Pashina 1995; Pavis 1995; Lévi-Strauss 1979; Sachs 1943;
Satkauskyté 2011; Racianaité-Vyciniené 2014; Zarrilli 2010; Winnicott 1989.

The following literature is used in the analysis of the general principles of
the vocal expression: Comandu 2014; Eken 2014; Eidsheim 2008, 2009; Fleming
2004; Heinrich 2011; Linklater 2006; Markovi¢ 2002; Smith 2007; Vestraete 2005.
The research on the Lithuanian ethnic tradition references the following literature:
Racianaité- Vyciniené 2000, 2009, 2012, 2014, 2015, 2016; Ambrazevicius 2003,
2008,2011,2012,2014; Nakiené 2016; Slavianas 1958, 2006; Urbanavic¢iené 2009.
The research on throat singing applies the following literary sources: Levin 2006;
Cope 2004; Aksenov 1973; Bosson 1964; Hai 1989; Hamayon 1973; Leothaud
1989; Pegg 1992; Purce 1991; Vietze 1969; Zemp 1991. Literature on the tradi-
tion of flamenco: Steingress 1991, 1998, 2004; Washabaugh 2005; Arnold 2014;
Caballero 1994; Chicon 1987; Garcia 2008; Lorca 2008, 2016; Merchan 2008;
Pinilla 2012; Rincon 2005. The creative strategy of the Circle of Rasas (2016)
performance, created whilst doing this research, is based on the Indian aes-
thetic category of rasas, therefore, the literature on the Indian tradition plays
an important role in the thesis: Tamosaityté 2000, 2001; Bor 2000; Danielou
2014; Leante 2009; Maillard & Pijol 1999; Marchand 2006; Rahaim 2008, 2012;
Sanyal & Widdess 2004.
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Some useful material for this research was found in the documentary film
Song of Harmonics (1989) by Zempo Hugo and Tran Quang Hai, and the films
of Flamenco (1995) and Flamenco, Flamenco (2010) by Carlos Saura.

Structure of the thesis
The present artistic research paper consists of the introduction, four chapters,
conclusion, bibliography and appendices.

The first chapter is dedicated to the theory and analyses the notion, practice
and terminology of the contemporary performer who centres his or her crea-
tive work in and through the voice. Building on Erika Fischer-Lichte’s theory of
performative aesthetics, the chapter discusses the main categories of the contem-
porary performer’s creative practice, analyses how these categories are relevant to
the vocal expression of the contemporary performer and how they correspond
with the vocal expression in the ethnic traditions. There is no set nomenclature
for the vocal expression of the contemporary performer in Lithuania. As a re-
sult, after analysing the vocal expression terminology in the ethnic traditions,
contemporary theatre, various styles of music and avant-garde music, the author
suggests a new term of the voice performer. The chapter then investigates the
potential as well as the problematic nature of performing and interpreting the
ethnic vocal traditions, and proposes the transformation of the vocal timbre as
a common denominator that bridges both sides and becomes the main category
of the thesis. Building on the method used by theatre anthropology to classify
the levels of pre-expressivity and expressivity in acting, the author creates a new
method for the professional vocal work, which is then also used to structure the
following parts of the thesis:

1. The Voice and I: Speaking-Singing Subject.

2. The Voice and the Other: Variation and Improvisation.

3. The Voice and the Environment: Vocal Technique and Interpretation.

“The Voice and I: Speaking-Singing Subject” focuses on the voice as an
instrument and analyses the phenomenological, psychoacoustic, ethnomu-
sicological and semiotic understandings of the vocal timbre. Using the pre-
expressive theory of theatre anthropology, the author suggests a notion of vocal
pre-expressivity and analyses the segments that form the pre-expressivity of the
vocal timbre. This section of the thesis considers the processes that happen dur-
ing a conscious transformation of the vocal timbre using the vocal techniques
of another ethnic tradition. In order to examine the voice as an instrument,
the author introduces a notion of “corporeal voice” and provides its structure,
consistent of: activators, vibrators, resonators and diction.

The section of “The Voice and the Other: Variation and Improvisation”
builds on the empirical experience of the author as well as the theoretically
analysed discourses of the vocal expression in the second chapter and discusses
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the ways of sounding and performing the vocal timbre variations in the selected
ethnic vocal traditions - flamenco, throat singing and sutartinés. It discusses
each of these traditions and their context, which is seen as a special element
that helps to comprehend the unique vocal timbre and the ways of sounding
developed by some of these ethnic vocal traditions.

In the section of “The Voice and the Environment: Vocal Technique and
Interpretation”, the author considers how the contemporary performer can
apply the knowledge and practice of the vocal timbre transformations in their
creative work, and analyses the interplay between the vocal technique, cosmo-
logical vision and context in one’s creative practice. She then offers her two
performances — Flamenco Meets Sutartinés (2015) and Circle of Rasas (2016) — as
examples.

The Appendices provide the audio-visual part of the research, including
the documentary film Sutarmenko (2016) (directed by Armas Rudaitis), which
presents the creative process of Flamenco Meets Sutartinés (2015), a performance
that took place in Lithuania and Seville, Andalusia, in Southern Spain. The film
documents and presents the current sociocultural context of the flamenco and
sutartinés traditions. The authentic accounts from the performance participants
provide a phenomenological view of both traditions as well as the experiences
born out of the meeting between the two different cultures.

The appendices also include separate profiles providing a further analysis of
the traditions discussed in this thesis:

No. 1: Sutartinés - The Dancing Voices: Interview-discussion with Prof. Daiva

Vyciniene.

No. 2: The Resonating Body of Khoomei: Phenomenon and Its Conceptuali-

sation.

No. 3: Flamenco - The Singing Body: From Subculture to the World Music.

No. 4: The Main Aspects of the Aesthetic Theory of Rasas in the Context of

Cultural and Artistic Modelling.

1. THE MAIN VOCAL EXPRESSION CATEGORIES
OF THE CONTEMPORARY PERFORMER AND THE ETHNIC
VOCAL TRADITIONS

In the case of the modern pieces of work or performance art, the vocal expression
of the contemporary performer, vocalist or actor is often characterised by diver-
sity and ingenuity: glissandi, screams, whispering, blowing at the microphone,
squeaking and similar. At a closer look, such diversity of the vocal expression is
embedded in the ethnic traditions, with the vocal expression of rites and rituals
(scream, whisper, mimicking animal sounds, wailing, contrast between noise
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and silence, etc.) having a clearly defined function. Meanwhile, it might seem
that, in the case of the contemporary performer-artist, the same models of the
vocal expression have a different aim and function. Or are they, in fact, similar?
Current practices of the ethnic tradition and the contemporary artist exist at
the same time and in the same sociocultural space; therefore, one can question
the similarities and differences between the contemporary and ethnic vocal
expression, their principles and their understanding.

1.1. The Vocal Expression Discourse of the Contemporary Performer

1.1.1. Corporeality - Tonality - Spatiality

This section discusses the status of the contemporary performer which has
changed after the performative turn in the 1960s. This turn brought a new
significance to the performer’s identity and the act of performing itself, mani-
fested in the so-called performative generation of materiality. Building on Erika
Fischer-Lichte’s aesthetic theory of performativity (Fischer-Lichte 2013), this
section discusses and analyses the categories of the contemporary performa-
tive generation of materiality: corporeality — spatiality — tonality. The author
analyses how these categories manifest themselves in and through one’s voice,
and concludes that the vocal expression is connected to all performative creation
categories of the contemporary performer and that it is able to function as an
independent form of expression.

1.1.2. Transformations with and through Voice

Because transformation is the main category of aesthetic performativity of the
contemporary performer, this section compares the transformation of the voice
with that of the body. It is ascertained that the vocal transformation is created
through the physical transformation and vice versa - the physical transforma-
tions alter one’s voice. However, there is a fundamental difference between
the vocal transformation and the physical transformation in the more radical
performances. While the transformation created with or through the voice does
not directly injure the artist’s body and always returns to its previous state, in
the more radical performances, the body is being deliberately injured, at times
even through medical invasion, which carries a possibility of irreversible physical
change. This section also discusses the changes of the vocal expression which
occurred as a result of the performative turn: the speaking and singing voice
is no longer articulate and instead proceeds to scream, use high pitched noises,
laugh, moan, use distortions, etc.; moreover, the electronic media is applied in
order to multiply, split and transform the voice in other ways. The author intro-
duces some contemporary artists who create performative materiality with and
through the voice in the Lithuanian as well as global contexts, and suggests a
lack of terminology to define such artists in Lithuanian language.
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1.1.3. Introducing the term of Voice Performer (VP)

The main subject of this thesis is the contemporary artist — actor, singer and
performer — who uses different forms of the timbre transformations, such as
vocal technique, language, onomatopoeia, emotional expressions, acoustic ob-
jects and technologies. He or she goes beyond the notion and practice of singer,
vocalist, chorist and sound artist, and applies a much wider scale of expression
which considers all categories of performing. Consequently, this section analy-
ses the terminology suitable for such an artist and research subject. The section
discusses the vocal expression, including its performers in the ethnic traditions
and other music styles, looks for the equivalent practices amongst the sound
artists, instrumentalists as well as in theatre terminology, and examines the
differences between the folklorist and the singer. It concludes that, while the
contemporary performer who vocally generates the performative materiality
can be viewed as a contemporary singer, vocalist, chorist or sound artist, given
the research subject and its description in this thesis, it is more accurate to refer
to him or her as a voice performer (VP).

1.1.4. The Manifestations of Voice Performer in the Lithuanian Composers’
Work of the 1960s and 1970s

This section analyses the shifts in the understanding of the vocal expression in the
creative work of Lithuanian composers in the late 1960s and the 1970s, during
the performative turn. It looks at the cosmological vision of the compositions by
Bronius Kutavi¢ius, Saranas Nakas, Feliksas Bajoras, Antanas Rekasius, Vytautas
Laurus$as and others, and reflects on the sociocultural influence on the creative
characteristics of their work.

1.2. The Performance Categories of the Ethnic Traditions and the VP:
Similarities and Differences

The discussion on the performance categories of both the ethnic traditions and
the contemporary artist seeks to establish the ethnic tradition styles closest to
the contemporary performer’s expression.

1.2.1. The Relationship to Time and Media

This section considers the linguistic and written transmission forms of the
ethnic tradition. It emphasises the transformational characteristics which oc-
cur through the processes of the primary and secondary oral transmissions. In
the case of the secondary oral transmission of the work, i.e. through video or
sound recordings, one loses an improvisational aspect of the ethnic tradition;
meanwhile, the primary transmission of the ethnic tradition gives rise to free
interpretation. The transformation of the work into the different time and sign
systems influences the work itself. This occurs due to the written time and sign
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system’s inability to transmit the entirety of the work, the process of which is
described by Izalij Zemcovski as articulation (3emuosckuii 2010).

The relationship between the contemporary art and time is defined by the
importance of performing in the moment, without trying to repeat it. Temporality
is a particular ordering principle of the performative art, continuously chang-
ing the relationship between corporeality, tonality and spatiality. Here, the time
frames play an important role in determining the action and rhythm, which is
created through repetition and deviation.

The discussion of the ethnic traditions and the VP in relation to time revealed
that the ethnic tradition is transmitted from generation to generation and ex-
ists in different systems of time, while the creation of performative materiality
happens in the moment and disappears the moment the performance is over.
In order for the work created in performance to be readily available, one has to
use documentation and, with the help of other media, transform it into a video,
sound or other recording. These video and sound recordings, i.e. the digital
media, can be seen as a system connecting the ethnic traditions (as a means of
the secondary oral transmission) and the contemporary performer.

1.2.2. Understanding Articulation and Performance
One of the main aspects of ethnic tradition and the work of contemporary art-
ist is the performance itself, which combines not only the musical or linguistic,
but also behavioural categories. The notion of articulation, as introduced by the
ethnomusicologist Zemcovski, looks at the musically framed, psychologically
organic or concrete, means of expression, sound pitch, tempo and rhythm, vocal
timbre and register, as well as performance physicality and dance. This section
compares such understanding of performance in the ethnic traditions with
the expression categories of the contemporary performer. The author suggests
an analogue between the notion of articulation (seen as an intrinsic sign of a
specific tradition) in the context of the ethnic traditions and the performa-
tive materiality, which emphasises the phenomenological performer’s body,
created by the contemporary performer. The understanding of articulation
in the ethnic traditions can be transformed into the conceptual system of the
contemporary performer:
« some musical frames of the verbal tradition can be identified as temporality;
o the performance physicality in the ethnic traditions can be compared to
the category of corporeality;
o the dance practice of the ethnic tradition can be related to the spatial
category of the contemporary performer;
« the elements of sound pitch, tempo and rhythm as well as the vocal tim-
bre and register in the verbal traditions are equivalent to the category of
tonality.
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This section concludes that, in order to diversify the vocal expression, the
contemporary performer can consciously adopt the articulation of the ethnic
traditions, thus widening the categories of corporeality, spatiality and tonality in
his or her creative work. It also provides the articulation examples of sutartinés,
flamenco and throat singing.

1.2.3. The Relationship to the Environment: the Autopoietic Feedback Loop,
Ending Characteristics and Tension of Articulation

Before the performative turn, the spectator and the performer existed in the
separate spaces, and any audience interferences during the performance were
undesirable. However, the performative turn has fundamentally changed such
a relationship between the audience and performers, because their physical
presence together became the material for and part of the creative process and
artistic development. The audience engagement became especially desirable be-
cause it gives rise to an autopoietic feedback loop, also referred to as interactivity,
which is one of the main characteristics of the performative turn. In the case
of the ethnic vocal traditions, interactivity is related to the notions of cannon
and improvisation, where an outside interference - another musician, dancer
or even an accidental passer-by — changes the performance, but does so within
the strict limits of the canon.

This section comprehensively discusses the system of the autopoietic feedback
loop seen as the contemporary performer’s relationship to the environment:
performers and spectators exchanging roles, creating a community, etc. It further
investigates the relationship between the ethnic traditions and the aforemen-
tioned outside interference as well as the characteristics of the ending, when the
work is performed in an everyday setting, during a ritual or in a consciously
organised artistic space. The thesis established that the performance space alters
the tension of articulation and one’s reaction to the outside interference as well as
determining the characteristics of the performance ending. The ending of many
contemporary performance art events often cannot be determined because the
action is dependent on the spectator and his or her reaction. Similarly, during
aritual, the community, in one way or another, becomes part of the ceremonial
or ritualistic process.

The comparison between the expression categories of the ethnic traditions and
contemporary performer suggests not only that the contemporary art principles
and the vocal expression are closely related to the ceremonial and ritualistic styles
of ethnic traditions, but also that the main denominator connecting these two
sides is the transformations of the vocal timbre.
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1.3. Ethnic Vocal Traditions in the Creative Spaces of the VP

1.3.1. Ethnic Traditions: The Diversity of Vocal Expression and A Repository

of the Deepest Layers of Memory

In order to clarify the problems faced by the contemporary performer and how
they can be solved through the communication with ethnic traditions, this sec-
tion discusses the variety of their vocal expression:

o Vocal techniques - cries, screams, lament, clamour; voice and breath;
recitation, declaimed chanting, howling, chirping; compass and vocal
registers.

o Vocal shades and timbres — whispers; melismatics; voice and instrument -
singing into an instrument and imitating an instrument; harmonisation.

« Vocal polyphony and heterophony; echo and dubbing; drone and ostinato;
parallel, oblique and opposite movement of two voices; counterpoint and
combinations of combined techniques.

This section also discusses the question of cultural memory and suggests that
the deepest layers of identity are connected to the procedural memory. As a result
of many ethnic traditions being based on ritualism, their research and practice
allows one to encounter the deepest layers of memory and to begin solving the
questions of identity and originality of the contemporary artist.

1.3.2. The Problem and Interpretation of the Ethnic Traditions and their Renewal
This section analyses if the contemporary performer is able to help solving the
problem of the renewal of the ethnic tradition. In order for an ethnic tradition
to renew itself in the contemporary context, one has to focus not only on the
preservation, but also the interpretation of the ethnic tradition. The contem-
porary artist can endow the ethnic tradition with the new forms and spaces of
existence, however, he or she must also understand the fluid and fixed segments
of their chosen tradition, interpreting them without breaking the set rules. This
is especially relevant to the Lithuanian ethnic tradition, because the other tradi-
tions analysed in this thesis (flamenco and throat singing) face other challenges,
related to their global popularity.

1.3.3. The Levels of Vocal Expression

Given that the vocal expression of the ethnic traditions and contemporary
performer are connected through the transformations of the vocal timbre, this
section employs Eugenio Barba’s method of theatre anthropology (Barba 2004),
which classifies the pre-expressive and expressive levels of performing and seeks
to establish the location of the transformation category within this system. The
section discusses the pre-expressive and expressive levels of performing, iden-
tifying that the physical transformation belongs to the category of virtuosic
performance expression. Because vocal transformation is created through the
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physical transformation and, vice versa, the physical transformation influences
one’s voice, it is important that the vocal expression of the ethnic traditions
and the voice performer is investigated on the level of virtuosic performance
expression. As a result, the author establishes a specific method of vocal training
and delineates three levels of vocal expression, which also inform the following
structure of the present research paper:

 The Voice and I: Speaking-Singing Subject;

o The Voice and the Other: Variation and Improvisation;

o The Voice and the Environment: Vocal Technique and Interpretation.

2. THE VOICE AND I:
SPEAKING-SINGING SUBJECT

2.1. The Discourses of the Vocal Timbre

This chapter should be seen as a workshop — an attempt to find out what practi-
cal principles determine understanding, identification and transformation of
the vocal timbre.

2.1.1. The Phenomenological Discourse: Transformation

This section structures and analyses the main principles of the vocal phe-
nomenon, distinguishing it from the music instruments and animal voices: a
meeting place between emotion and culture as well as music and language; an
instrument and instrumentalist in one, with the characteristics of the string,
percussion and wind-instrument; an intersection between something archaic
and modern. It then emphasises another characteristic which distinguishes the
vocal phenomenon from other musical instruments - an ability to transform
one’s vocal timbre.

2.1.2. The Psychoacoustic Discourse: Vocal Attack, Formant and Vibrato

This section analyses the main psychoacoustic parameters of the vocal timbre:
vocal attack, fading out, formant and vibrato. Every individual person and cul-
ture have their own distinctive variations of the psychoacoustic parameters. The
section provides examples demonstrating how one is able to consciously control
these parameters and apply them in practice.

2.1.3. The Ethnomusicological Discourse: The Concept of “Vocal Mask”

This section shows that the vocal timbre and distinctive ways of producing it
can be understood as intrinsic signs of a specific ethnic tradition, providing
knowledge about its heritage. In ethnic traditions, conscious alteration of one’s
vocal timbre with the help of a certain technique signifies the entry into a non-
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everyday world and becomes a “vocal mask” which is “put on” during a ritual or
ceremony in order to encounter another world and remain unrecognisable. This
section provides the following ways of putting on such “vocal mask™:
 Byimitating the sounds from one’s environment - birds, natural elements,
etc.
« Through using an outer acoustic or technological object - shell, drum,
microphone, etc.
 Through using the body as percussion - vibrating one’s dewlap, hitting
the chest with one’s hand, etc.
+ By using a vocal technique.

2.2. The Pre-expressivity of the Vocal Timbre: A Cultural Artefact

The main questions posed by this section are: what is behind the “vocal mask”?

And how is the transformation of the vocal timbre achieved? Building on the

method of theatre anthropology, the section uses the notion of pre-expressivity
and suggests that the transformation of the vocal timbre is based on the pre-
expressive vocal timbre. According to Barba, pre-expressivity is related to three

different aspects: performer’s personality, context and the use of physiology (bio-
logical level). In order to understand the working principles of the pre-expressive

vocal timbre, the author applies aspects of pre-expressivity to the vocal expression

suggested by Barba. The discussion in this section establishes that a continuous,
conscious and subconscious, training of the vocal timbre eventually becomes an

embodied knowledge and alters the pre-expressive level of one’s vocal timbre.
The performer is able to manipulate the consciously embodied knowledge at the

expressive vocal level as well as using it in a concrete creative situation.

2.2.1. Transformations of the Pre-expressive Vocal Timbre: The Vocal Timbre’s
Sociocultural Variation

This section discusses the interrelationship between the pre-expressive vocal
timbre and its transformation. It is suggested that the transformation of the
vocal timbre is not only a cultural but also social variation of the pre-expressive
vocal timbre. As a result, it can be referred to as a sociocultural variation of
the vocal timbre.

2.3. The Notion of the Vocal Body

In order to establish a rational understanding of the vocal timbre as well as a
conscious command of the expressive vocal techniques, this section introduces
the notion of the vocal body. Building on the musicologist, singer, composer
and philosopher Nina Eidsheim’s research (Eidsheim 2008, 2009), the author
discusses the practical principles of the vocal body and its workings.
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2.3.1. Activators, Vibrators and Resonators

This section discusses the structure and working principles of the vocal instru-
ment which produces the sound. The vocal instrument is consistent of activators
(respiratory system), vibrators (vocal folds) and resonators (resonator system).
The section also provides the vocal instrument training exercises devised by the
author of this thesis.

2.3.2. The Relationship between Language and Sound: Tension and

Exchanging Roles

This section discusses the mutual relationship between the language and the
sound produced by the vocal instrument. Language completes the vocal body
by creating a vocal-timbre-relief consistent of syntax and timbre. The relation-
ship between language and sound changes in the process of the transformation
of the vocal timbre. As the tension of articulation rises, the sound is able to
disconnect itself from the language and convey a different, non-syntax, mean-
ing of expression.

2.3.3. A Short Semiotic Discourse of the Vocal Expression

This brief semiotic discourse draws one’s attention to the physical performance
as well as to unfolding different performance meanings through the vocal timbre,
intonations, pauses and other means of verbal expression. The author contem-
plates the reasons why, when performing a piece of work, on some occasions
one is capable of creating a new reality, while on other occasions the result is a
mere statement of the musical, literary or other text.

This section summarises the notion of the vocal body and concludes that
the sounding of the vocal timbre is achieved through the vocal body which is
integrated into the physical body and is inseparable from it. However, one can
also identify the mutual working principles of the vocal and physical bodies.
As a result, when adopting the knowledge of ethnic traditions and their vocal
techniques, one has to understand the sociocultural context of the chosen tra-
dition and master the main, mutually dependent, elements of its articulation
(expression):

o The expressive physicality;

o The specific principals of the vocal body, characteristic to the chosen

tradition;

« The ways of sounding and forming the psychoacoustic parameters of the

vocal timbre: vocal attack, formants and vibrato.
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3. THE VOICE AND THE OTHER:
VARIATION AND IMPROVISATION

This chapter discusses the interpretation of ethnic traditions. It suggests that
every ethnic tradition has both fixed and fluid elements of expression. The fluid
elements open it up to improvisation, while the fixed ones give rise to variation.
A specific vocal timbre in the ethnic tradition works as a fixed code of its recogni-
tion, however, it is also open to variations. As a result, the sounding of the vocal
timbre of a specific tradition can be applied to the contemporary performer’s
creative work, in which case the tradition will manifest not as a concrete tradition
in itself, but as a sociocultural variation of the vocal timbre. Such a relationship
to vocal ethnic traditions widens the expressive abilities of the contemporary
performer and creates new forms of variation in those traditions. The chapter
then discusses and compares the specific timbre characteristics of sutartinés,
flamenco and throat singing traditions, and their practical expressions.

3.1. Sutartinés - The Dancing Voices

This section highlights and considers the main timbre aspect of singing
sutartinés — the clash of voices as a discovery of accordance, concurrence and
social interaction.

3.2. Throat Singing - A Resonating Body

Itis an art of the vocal timbre, based on a conscious strengthening of the natural
vocal overtones and harmonics. The timbre effects are made through the over-
tone and subtone singing by using one’s voice, mouth, lips, teeth, palate, tongue,
lungs and diaphragm, which teaches one to distinguish their psycho-physicality
from the environment.

3.3. Flamenco - A Singing Body

The main timbre aspect of cante jondo is quejio, a sort of whining, that conveys
the social pain of the “outcasts of Andalusia” through the singer’s physical
muscles and nerves.

4. THE VOICE AND THE ENVIRONMENT:
VOCAL TECHNIQUE AND IMPROVISATION

The previous discussion on and the comparison of cante jondo, khoomei,
sutartinés and their respective vocal techniques denotes how one obtains a spe-
cific vocal timbre, creates the performance energy and puts on a “vocal mask” of
cante jondo, khoomei or sutartinés. However, how do you give a deeper meaning
to the acquiring of these vocal techniques? To answer this question, this chapter
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discusses the act of performing itself and emphasises the following two important
factors: technique and cosmological vision. The author suggests that the meaning
of the acquired technique is dependent on the context; therefore, when using
the vocal techniques of other ethnic traditions, one has to pay attention to both
the context in which the chosen tradition has formed as well as the context in
which it is being interpreted.

4.1. Ethnic Traditions in the Context of Artistic Modelling

This section presents the performances created by the author of this artistic re-
search paper: Flamenco Meets Sutartinés (2015), Circle of Rasas (2016) and the
documentary film Sutarmenko (2016, directed by Armas Rudaitis).

CONCLUSIONS

1. According to the creative principles of performative materiality in the case of
the contemporary performer (or artist) suggested by Erika Fischer-Lichte in her
theory of performative aesthetics (Fischer-Lichte 2013), the main category of
the contemporary performer is transformation. The three segments of perfor-
mative materiality — corporeality, spatiality and temporality - are transformed
through repetition and deviations from it in a specific time frame. The vocal
transformation is achieved through the physical transformation and, vice versa,
the physical transformation alters one’s voice. However, the vocal and physical
transformations of the more radical performance art (e.g., plastic surgery, sow-
ing one’s lips together or Abramovi¢ cutting herself with a razor) fundamentally
differ from one another. The transformation created through the voice does not
directly injure the body and always returns to its previous state; moreover, the
vocal expression of the performer-artist has the power to independently create
the corporeal, tonal and spatial dimensions in a specific time frame.

2. In the context of the vocal ethnic traditions, corporeality, spatiality and
tonality - the categories of performative materiality of the contemporary per-
former, delineating the contemporary performance - are seen as articulations.
The notion of articulation is an identifying sign of the ethnic tradition. Articula-
tion is not only a category of pronunciation, but also of behaviour, encompassing
the workings of the verbal tradition. Due to the phenomenological performer’s
body being the main element in both the ethnic tradition and the contemporary
performance, one can transform the segments of articulation into the nomen-
clature for the contemporary performer who employs performative materiality
in his or her work:

o By viewing the specific musical frames of the verbal tradition as

temporality;
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« The performance physicality of the ethnic tradition can be compared to

the corporeal category;

+ One can draw an analogy between dance in the ethnic traditions and the

category of spatiality in the case of the contemporary performer;

 The segments of sound level, tempo and rhythm, vocal timbre as well as

register are equivalent to the category of tonality.

3. While generating the performative materiality, the contemporary performer
transcends the notions of singer, vocalist, chorist and sound artist, encompassing
a much wider scale of expression which makes use of all the different categories
of performance. As a result, while this performer could be referred to as the
contemporary singer, vocalist, chorist or sound artist, the most accurate term
introduced by and used in this thesis is that of the voice performer.

4. There is a close connection between the principles of contemporary art,
vocal expression and the ethnic traditions’ styles which have originated in
rituals and other community activity. The transformation of the vocal timbre
is the main creative category for the ethnic traditions’ styles, originating from
rituals and ceremonies, as well as the work of the contemporary artist. As a result,
the transformation of the vocal timbre can be used as a denominator for both of
these manifestations of the vocal expression. The ethnic traditions’ styles origi-
nating from rituals and ceremonies not only provide a source for a varied vocal
expression, but are also intrinsically connected to the deepest layers of cultural
memory. Therefore, by looking into these traditions and through encounter-
ing the cultural memory, one is enabled to not only deal with the question of
expressive diversity of the contemporary performer, but also his or her identity
and the search for originality. The contemporary performer, through applying
ethnic traditions to his or her work, is able to widen his/her vocal expression
ability, especially with the help of the secondary articulation, i.e. by consciously
adopting a certain ethnic tradition directly from its bearers. Meanwhile, if one
attempts to do the same by using audio or video recordings, the ethnic tradition
loses its improvisational aspect and the artist can no longer grasp it fully.

5. The analysis of the vocal timbre and its understanding in ethnic traditions
demonstrated that a specific sounding of the vocal timbre serves as an identifica-
tion code of the ethnic vocal tradition, providing knowledge about its origins.
The analysis and comparison of the three selected ethnic traditions showed that:
the main timbre aspect of sutartinés singing is the clash of voices; while in the
case of flamenco, it is quejio, which sounds like a whining and is characteristic to
cante jondo singing; finally, throat singing is based on the variations of the vocal
timbre, produced with the help of overtone, subtone and diphonic singing.

6. The psychoacoustic analysis of the vocal timbre showed that it carries two
different meanings - those of identity and quality. In the context of speaking or
singing, the vocal timbre carries the vocal aspects that help us distinguish one
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voice from another and grasp their meaning. In the context of the psychoacoustic
experiments, as well as the sound level, length and volume, the vocal timbre also
indicates the elementary quality of sound.

Vocal attack, fading out, formants and vibrato all serve as important psychoa-
coustic identification and quality parameters of the vocal timbre. These parameters
differ depending on the ethnic tradition. Therefore, when using a vocal expression
technique belonging to a specific tradition, special attention has to be paid to how
one produces and forms these psychoacoustic parameters of the vocal timbre:

o Vocal attack is one of the most important parameters of vocal identification.

And while its ending is less important, different ethnic traditions end the sound

differently, therefore, fading out should not be completely ignored. In psycho-
acoustics, vocal attack is viewed as either hard or soft, depending on how long

it takes for the attack vibrations’ amplitude to reach its maximum level.

o Working with the vocal timbre, it matters where in the oral cavity one
forms the language or specific syllables characteristic to that very vo-
cal timbre, and how high it is done. This is due to the two-dimensional
phonetic nature of the vocal timbre, reflecting the rising and order of the
vowel (front and back vowel). The rising and order of the vowel forms a
vocal resonator which is called a formant. Usually, one’s voice has around
five formants. Specific variations of formants are characteristic to every
person and individual culture. During the act of singing, one’s larynx
moves, releasing an additional format which is referred to as the singer’s
formant; therefore, it is very important to pay attention to the position of
the larynx in different vocal traditions.

 The manipulation of vibrato also changes the feeling of the vocal timbre.
Different parameters of vibrato are characteristic to different vocal tech-
niques, ethnic traditions and individuals.

7. The conscious and subconscious transformation of the vocal timbre is
achieved on the basis of the pre-expressive vocal timbre. The notion of the pre-
expressive vocal timbre is based on the theatre anthropologist Eugenio Barba’s
understanding of the pre-expressive and expressive levels of acting (Barba 2004).
Due to the fact that the pre-expressive vocal timbre is formed through a social
and cultural connection to one’s personal character and nature, this vocal timbre
can be treated as a cultural artefact. This artefact not only provides information
on the personal character and nature of the performer (such as age, gender, so-
cial status, etc.), but also on the sociocultural context which played a part in the
formation of his or her personality. A continuous, conscious and subconscious,
training of the vocal timbre gradually becomes the embodied knowledge, impact-
ing the pre-expressive level of one’s vocal timbre. The performer can manipulate
this consciously embodied knowledge on the expressive vocal level as well as
using it in one’s creative work. Because the vocal ethnic traditions are also seen
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as cultural artefacts (similarly to the pre-expressive vocal timbre) in the process
of applying a vocal technique of another culture, the transformation of the vocal
timbre is always an intercultural process.

The present artistic research paper uses the intercultural theory of Patrice
Pavis (Pavis 1995) as well as the author’s own practical experience to argue that
the intercultural process has multiple filters which cause the adaptation and sim-
plification processes in the target and source cultures. The intercultural process
changes the traditions of communication, rendering them as creative tools. The
artist, who uses ethnic traditions as creative tools, echoes the tendencies of the
global world with its disappearing cultural borders. However, simultaneously,
one might also face the problems of annihilation and standardisation. Neverthe-
less, such creative process gives rise to a conscious assessment of intercultural
processes, encouraging the communication between different cultures, rather
than their annihilation. This helps solve the problems that might arise between
the contemporary artist and the contemporary folklorist living and creating in
a shared time and sociocultural space:

« The intercultural creative process allows for the widening of the con-
temporary performer’s vocal expression as well as seeing one’s culture
from a broader perspective. The creative process based on the encounter
between different traditions provides the contemporary artist with fresh
perspectives and often encourages him or her to discover their own cul-
ture anew. This stimulates the deepest layers of one’s memory, which are
also connected to their identity. The resulting process mitigates the fast
mutation of the performer’s identity as well as grounding it and turning
it into a source for original art.

o During the creative intercultural process, a member of the ethnic culture
encounters another culture and its performing contexts. This process has the
power to “shake-up” the member of the ethnic culture, giving him or her an
impulse to assess how deeply they are connected to their practised tradition,
and even to “compete” (in terms of impact) with the expression of contem-
porary music or any other artistic practice. Such encounter encourages one
to reconsider the fixed and fluid, staged and “non-staged” (self-regulation,
mutual agreement, etc.) elements of the ethnic tradition, thus also prompting
not only the process of ethnic tradition preservation, but also its renewal.

8. Building on the vocal timbre research conducted by Nina Eidsheim
(Eidsheim 2008, 2009), this thesis introduces the notion of the “vocal body”.
The sound of the vocal timbre is made through the vocal body, which is closely
integrated with the physical body and the two are inseparable. However, one
can find and identify the reciprocal principles of both, the vocal and the physical
body. The vocal body forms a system, the working process of which gives rise
to the indivisible sounding of the vocal timbre.
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The vocal body is made up of vocal apparatus and diction. Vocal apparatus
consists of activators (respiratory system), vibrators (vocal folds) and resonators
(resonator system), all of which make sound. The sound allows for the forma-
tion of syllables which appear similar to language. The function of language is
performed by diction which, with the help of vowels and consonants, completes
the system of the vocal body.

With a reference to the notions of the vocal body, vocal pre-expressivity and

“vocal mask’, the present thesis summarises the phenomenon of the vocal timbre
transformation and concludes that the workings of the vocal body, similarly
to that of the performer’s pre-expressivity, are constituted by one’s personality,
biological characteristics of the performer and their sociocultural context. The
pre-expressive vocal timbre is a cultural artefact. A conscious training of one’s
vocal timbre also alters its pre-expressive level. The analysis of the interrelation-
ship between the “vocal mask” and the pre-expressive vocal timbre revealed
that the transformation of the vocal timbre is not only a cultural phenomenon,
but also a social variation of the pre-expressive vocal timbre. As a result, the
transformation of the vocal timbre can be referred to as a sociocultural vari-
ation of the vocal timbre. There are different ways to consciously transform
one’s vocal timbre:

By imitating sounds from one’s environment, such as the other person’s
voice, birds, animals, natural elements, music instruments or sounds made
by various technology;

« Through using an outer, acoustic or technological, object;

« Through using the body as instrument — vibrating one’s dewlap, hitting
the chest with one’s hand, etc.;

By learning different vocal techniques.

9. After summarising the empirical and theoretical analyses of this artistic
research paper, the author concludes that, in order to widen the vocal expression
ability of the contemporary performer, he or she has to embody the vocal tech-
niques of a chosen tradition, understand its sociocultural context and master the
main, interconnected, elements of its articulation (the complete expression):

o The workings of the physical body when the vocal timbre is applied, and the

element(s) of physical expression characteristic to the chosen tradition;

o The working principles of the vocal body characteristic to the chosen tradition:
a) the working principles of the vocal apparatus — activators, vibrators

and resonators;

b) the language and phonetics - the pronunciation of vowels and conso-
nants, and what syllables, onomatopoeia, cries or any other nonsensical
sound combinations are characteristic to the chosen tradition;

« The ways of sounding and forming the psychoacoustic parameters of the
vocal timbre, such as vocal attack, formants and vibrato.
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