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JVADAS

Siuolaikiné pu¢iamyjy instrumenty kultiira yra ryskus tarpkultiiriniy mainy ir
nacionaliniy mokykly sagveikos pavyzdys. XX a. antrojoje puséje lietuviy klarneto
tradicijoje jvyko esminiai poky¢iai, kuriuos lémé pranciizy sistemos instrumen-
ty sklaida Lietuvoje ir Prancuzijos muzikinés kultiiros poveikis nacionalinés
puciamyjy instrumenty tradicijos atsinaujinimui. Iki to laiko Lietuvoje, kaip ir
daugelyje kity Europos $aliy, vyravo vokieciy sistemos instrumentai, atlikimo
tradicijos bei muzikinio lavinimo metodikos.

Grojimo puciamaisiais instrumentais kultira ir tradicijos Lietuvoje néra
senos ir placiai iSnagrinétos. Ir nors $altiniy bei literatiiros randasi vis daugiau,
tac¢iau analizuojant ir gilinantis konkreciai j klarnetininky profesionaliojo
atlikimo i$takas ir raidos etapus reik§mingos informacijos ir menotyriniy
darby néra daug. Atlikimo pucdiamaisiais instrumentais tradicijy formavimasis
tarpukario nepriklausomoje Lietuvoje buvo tiesiogiai susijes su orkestry veikla
ir instrumentininky parengimu (Katkus 2009). Lietuviy muzikologo Donato
Katkaus teigimu, $iuo laikotarpiu iSaugo nauja lietuviy orkestro muzikanty ir
atlikéjy virtuozy karta. Klarneto kultara Lietuvoje nuolat augo ir keitési, kito
tradicija ir klasikinés sudéties orkestry grojimas, kuriam reikéjo profesionaliy,
specialiy Ziniy ir pasirengimo. Lyginant jvairiy instrumentalisty problemas,
putiky profesionalumg galéjo uztikrinti nemazos investicijos j kvalifikacijos
kélimg. S. Simkaus j Klaipéda pakviesti ¢eky noneto nariai buvo pirmieji pro-
fesionalts grojimo puciamaisiais instrumentais mokytojai Lietuvoje, turintys
ilgamete tradicija ir nuoseklia bendrg mokykla'. Vienas svarbiausiy dalykuy,
pasiekusiy Lietuvg ¢eky déka, buvo nepaprastai auksta muzikavimo kultara.
Ceky tradicija seké ir jy auklétiniai — Klaipédos muzikos mokyklos pitikai?
pradéjo koncertuoti solo ir susibiré | ansamblius. Vis délto tarpukario patiky
muzikavimui labai daug ko triko, kolektyviniam muzikavimui kenké grojimo
tradicijy jvairové, naujy atlikéjy ugdymui atsiliepé daugelio Zemesnés grandies
muzikos mokytojy kvalifikacijos stoka. Dél $iy priezas¢iy tarpukario muzika-
vimo pucdiamaisiais instrumentais tradicija, nepaisant kai kuriy ryskiy meniniy
asmenybiy veiklos, nepasieké gilesnio profesionalumo. Tarpukariu suformuotos
Lietuvos puc¢iamyjy instrumenty grojimo tradicijos po Antrojo pasaulinio karo
patyré rysky pokytj, o nacionalinei muzikos kultarai padaré didziulj poveikj SSSR
ir uzsienio pu¢iamyjy instrumenty mokyklos. Lygiai taip pat XX a. antrosios
pusés — XXI a. nacionalinés klarneto kulttros profesionaléjimg ir tobuléjima

' Ceky noneto nariai putikai: fleita — Albertas Bursikas, obojus — Antonas Stoupa, klarnetas —
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ras Biezumas, fagotininkas Kazys Paulauskas, valtornininkas Alfonas Bauzinskas, trimitininkas
Vincas Slévys ir kt.



lémé lietuviy klarnetininky kultarinis atvirumas, $io instrumento mokyklos
atsinaujinimas ir stipréjimas Lietuvoje.

Aptartoje aplinkoje suformuluoti darbo tiriamieji klausimai yra siejami su
pranciizy klarneto mokyklos svarba Siuolaikinés puciamuyjy instrumenty kul-
taros atsinaujinimui Lietuvoje. Tiriamojo darbo objektas — klarneto atlikimo
tradicijos kaita ir ry$kus atsinaujinimas XX a. antrojoje puséje, apimant tiek
instrumenty sistemos pakeitimg, tiek ir pranctizy grojimo kultiaros perémima
ir recepcijg, isskiriamas tradicijos pokytj paskatinusio klarnetininko Algirdo
Budrio pedagoginés ir meninés veiklos indélis.

Tyrimo tikslas yra iSanalizuoti ir atskleisti XX a. pranctzy klarneto mokyklos
jtaka Siuolaikiniam pucdiamuyjy instrumenty kultaros atsinaujinimui Lietuvoje.
Tiek A. Budrio aprasyta patirtis ir jgytos Zinios, tiek paties darbo autoriaus stu-
dijos Paryziuje suponuoja gilesnj ir iSsamesnj pasirinktos srities tyrima. Siekiant
uzsibrézto tikslo, suformuluoti Sie uzdaviniai:

1. I$nagrinéti prancuziskos klarneto sistemos iStakas, apibtidinti svarbiausias
instrumento technologines inovacijas ir jy reikéme instrumento raidai.
Istirti klarneto sukonstravimo, evoliucijos laikotarpj, klarnetininky ir
kompozitoriy bendradarbiavimo tradicija, jos jtaka klarneto technologi-
niam progresui: voztuvéliy konstrukeijos ypatumams, klarneto repertuaro
plétrai ir poky¢iams.

2. Istirti prancazy klarneto mokyklos estetika, stiliy ir repertuarg pasitelkiant
solo de concours tradicijas, i$skirtinius bruozus, unikaluma bei specifika.

3. I8analizuoti prancuzi$kos tradicijos sklaidg ir jtaka A. Budrio plétotos
lietuviy klarneto grojimo kultaros formavimuisi. Apzvelgti klarnetininko
A. Budrio studijy Prancuzijoje laikotarpj, koncertinés, pedagoginés veiklos
bei menotyros straipsniy poveikj pranctziskos klarneto sistemos sklaidai
Lietuvoje.

4. Ivertinti moderniosios prancizy muzikos kultaros, jtvirtinusios nauja
klarneto vaidmenj $iuolaikiniuose repertuaruose, recepcija Lietuvoje.
I$analizuoti lietuviy klarnetininky interpretacijas atliekant Olivier Mes-
siaeno ,,Kvartetg laiko pabaigai“ (1941) ir atskleisti $io monumentalaus
karinio lietuviskos interpretacijos tradicija.

5. Istirti prancuziskos klarneto sistemos jtakg Lietuvos $iuolaikinei pucia-
muyjy instrumenty kultarai, parengti anketine klarnetininky apklausg ir
apibendrinti jos rezultatus.

6. Apzvelgti $iuolaikiniy lietuviy kompozitoriy ir klarnetininky bendra-
darbiavimg (kompozitoriy apklausa) ir, remiantis individualia bendra-
darbiavimo su kompozitoriais patirtimi, i$analizuoti klarneto iSraiskos
priemoniy atsinaujinimg lietuviy muzikoje.



Tiriamajame darbe nagrinéjama kulttriné transformacija formuoja naciona-
linés pu¢iamuyjy kultaros poky¢iy ir jos tarptautinio konteksto gilesnés analizés
poreikj. Siuolaikiniame pasaulyje muzikos atlikimas yra veikiausiai placiausiai
i$plitusi vie$oji nuosavybé arba kultarinés raiskos forma, tac¢iau muzikologijos
tyrinéjimuose muzikos atlikimas pradétas i§samiau nagrinéti tik pries keleta
desimtmeciy. Muzikos atlikimo tyrimy gauséjima tiek Lietuvoje, tiek kitose
Salyse paskatines luzis siejamas su naujosios muzikologijos paradigma (XX a.
9-10 desimtmeciai). Naujas teorines analizes bei metodologijas skatino paspar-
téjusi meniniy tyrimy raida ir jy saveika su naujaja muzikologija XXI amziuje.
Tarptautinéje mokslo erdvéje zenklesni pokyciai ir aktualas muzikos atlikimo
tyrimai vyksta daugiau nei dvidesimtmetj, ta¢iau, nepaisant gauséjanciy darby
ir intensyvéjanciy tyrimy, atlikimo meno studijos i$lieka fragmentiskos.

Lietuvoje iki XXT a. atlikimo menas tyrinétas daugiausia tik istoriniu aspektu,
daugiau darby $ia tema yra apie fortepijono arba styginiy atlikimo meng. Itin
menkai i$tirta lietuviy atlikimo meno raida nuo XX a. vidurio, kada vyko ryskas
atskiry instrumentiniy kulttry atsinaujinimo procesai. Tai ypa¢ pasakytina apie
puciamyjy instrumenty kulttirg, kurios ryskiausi atstovai padaré didele jtaka
bendrai nacionalinés muzikos tradicijos raidai. Pavyzdziui, klarnetininkas Al-
girdas Budrys ir jo mokiniai itin aktyviai bendradarbiavo ir bendradarbiauja su
rys$kiausiais lietuviy kompozitoriais, yra daugelio kariniy iniciatoriai ir aktyvis
populiarintojai nacionalinéje ir tarptautinéje erdvéje.

Darbo naujuma ir aktualuma suponuoja kompleksinis tyrimo pobudis,
Lietuvoje menkai istyrinéta objekta — pranctzy klarneto mokyklos poveikj
nacionalinés puc¢iamyjy kultaros atsinaujinimui — imantis jvairiapusiskai i$nag-
rinéti instrumento technologinés raidos, atlikimo pedagogikos, interpretacijos
ir klarnetininky bendradarbiavimo su kompozitoriais aspektais. Formuluojant
klausimus ir plétojant tiriamaji darba, naudotas platus metodologiniy prieigy
spektras: istorinis-apraSomasis, analitinis, palyginamasis, kritinés literataros ana-
lizés, empirinés muzikos jra$y analizés ir kt. metodai. Tiriamojo darbo objektas
ir siekis pasirinktais aspektais atskleisti lietuviy klarneto kultaros atsinaujinimo
tarpkultarinj pobadj nulémé platy mokslinés literatiiros konteksta.

Literatara ir $altiniai. Klarneto istorinés raidos ypatumai ir evoliucijos etapai
apZzvelgiami remiantis klarnetininky tyréjy naujausiais tyrimais ir instrumento
plétotei skirtomis monografijomis (Hoeprich 2008; Rice 1992, 2003). Prancuzy
klarneto mokyklos estetika, stilius, repertuaro unikalumas ir specifika analizuoti
pasitelkiant Lietuvos ir uzsienio mokslininky darbus (Gee 1981; Budrys 1974),
reik$mingas $altinis nagrinéjant solo de concours specifika buvo tarptautinio klar-
netininky asociacijos zurnalo The Clarinet publikacijos (Magistrelli 2015; Cuper,
Paul 1988; Willett 1988). Prancuziskos tradicijos sklaida ir jtaka A. Budrio inici-
juotam lietuviy klarneto grojimo tradicijos formavimuisi nagrinétos gilinantis
j lietuviy atlikéjy menotyrinius ir metodinius darbus (Budrys 1971, 1974, 1984;



Katkus 1972, 1986). Atlikimy interpretacija nagrinéta remiantis semantiniy ir
ekspresyvumo parametry sgveiky tyrimais, taikytais Olivier Messiaeno ,,Kvarteto
laiko pabaigai“ analizei, taip pat nustatant lietuviska interpretacijos tradicija
(Pople 1998; Rischin 2003; Kazakevi¢iené 2006; Janicka-Stysz 2013). Siuolaikinés
muzikos teoriniai ir istoriniai tyrinéjimai padéjo apzvelgti dabartines israiskos
priemones ir lietuvisko klarneto repertuarui budingy moderniy iSraiskos prie-
moniy atsinaujinima (Rehfeld 1994; Mandat 1989; Rice 2017), stiliy jvairove
ir dziazo jtakg repertuarui (Mawer 2014); taip pat analizuotas prancuziskos
tradicijos poveikis pasirinkty lietuviy kompozitoriy stilistikai (Daunoravi¢iené
2016, 2000; Katkus 2000).

Suformuota tiriamojo darbo struktira yra paranki apibréztam probleminiam
laukui i$nagrinéti keliais probleminiais pjaviais. Ja sudaro jvadas, trys skyriai, i$-
vados, literatiira, analizuoty ir darbo autoriaus atlikty kariniy naty pavyzdziai:

1.
2.
3.

4.

Aistés Vaitkeviciatés karinys klarnetui solo ,,Laziai“ (2016).

Ritos Macilitinaités karinys klarnetui solo ,, Aspectus® (2015/2016).
Ugnés Giedraitytés karinys ,, Arco Iris Circular® klarnetui ir simfoniniam
orkestrui (2014).

Osvaldo Balakausko trio klarnetui, altui ir fortepijonui ,,Swingy line 2
(2014).

Garso ir vaizdo $altiniai:

=

Muzikos inovacijy studijy centre 2016 06 08.

Ritos Macilitinaités karinio klarnetui solo ,, Aspectus® (2015/2016) garso
jrasas Muzikos inovacijy studijy centre 2016 01 06.

Ugnés Giedraitytés kairinio ,, Arco Iris Circular® klarnetui ir simfoniniam
orkestrui (2014) garso jrasas i$ koncerto Lietuvos nacionalinéje filharmo-
nijoje 2014 10 25.

Osvaldo Balakausko trio klarnetui, altui ir fortepijonui ,,Swingy line 2
(2014) vaizdo jrasas i§ koncerto Taikomosios dailés muziejuje, Vilniuje
2015 01 25, Lietuvos radijo ir televizijos archyvas.

Tiriamajame darbe analizuoti O. Messiaeno ,,Kvarteto laiko pabaigai“ garso

jradai:
1.

Algirdas Budrys (klarnetas), Audroné Vainitnaité (smuikas), Augustinas
Vasiliauskas (violoncelé), Biruté Vainiinaité (fortepijonas) (1980, Lietuvos
radijo jrasas radijo fonduose C-4184).

. Julius Cernius (klarnetas), Vilja Talimaa (smuikas), Edmundas Kulikaus-

kas (violoncelé), Gintautas Kévisas (fortepijonas) (1989, Lietuvos radijo
jrasas radijo fonduose C-6549).

. Antanas Taloc¢ka (klarnetas), Rusné Mataityté (smuikas), Edmundas

Kulikauskas (violoncelé), Albina Siksniaté (fortepijonas) (2006 04 19,
Lietuvos radijo jrasas, Lietuvos nacionaliné filharmonija, Vilnius).



4. Vytautas Giedraitis (klarnetas), Rata Lipinaityté (smuikas), Povilas Jacuns-
kas (violoncel¢), Indré Baikstyté (fortepijonas) (2014 07 15, asmeninis
jrasas, Evangeliky liuterony bazny¢ia, Nida).

5. Vytautas Giedraitis (klarnetas), Ingrida Rupaité (smuikas), Povilas Ja-
cunskas (violonéelé), Indré Baikstyté (fortepijonas) (2014 11 09 Lietuvos
radijo jrasas, Taikomosios dailés muziejus, Vilnius).

Pateikiami 8 priedai:

Nr. 1. Paryziaus konservatorijos klarneto profesoriy sukurty ar aranzuoty

solo de concours kuriniy sgrasas chronologine tvarka (1824-1896).

Nr. 2. Paryziaus konservatorijos uzsakymu sukurty solo de concours kariniy
sarasas (1897-1987) chronologine tvarka su leidykly pavadinimais ir
leidykly nurodytais sudétingumo lygiais.

Nr. 3. Lietuviy kompozitoriy kriniy, kuriy redaktorius ir pirmasis atlikéjas
buvo A. Budrys, sarasas.

Nr. 4. A. Budrio atlikty ir jra$yty kariniy Lietuvos radijo fonduose sarasas.

Nr. 5. Klarnetininky apklausos anketa.

Nr. 6. Lietuvos muzikos ir teatro akademijos Pu¢iamyjy ir mu$amuyjy ins-
trumenty katedros prof. Algirdo Budrio studenty, baigusiy klarneto
klase, sarasas. Saltinis: 1964-2011 m. LMTA archyvas.

Nr. 7. Kompozitoriy apklausos anketa.

Nr. 8. Interviu su Algirdu Budriu (Vilnius, 2017 05 30 ir 2017 06 01).

Klarneto mokykly formavimasis yra neatsiejamas nuo instrumento evoliu-

cijos, ir tai nulémé mokslinio tyrimo struktirg. Pirmajame skyriuje aptariama
pranciizy klarneto mokykla: iStakos, technologinés inovacijos ir garso estetika,
klarneto evoliucija ir svarbiausi instrumento technologiniai poky¢iai, nagriné-
jama klarneto konstrukcija, evoliucijos laikotarpis (XVIII-XIX a.), nurodomi
klarnetininky ir kompozitoriy bendradarbiavimo pavyzdziai, padare jtakq klar-
neto progresui, voztuvéliy konstrukcijos ypatumai, klarneto repertuaro plétra ir
poky¢iai. Taip pat pateikiama pranciizy klarneto mokyklos unikalumo ir speci-
fikos analizé, tiriama prancuzi$ka klarneto estetika, stilius, repertuaras ir solo de
concours i§skirtiniai bruozai. Antrajame skyriuje kritiskai analizuojama pranca-
ziskos tradicijos sklaida ir jtaka A. Budrio i$plétotai lietuviy klarneto mokyklai.
Jame gvildenamas klarnetininko A. Budrio studijy Prancuzijoje laikotarpis,
koncertiné, pedagoginé, menotyros straipsniy analiziy ir pranciuziskos klarneto
sistemos sklaida Lietuvoje. Analizuojama lietuviy klarnetininky Olivier Mes-
siaeno ,,Kvarteto laiko pabaigai® interpretacijy specifika ir $io monumentalaus
karinio lietuviskos interpretacijos tradicija. Tre¢iajame skyriuje nagrinéjamas
darbo autoriaus atliktas lietuviskas repertuaras, aptariami lietuviy kompozitoriy
ir darbo autoriaus bendradarbiavimo rezultatai. Apzvelgiamos klarneto naujy
i$raiSky Siuolaikiniuose kariniuose panaudojimo galimybés jvertinant sgsajas
su pranciizy muzikine tradicija ir jos galimo poveikio aspektus.



1. PRANCUZU KLARNETO MOKYKLA:
ISTAKOS, TECHNOLOGINES INOVACIJOS IR GARSO ESTETIKA

Prancuzy klarneto mokyklos formavimasis yra neatsiejamas nuo instrumen-
to evoliucijos proceso. Kaip pazymi puciamyjy instrumenty istorijos tyréjai,
klarneto raidg iki XX a. ir jsitvirtinimg muzikinéje kultaroje smarkiai veiké
atlikéjy klarnetininky, kompozitoriy ir instrumenty gamintojy bendradarbia-
vimas. Todél yra svarbu istirti sgveika tarp klarneto svarbiausiy technologiniy
poky¢iy, kariniy repertuaro plétros ir i$skirti klarneto atlikéjus, kurie daré jtaka
reik§mingiems instrumento vystymosi pokyc¢iams. Siekiant atskleisti klarneto
vystymosi laikotarpiu (XVIII-XX a.) labiausiai instrumentg ir atlikéjy progresa
lémusius poky¢ius ir apibadinti pranctzy klarneto sistemos specifika, skyriuje
apzvelgiama klarneto technologiné raida ir pranctizy klarnetininky, kompozi-
toriy, metodiniy darby inovacijos.

1.1. Klarneto evoliucija ir svarbiausi instrumento technologiniai pokyciai
Nuo klarneto sukonstravimo instrumentas evoliucionavo labai ryskiai, taciau
voztuvéliy sistemos tobulinimo procesas vyko lé¢iau nei korpuso konstrukcijos
ir skirtingy derinimy klarneto (in B, C, A, H, D, Es) gamyba. Evoliucionuojant
instrumentui nusistovéjo keli instrumento derinimai, dél i$raiskingy garso
charakteristiky daugiausia naudojami in Es, in B ir in A klarnetai.

1.1.1. Klarneto sukonstravimas ir tobulinimas

XVII a. buvo ypac svarbus puciamyjy muzikos instrumenty konstravimui ir
tobulinimui. Klarnetininko ir senoviniy instrumenty eksperto Erico Hoepri-
cho tyrimuose i$skiriamos dvi heteroglotiniy ir idioglotiniy senoviniy mediniy
puciamuyjy liaudies instrumenty grupés. Artimiausias klarnetui instrumentas —
XVII a. pab. - XVIII a. pr. heteroglotinis viengubo liezuvélio chalumeau. Gami-
nami ir tobulinami meistry, kurie taiké voztuvélius Siems senoviniams liaudies
instrumentams, jvairiy dydziy ir derinimy chalumeau galéjo turéti iki septyniy
voztuvéliy. Tobulindamas chalumeau klarneta sukonstravo vokie¢iy pu¢iamuyjy
instrumenty gamintojas Johannas Christophas Denneris (1655-1707). Jo XVII a.
pabaigoje sukonstruotas klarnetas buvo nuolat tobulinamas, ta¢iau svarbiausias
J. Ch. Dennerio atradimas - $io instrumento diapazono i$plétimas.

1.1.2. Theobaldo Boehmo inovacijy transformacija: pranciizy ir vokieciy klar-
neto sistemy takoskyra

Ryskus posukis pranciizy klarneto mokykloje buvo klarnetininko Hyacintheo
Eléonoreo Klosé (1808-1880) voztuveéliy sistemos suktrimas ir i$plétimas. I Theo-
baldo Boehmo sistemos fleitai perimta ir pritaikyta ,,judanciy ziedy“ (clarinette
a anneaux mobiles) sistema reik§mingai praplété prancizy klarneto galimybes.



H. E. Klosé, bendradarbiaudamas su Paryziaus instrumenty meistru Louis-Au-
guste Buffet, jau 1839 m. viesai pademonstravo naujg instrumento prototipa, kurj

tobulino iki 1844 mety. L. A. Buffet i$skyré pagrindines tobulintinas 13 voztuvéliy

I. Miillerio klarneto kategorijas ir eksperimentavo siekdamas geresnés intonacijos,
lygesnio skambéjimo: tiksliau i$désté angas klarneto korpuse, pritaiké patogesnj,
skylutes uzdengiantj voztuvy mechanizmg, atsisaké kryzminiy pirstuociy. Sio

instrumento voZtuvéliy sistema buvo pranasesné uz to meto tobulinamus instru-
mentus tuo, kad buvo pridedami nauji voztuvéliai, o ne reformuojama sistema

(ryskiausia tuometiné inovacija). H. E. Klosé suteiké pagrindine kryptj naujai

pranciizy mokyklai, kuri dél savo pranasumo plito kitose Salyse.

1.1.3. Klarneto technikos pokyciy jtaka repertuaro plétrai

Klarnetininky virtuozy, meistry ir kompozitoriy bendradarbiavimo pavyzdziai
aiskiausiai atsispindi klarneto repertuare, kurj buvo galima atlikti tik patobulin-
tu klarnetu. Kompozitoriy jtaka klarneto mechanizmo progresui rodo tipiniai
ankstyvojo romantizmo pavyzdziai: C. M. von Weberio koncertai Nr. 1 (1811),
Nr. 2 (1811), Concertino (1811), L. Spohro koncertai Nr. 1 (1809), Nr. 2 (1810).
Sie kiriniai reflektuoja auki¢iausia to laikmetio technologinio sudétingumo
lygmenj: atlikti $iuos koncertus buvo jmanoma tik modernesniu instrumentu -
desimties, vienuolikos voztuvéliy klarnetais, sukonstruotais tikslingai jgyven-
dinant naujas technologines savybes, iSraiskos galimybes. Ankstyvojo XIX a.
instrumenty meistry naujy ir originalaus dizaino konstrukecijy modeliai véliau
jtraukti j modernaus instrumento manufaktira.

1.2. Pranciizy klarneto mokykla: estetika, stilius, repertuaras

Pranctzy klarneto mokykla glaudziai susijusi su muzikos mokymo instituci-
jomis, kuriose formavosi svarbiausieji instrumento pedagogikos principai ir
interpretaciné kultiira. Siuo pozitriu isskirtine vieta uzima daugiau nei dviejy
$imty mety tradicijas puoseléjanti Paryziaus konservatorija, svarbiausia muzikos
mokymo institucija Pranctzijoje. Paryziaus konservatorijoje susiformavusias
savitos pedagogikos, grojimo technikos, instrumento konstrukcijos tobuli-
nimo, garso estetikos ir repertuaro plétros tradicijas galima laikyti pranctzy
klarneto mokyklos etalonu ir tipisku pavyzdziu. Dél $ios priezasties Paryziaus
konservatorijos klarneto klasé pasirinkta kaip iskiliausias ir tipiSkas reiskinys,
padedantis apibadinti pranctzy klarneto mokykla, aptarti jos geneze, raidos
bruozus ir specifika.

1.2.1. ParyZiaus konservatorijos klarneto klasé: mokyklos formavimasis ir
Zymiausi pedagogai

Skyriuje nagrinéjami ParyZziaus konservatorijos Zymiausiy klarneto pedagogy
raidos etapai, techniniai ir estetiniai grojimo ypatumai, Zymiausi klarneto



pedagogai, formave pranctizy mokyklos tradicijg. Pastebétos kelios Paryziaus
konservatorijos klarneto pedagogu kryptys: akcentuojamas stiprus techninis
pasiruo$imas, kai instrumentui jvaldyti skiriami etiudai ir pratimai; démesys
meniniam repertuarui ir klarnetininko atlikéjo meniniy jgadziy tobulinimui.

1.2.2. Solo de concours stiliaus kaita 1897-1984 m.

Apivelgiami konkursui-egzaminui uzsakyti kiriniai morceaux de concours, ju
stilistika ir raida nuo XIX a. pabaigos iki vélyvo XX a., gilinamasi, kokie stiliai ir
estetinés nuostatos daré jtaka pranctziskam klarneto repertuarui. Nuo 1897 m.
prasidéjo itin svarbus etapas pranciizy klarneto repertuare: beveik kiekvienais
metais su keliomis i§imtimis Paryziaus konservatorijos kompozitoriai buvo
prasomi sukurti egzaminui-konkursui morceaux de concours. Pazymétina, kad
labiausiai pavyke kariniai tapo klarneto koncertinio repertuaro dalimi. Parasyti
karinius buvo prasoma labai jvairaus statuso ir stilistinés orientacijos kompo-
zitoriy - nuo muzikiniame gyvenime jsitvirtinusiy autoriy iki klarnetininky
virtuozy, komponavusiy muzikg labiau metodiniais tikslais. Aptariant §j gausy
repertuarg, iSskirtos kelios stilistinés tendencijos, kurios kartu su konkursui
pasirinkty kompozitoriy vardais atskleidzia ir pranciazy klarneto mokyklos
estetinius ir technologinius poky¢ius.

2. ALGIRDAS BUDRYS -
PRANCUZU KLARNETO MOKYKLOS
PRADININKAS LIETUVOJE

XX a. antrojoje puséje Lietuvoje pradéta taikyti ir jvaldyta prancazi$ka klarneto

sistema, tobuléjo klarneto kaip solinio instrumento raiska, gauséjo repertuaras,
formavosi nauji mokymo metodai, publikuojami poky¢ius reflektuojantys

menotyros darbai. Viena svarbiausiy asmenybiy, inspiravusi ir nulémusi naujg

pucdiamuyjy instrumenty kultaros etapa, naujy metody taikyma pedagogikoje, -
klarnetininkas Algirdas Budrys, 1970-1971 m. stazaves Paryziaus konserva-
torijoje. I$tyrus A. Budrio studijy laikotarpj, koncertine, pedagogines veiklas,
menotyros darbus, taip pat pasitelkus informatyvius $altinius — darbo autoriaus

surinktus ir susistemintus klarnetininko atlikimy jrasus Lietuvos radijuje bei $iam

atlikéjui dedikuotus ir jo pirma kartg atliktus lietuviy kompozitoriy karinius,
nustatytas lietuviy klarnetininky atlikimo meno kokybinis proverzis. A. Budrio

nuosekliai plétojamos sritys: klarneto kaip koncertinio instrumento sklaida,
repertuaro atnaujinimas pritraukiant kompozitorius, pedagoginés veiklos, kuri

apima 50 mety klarnetininky ruo$imo tradicijas, koncepcija.
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2.1. Tradicijos perémimas ir recepcija: studijos ir pranciizy klarneto
mokyklos refleksija A. Budrio menotyros ir pedagogikos darbuose

A. Budrio studijy uZsienio aukstosiose mokyklose laikotarpiu sukaupta koky-
bigka ir moderni informacija paspartino lietuviy klarneto kultaros progresa. Jo
ankstyva pazintis su skirtingomis klarneto mokymo metodikomis, naujy darbo
formy ieskojimas praktikoje, metodiniy darby ragymas suformavo $iuolaikinés
lietuviskos klarneto pedagoginés tradicijos principus, paremtus muzikiniu in-
tonavimu, démesiu garso kokybei ir ekspresyviu atlikimu.

2.2. Modernios klarneto kultiiros jvaldymas ir perkirimas:

A. Budrio pedagoginé ir koncertiné veikla

Intensyvi ir jvairialypé A. Budrio karybiné veikla (koncertuota nuo 1958 m.)
yra tiesiogiai susijusi su pranciuzy klarneto mokyklos recepcija Lietuvoje, pran-
cuzi$ko repertuaro bei lietuviy kompozitoriy karybos sklaida tarptautinéje
koncertinéje erdvéje. Jvertinus grojimo patirtj tiek vokiska, tiek pranctzy klar-
neto sistema ir atsizvelgus j komfortiskesnj klarneto valdymg ir kitg privaluma
pakeitus sistema, poskyryje nagrinéjamos koncertinés ir pedagoginés kryptys
populiarinant lietuvi$ka repertuara, skatinant naujy kariniy sukarima.

2.3. A. Budrio indélis j pranciizy klarneto mokyklos sklaidg Lietuvoje:
Olivier Messiaeno ,,Kvarteto laiko pabaigai“ atlikimo tradicijos analizé
Ypac intensyvus, techniskai sudétingas semantiniu ir religiniu kratviu prisodrin-
tas karinys ,,Kvartetas laiko pabaigai“ yra unikalus klarneto repertuare. Batent
santykis tarp iy aspekty — modernios muzikinés kalbos, ypatingo semantinio
kravio, religiniy, dvasiniy nuorody ir techniskai sudétingo, virtuozisko karinio,
kuriam reikalinga atlikéjy istvermé, — uztikrina svarbiausius ryskios inter-
pretacijos bruozus. ,,Kvartetas laiko pabaigai“ - vienas i§ nedaugelio uzsienio
kompozitoriy opusy, turintis ne vieng atlikima, bet keliy karty tradicijg Lietu-
voje, pradedant nuo pas O. Messiaeng studijavusio ir su autoriumi bendravusio
Algirdo Budrio, tesiant Juliaus Cerniaus suburtu ansambliu, Antano Talo¢kos
ir trio ,,Kaskados® ryskiais atlikimais jau nepriklausomoje Lietuvoje ir jauno-
sios kartos muziky Vytauto Giedraicio ir ,Fortvio® 2014 m. atlikimais. Darbe
nagrinéjami klarnetininky Algirdo Budrio, Juliaus Cerniaus, Antano Talo¢kos
ir Vytauto Giedrai¢io suburty kvartety atlikimy jrasai remiantis interpretacijy
ekspresyvumo kategorijomis. Aptariami atlikimai kartu atspindi karinio estetikos
ir stilistikos interpretavimo pokyc¢ius 1980-2014 metais.
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3. PRANCUZISKA TRADICIJA IR STUOLAIKINE
KLARNETO KULTURA LIETUVOJE

Sioje tiriamojo darbo dalyje nagrinéjamos Lietuvos $iuolaikinés klarneto
kultaros estetinés ir technologinés inovacijos ir atskleidziamas prancuziskos
tradicijos poveikis. Aptariamas $iuolaikinés technikos naudojimas klarneto
repertuare, istirta, kokios stilistikos kariniuose, kuriy kompozitoriy karyboje
buvo taikomos naujos i$raiskos priemonés. Sio tyrimo pagrindimui pasitelkta
klarnetininky anketiné apklausa. Atsakymy rezultatai reprezentuoja prancizy
klarneto sistemos jsitvirtinima, grojimo tradicijos recepcija, klarnetininky
instrumenty pasirinkimo tendencijas ir jy kaita, taip pat bendradarbiavimo su
lietuviy kompozitoriais aspektus, apibendrina, kokius svarbiausius momentus
klarnetininkai aptaria ir i§skiria konsultacijy su kompozitoriais metu.

3.1. Klarneto technologiniy inovacijy sklaida $iuolaikinéje karyboje

XX a. klarneto techniniai duomenys buvo visiskai susiformave, instrumento
jvairiapusiSkumas atvéré placias karybines galimybes ir atlikéjams, ir kompozi-
toriams: klarneto dinamikoje, diapazone, artikuliacijoje ir tembre atsirado naujy
iSraiSkos priemoniy. Muzikinis avangardas ir modernizmo kryptys muzikoje
klarnetg jprasmino ir atskleidé kaip jvairiapusiska ir tinkama naujy muzikiniy
iSraiskos priemoniy sklaidai. Sie veiksniai lémé klarneto repertuaro augima,
taip pat naujy, netradiciniy iSrai$kos priemoniy naudojima - nuo glissando
iki grojimo tik su klarneto puastuku. Tiek kompozitoriai, tiek atlikéjai (daznai
klarnetininkai kompozitoriai, kurie puikiai i$manydami instrumento specifika
kareé $iam instrumentui), bendradarbiaudami vieni su kitais, stengeési atrasti ir
Kklasifikuoti kuo daugiau naujy efekty ir i§plésti grojimo klarnetu galimybes.

3.2. Prancuziskos klarneto sistemos jtaka Lietuvos Siuolaikinei pu¢iamyjy
instrumenty kultarai (klarnetininky apklausa)

Si darbo dalis skiriama tyrimui, kuris grindziamas klarnetininky ankety atsaky-
my apibendrinimu ir rezultaty analize. Siekiama nustatyti Siuolaikine klarneto
meno situacija Lietuvoje, i$siaiskinti, kiek buvo perimta prancuziska sistema
ir mokykla, koks technologiniy klarneto meno inovacijy poveikis. Apklausoje
dalyvavo klarnetininkai profesionalai, studentai ir moksleiviai. Tyrimu siekta
apibrézti klarnetininky teikiamus prioritetus renkantis instrumentus, liezu-
vélius, pastukus ir nustatyti, kaip keitési laike i$vardytos priemoneés, kiek kito
klarnetininky tapatinimasis su tradicinémis klarneto mokyklomis. I§ ankety
siekta nustatyti, kiek svarbus atlikéjo ir kompozitoriaus santykis atliekant naujai
parasyta karinj, kokios naujos iSrai$kos priemonés vyrauja lietuviy kompozitoriy
kariniuose ir uzsienio kompozitoriy kariniuose klarnetui ir kaip jos atspindi
$iuolaikines klarneto raiskos galimybes. Klarnetininky apklausa atskleidé
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prancuzy sistemos jsitvirtinima ir lietuviy klarnetininky tapatinimasi su pran-
cizy klarneto mokykla.

3.3. Siuolaikiniy lietuviy kompozitoriy ir klarnetininky bendradarbiavimas

(kompozitoriy apklausa)

Tyrimu siekiama i$samiau atskleisti kompozitoriy ir atlikéjy bendradarbiavimo

aplinkybes, kompozitoriy lukes¢ius plétojant lietuviska repertuara, taip pat gauti
pagristus atsakymus, kas paskatina ragyti $iam instrumentui, kokias naujas klar-
neto iSraiskos priemones naudoja savo kiaryboje, kokius svarbiausius aspektus

i$skiria konsultuojantis su atlikéjais ir kokios klarneto galimybés labiausiai
imponuoja kompozitoriams. Remiantis anketos rezultatais siekta i$siaigkinti,
kiek svarbus atlikéjo ir kompozitoriaus santykis atliekant naujai parasyta karinj,
kokios naujos iraiSkos priemonés vyrauja lietuviy kompozitoriy kiriniuose klar-
netui. Siekiant nustatyti, kokie parametrai labiausiai imponuoja kompozitoriams
ir jy karybai ir kas tai atskleidzia, paai$kéjo, kad kompozitoriams imponuoja
klarneto dinaminés galimybés, artikuliacijos, tembro ir spalvy gama, paslanku-
mas atliekant naujas iSraiskos priemones ir $iuolaikinius efektus.

3.4. Klarneto iSrai$kos priemoniy atsinaujinimas lietuviy muzikoje ir
rySkesniy bendradarbiavimo atvejy analizé

Siekiant i$analizuoti lietuviy kompozitoriy naudojamus naujus klarneto iraiskos
budus ir jy taikyma, pasiremta bendradarbiavimo su lietuviy kompozitoriais
patirtimi. Nuo 2004 m. iki 2017 m. tiriamojo darbo autoriui bendradarbiaujant
su kompozitoriais parengta 12 kamerinés muzikos opusy, 3 kariniai klarnetui
solo, 3 kompozicijos klarnetui solo su orkestru ir viena nano opera. Keturi
i$samesnei analizei pasirinkti kariniai atspindi $iuolaikinés prancizy muzikos
poveikj lietuviy kompozitoriy karybai: jiems badingas démesys garso spalvai,
specialiems harmonijos efektams, instrumentuotei, instrumenty spalviniams
niuansams leidZia jZvelgti sasajas su pranctziska modernios muzikos garso
estetika. Aistés Vaitkeviciatés, Ritos Macilitinaités, Ugnés Giedraitytés kompo-
zicijose gausiai naudojamos technologinés instrumentinés technikos inovacijos
buvo koreguojamos bendradarbiaujant su atlikéjais.

ISVADOS

1. Prancazy klarneto sistemos susiformavimas ir iSkilimas glaudziai susijes
su instrumento technologine plétra. ISnagrinéjus klarneto raidos laikotarpj
(XVIII-XIX a.), prieita prie iSvados, kad XVII a. pabaigoje sukonstruotas klar-
netas vystési ir buvo tobulinamas itin sparciai, palyginti su kitais pu¢iamaisiais
instrumentais. Klarneto galimybés atlikti vis sudétingesnius pasazus priklausé
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nuo klarneto voztuvy elementy; proverzis pasiektas pranctzy klarnetininkams
H. Klosé ir A. Buffet reformavus klarneto sistema ir pritaikius judanéiy ziedy
technologija klarneto voztuvy konstrukcijos sistemai, vadinamg Boehmo ar
pranciizy sistema. Klarneto progresas tiesiogiai priklausé nuo klarnetininky
virtuozy ir kompozitoriy bendradarbiavimo, kuriy kiryba vis pazangesniam
instrumentui skatino tobulinti klarneto technologija.

2. Prancuzy klarneto mokyklos estetikai, stiliui ir repertuarui istirti buvo
pasitelkta solo de concours tradicija: pastebéti i§skirtiniai pranciizy mokyklos
bruozai bei pedagogy déstymo specifika, unikali tradicija.

Apivelgus ParyzZiaus konservatorijos klarneto déstytojy grojimo tendencijas,
garso jvaizdzio tipus, technikos svarba, nustatyta, kad visais laikotarpiais pasi-
reiské koreliacija tarp déstytojo kadencijos ir konkursui parasyto solo de concours
karinjo stilistikos. Kariniai buvo rasomi kompozitoriams bendradarbiaujant su
tuo metu déstanciais klarnetininkais. Atsizvelgiant j nagrinéty kariniy kompo-
navimo stiliy, darbe apibendrinti keli laikotarpiai su rySkesniais kompozitoriy
ir atlikéjy bendradarbiavimo pavyzdziais ir gairémis:

« Instrumento konstrukcijos ir inovacijy vystymosi laikotarpiu (1824-1876)
vyravo klarnetininkai-kompozitoriai, daugiausia parasyta nesudétingy
formy kariniy, pjesiy, skirty techniniams uzdaviniams jgyvendinti eg-
zaminy metu.

« Savitos garso estetikos formavimosi laikotarpis (1877-1918). Operos
jtaka lémé kariniy melodinguma, daininguma, pazymétinas prancizy
vokaline estetika ir impresionizmo priemonémis paremto klarneto garso
puoseléjimas ir eksponavimas.

« XXa. tarpukario ir pokario estetiné kultira: modernaus mastymo ir tech-
nologiniy inovacijy saveika (1918-1984). Ypa¢ po 1945 m. modernios mu-
zikos komponavimo tradicija daré jtaka vis didéjan¢iam technologiniam
progresui, prancizy klarnetininky techniniam instrumento valdymui,
progresavo klarnetininky techninis lygis konkursiniuose kariniuose.

Karinius komponave klarnetininkai atlikéjai bendradarbiavo su instrumenty
manufaktaromis, daznai patys tobulino instrumentus, diegé inovacijas. Pran-
cazy klarneto mokyklos iskirtinis bruozas - tobulesniam instrumentui skirty
vadovéliy ragymas.

Aptartos Paryziaus konservatorijos profesoriy mokymo kryptys ir i§skirtos
dvi budingiausios. Pirmajai atstovauja C. Rose plétota kryptis, pasiZzyminti garso
kultaros propagavimu, kokybisko garso siekiu. Kita — U. Delécluseo virtuoziné
kryptis; $is pedagogas buvo stipraus techninio paruosimo $alininkas, daugiausia
démesio skyres etiudy ir gamy grojimui.

3. Tyrinéjant prancuziskos tradicijos sklaidg ir jtaka XX a. antrojoje puséje
Lietuvoje, prieita i$vada, kad vokiskos klarneto sistemos pakeitimas j pranca-
zi$ka klarneto sistemg ir jos taikymas bei jvaldymas yra susijes su klarnetininko
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Algirdo Budrio veikla ir klarneto kaip solinio instrumento atlikimo kultaros
plétra Lietuvoje. Specialiai A. Budriui sukurti kairiniai praplété lietuviska klarneto
repertuara, nauji mokymo metodai bei poky¢ius reflektuojantys menotyros dar-
bai paskatino nauja pu¢iamyjy instrumenty kultiros etapg ir progresa klarneto
grojimo tradicijoje.

4. Analizuojant moderniosios pranctzy muzikos $iuolaikinj klarneto
repertuarg, jo recepcija Lietuvoje, nagrinéjimui pasirinktas Olivier Messiae-
no ,Kvartetas laiko pabaigai“ (1941) ir $io monumentalaus karinio lietuviy
klarnetininky atlikéjy interpretacijos. Pasirinkus keliy karty lietuviy atlikéjy
ir klarnetininky - A. Budrio, Juliaus Cerniaus, Antano Talo¢kos ir Vytauto
Giedraic¢io - interpretacijas ir i§tyrus koncertiniy atlikimy garso jrasus, aptarta
lietuviskos interpretacijos tradicija. Skirtingas interpretacijas veikeé keli aspektai:
atlikéjy specializacija $iuolaikinéje muzikoje ir kintanti garso estetika, $iuolai-
kinés muzikos estetikos percepcija.

Tradicijos testinumas ir jos atsinaujinimas atsiskleidzia jvairiomis katego-
rijomis ir parametrais tokiame monolitiniame, didelés apimties, technigkai su-
détingame ir stiprios semantinés jkrovos karinyje. Remiantis lietuviska karinio
interpretacijos tradicija, pastebéta pazanga ir pokytis garso valdymo kultaroje,
niuansuose ir dinaminéje skaléje, formuojamas tamsesnis, $velnesnis, sodresnis
ir lankstesnis klarneto skambéjimas, kuris taip pat neatsiejamas nuo instrumenty
kokybinio progreso.

5. Tiriant prancuziskos klarneto sistemos jtakg Lietuvos $iuolaikinei puc¢iamy-
ju instrumenty kultarai, parengta anketiné klarnetininky apklausa. Apibendrinus
jos rezultatus nustatyta:

o Klarnetininky teikiami prioritetai renkantis prancizy sistemos ir ma-
nufaktaros instrumentus (,,Buffet Crampon®, ,,Selmer®), liezuvélius
(»Vandoren', ,Rico“), pustukus (,Vandoren®). Isvardytos priemonés per
laikg stipriai pakito ir tapo profesionalesnés, kokybiskesnés; nuo vokiskos
sistemos pereita prie prancuziskos, rankomis gaminamus klarneto liezu-
vélius ar atsiystus i§ Rusijos pakeité prancizy manufaktaros liezuvéliai.

« Daugiausia klarnetininkai save priskiria pranctzy klarneto mokyklai arba
sieja su lietuviska klarneto grojimo tradicija, kurioje vyrauja tradiciniy
mokykly bruozai.

« Atlikéjo ir kompozitoriaus santykis atliekant naujai parasyta karinj rodo
tendencija, kad naujai parasytg karinj klarnetininkai stengiasi paruosti
patys; jei kompozitorius turi tam tikry pageidavimuy, jie jgyvendinami iki
karinio premjeros. Bendras klarnetininky poziaris j bendradarbiavima
su kompozitoriais, remiantis anketinés apklausos atsakymo variantais ir
komentarais, yra teigiamas ir pozityvus; dauguma klarnetininky patvirtino
bendradarbiavimo svarbg ruo$iant naujg karinj.
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Lietuviy kompozitoriy kariniuose dazniausiai aptinkamos naujos i$-
rai$kos priemonés glissando ir frullato, re¢iausiai — slap tongue efektas.
Ne lietuviy kompozitoriy kariniuose dazniausiai klarnetininkai pazymi
naujas iSrai$kos priemones: glissando, ketvirtatonius, slap tongue, frulla-
to, daugiagarsius saskambius. Tiek lietuviy, tiek uzsienio kompozitoriy
kariniuose, be paminéty priemoniy, aptinkami: oro patimas be garso,
voztuvéliy tar$kéjimas, grojimas atskiromis klarneto dalimis, grojimas
kartu dainuojant balsu.

6. Sudaryta kompozitoriy anketiné apklausa ir apibendrinti jos rezultatai
padéjo jvertinti $iuolaikiniy lietuviy kompozitoriy ir klarnetininky bendra-
darbiavima. Apzvelgtas klarneto iSrai$kos priemoniy atsinaujinimas lietuviy
muzikoje. Individuali darbo autoriaus bendradarbiavimo su kompozitoriais
patirtis ir anketinés apklausos rezultatai leidzia daryti $ias jZvalgas:

Atlikéjo ir kompozitoriaus santykis atliekant naujai parasyta karinj
atsiskleidzia konsultacijose su atlikéjais, kurias kompozitoriai vieningai
jvardijo kaip labai naudingas.

Lietuvisko repertuaro plétrai ir progresui uztikrinti sialomas aktyvesnis
atlikéjy ir kompozitoriy bendradarbiavimas, festivaliy naujy kariniy
uzsakymai, $iuolaikiniy kariniy jtraukimas j koncertines programas.
Ragyti konkre¢iam instrumentui dazniausiai kompozitorius paskatina
kelios priezastys: i§skirtinis garsas, tembrinis instrumento imponavimas
kompozitoriui, konkretaus atlikéjo Zinomumas ir gauty uzsakymy reali-
zavimo galimybé.

Lietuviy kompozitoriai naudoja jvairius naujus klarneto israiskos budus
ir juos placiau taiko klarneto kompozicijoms: apklausa nustatyta, kad
jvairios technikos naudojimas kompozitoriy karyboje yra kompleksinis,
neapsiribojama vienu ar kitu. Pazymeéti kiti $iuolaikinés klarneto tech-
nikos budai: bisbigliando efektas ir ,,ekstremalus tesiamo garso garsumo
pokytis®.

Kompozitoriai i§skyré svarbiausius konsultacijy su atlikéjais aspektus:
batina tiksliai uZra$yti naujus iSraiSkos budus, svarbu aptarti su atlikéju
techniskai sudétingy pasazy atlikimo galimybes. Dauguma kompozito-
riy nurodé, kad jiems svarbu ieSkoti jvairiy skambesiy, todél jie ir praso
atlikéjy juos pademonstruoti.

Labiausiai kompozitoriams imponuojancios, i$ kity instrumenty issiski-
rianc¢ios klarneto savybés: itin techni$kas instrumentas, turintis placia
dinamikos skale ir diapazong, paslankus grojant jvairia artikuliacija, taip
pat naudojant $iuolaikine technika ir jvairias i$rai$kos priemones.

7. Asmeniné darbo autoriaus bendradarbiavimo su lietuviy kompozitoriais
patirtis parengiant naujy kariniy premjeras ir jrasy sesijas, pasirinkty kariniy
partitary analizé iSryskina konsultacijy tarp kompozitoriaus ir atlikéjo reik§me,
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informatyvus dialogas tarp atlikéjo ir kompozitoriaus atskleidzia specifines

instrumento $iuolaikinés technikos galimybes, jvertinamas objektyvesnis prak-
tinis, koncertinis $ios technikos naudojimas. Gilesniam nagrinéjimui pasirinkti

keturiy kompozitoriy (A. Vaitkevic¢iatés, R. Macilitnaités, U. Giedraitytés,
O. Balakausko) jvairios stilistikos ir estetikos kairiniai. PaZymétina, jog atlikéjui

jsigilinus i karinj, objektyviai suformulavus pastabas, karybiskai perteikus

idéjas, kompozitoriai j tai atsizvelgia, koreguoja karinio partijg. Konsultacijos

su atlikéju motyvacija priklauso nuo keliy veiksniy, i§ kuriy vienas svarbiausiy -
kompozitoriaus patirtis ragant klarnetui. Maziausiai konsultuotasi ruosiant
O. Balakausko ,,Swingy line 2“ (2014), taciau su visomis atlikéjo i§sakytomis

pastabomis dél ekstremaliai auks$to naudojamo registro kompozitorius sutiko.
Ruosiant kitus karinius konsultacijos buvo aktyvesnés, ir tai sietina su $iuolaiki-
niy iSrai$kos priemoniy skambesio eksperimentavimu ir atlikimo galimybémis.
Visi rezultatai pasiekti dialogu ir bendradarbiavimu.

8. I3analizavus prancizy klarneto mokyklos poveikj Lietuvos pu¢iamuyjy
kultarai atskleista, kad $ios mokyklos jtakos laukas buvo itin platus ir produk-
tyvus: perimtg prancizy klarneto sistema, atlikimo technika ir garso estetikg
karybiskai i§plétojo kelios lietuviy klarnetininky kartos. Tai paskatino klarneto
pedagogikos, interpretacijos meno poky¢ius, repertuaro plétra ir aktyvesnj
bendradarbiavima su kompozitoriais. Savo ruoztu naujos klarneto galimybés
ir lietuviy klarnetininky interpretacinio meno tobuléjimas suformavo platesnj
$iam instrumentui kurian¢iy kompozitoriy ratg, prisidéjo prie lietuvigko klarneto
repertuaro sklaidos nacionalingje ir tarptautinéje muzikos scenoje.
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INTRODUCTION

The current wind instrument culture is a distinct example of intercultural ex-
change and the interrelationship of national schools. In the second half of the 20th
century, the Lithuanian clarinet tradition underwent major changes due to the
dissemination of the French system instruments in Lithuania and the influence
of the French musical culture on the updating of the national wind instrument
tradition. Before that, in Lithuania, like in many other European countries, the
German system instruments, performance traditions, and musical education
methodologies prevailed.

The culture and traditions of playing the wind instruments in Lithuania are
not old and neither have they been extensively studied in Lithuania; however,
even though the number of sources and literature keeps increasing, when one
seeks to carry out an in-depth analysis specifically of the roots of the clarinetist
professional performance and the stages of its development, one finds not so
much information and not so many works of art research. The formation of
the wind instrument playing traditions in the interwar Lithuania was directly
related to the activity of orchestras and the training of instrumentalists for them
(Katkus 2009). As stated by Lithuanian musicologist Donatas Katkus, during that
period, a new generation of Lithuanian orchestra musicians and performers-
virtuosos had grown. The clarinet culture in Lithuania kept developing and
changing, as well as the tradition and the performance in classical composition
orchestras that demanded professional, specific knowledge and preparation.
To compare the problems of various instrumentalists, the professionalism of
wind instrument players required significant investments in their professional
development. In that area, the members of the Czech Nonet, invited to Klaipéda
by Stasys Simkus, were the first professional teachers of wind instruments in
Lithuania who had a long-term tradition and a consistent, uniform school.
One of the most important things brought to Lithuania by the Czechs was an
extremely high music making culture; the Czech tradition was also followed by
their pupils-wind instrument players of Klaipéda Music School®. However, the
interwar wind instrument players’ music making was far from perfect: collective
music playing was adversely affected by the diversity of playing traditions, and
the training of new performers was influenced by the lack of qualification of a
number of lower level music teachers. For those reasons, the interwar tradition

The members of the Czech Nonet-wind instrument players: flute - Albert Bursik, oboe - Anton
Stoupa, clarinet — Jaroslav Brychta, bassoon — Ladislav Putna, and French horn - Emanuel
Kaucky.

Flutists Juozas Pakalnis and Liudas Survila, clarinetists Aleksas Valius and Valdemaras Biezumas,
bassoonist Kazys Paulauskas, French horn player Alfonas Bauzinskas, trumpeter Slévys, and
others should be mentioned.
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of playing the wind instruments, despite the activity of some outstanding artistic
personalities, never reached a higher level of professionalism. The Lithuanian
traditions of playing the wind instruments formed in the interwar period un-
derwent dramatic changes after the Second World War, while the national music
culture was greatly affected by the USSR and foreign wind instrument schools.
In exactly the same way, the growing professionalism and improvement of the
national clarinet culture in the second half of the 20th century - the early 21st
century was predetermined by the cultural openness of Lithuanian clarinetists
and the updating and strengthening of the clarinet school in Lithuania.

The research questions of the present artistic research paper formulated in
the above discussed context are related to the importance of the French Clari-
net School for the updating of the contemporary wind instrument culture in
Lithuania. The research object is the changes in the clarinet playing tradition
and its distinctive renewal in the second half of the 20th century, covering both
the changes in the system of instruments as well as adoption and reception of
the French playing culture, with special emphasis placed on the contribution of
the pedagogical and artistic activity of clarinetist Algirdas Budrys who inspired
the changes in the tradition.

The aim of the research is to analyse and reveal the influence of the 20th
century French Clarinet School on the current updating of the wind instrument
culture in Lithuania. Both the experience and knowledge gained by Algirdas
Budrys and the studies in Paris of the author of the present paper presupposed
deeper and more exhaustive research in the area chosen for the analysis. In order
to achieve the aim, the following objectives have been formulated:

1. To analyse the origins of the French clarinet system; to characterise the
most important technological innovations of the instrument and their
significance for the instrument development. To study the period of
the clarinet designing and development, the tradition of collaboration
between clarinetists and composers, and its impact on the technological
progress of the clarinet: the special characteristics of the key system and
the development and changes in the clarinet repertoire.

2. To study the aesthetics, style, and repertoire of the French Clarinet School
through the solo de concours traditions, distinctive features, uniqueness,
and specificity.

3. To analyse the dissemination of the French tradition and its influence on
the formation of the Lithuanian clarinet playing tradition developed by
Algirdas Budrys. To overview the period of clarinetist Algirdas Budrys’
studies in France and the impact of his concert and pedagogical activity,
as well as his art research articles, on the dissemination of the French
clarinet system in Lithuania.
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4. To evaluate the reception of the modern French music culture which
established a new role of the clarinet in the contemporary repertoires in
Lithuania. To analyse the interpretations of Lithuanian clarinetists in the
performance of Olivier Messiaen’s Quartet for the End of Time (1941) and
to reveal the tradition of the Lithuanian interpretation of that monumental
composition.

5. To investigate the influence of the French clarinet system on the contem-
porary Lithuanian wind instrument culture, to prepare and carry out a
questionnaire survey of clarinetists, and to summarise its outcomes.

6. To overview the collaboration of contemporary Lithuanian composers
and clarinetists (through a composers’ survey) and to analyse the updat-
ing of the clarinet’s expressive means in Lithuanian music, based on the
individual experience of collaboration with composers.

The cultural transformation analysed in the present research paper formed
the need for changes in the national wind instrument culture and for a deeper
analysis of its international contextualisation. In the contemporary world, music
performance is probably the most widespread public property or a form of cul-
tural expression, however, in musicology, it has been more extensively studied
only for several decades. The breakthrough that promoted research in music
performance both in Lithuania and in other countries was associated with the
paradigm of the new musicology (the last two decades of the 20th century). New
theoretical analyses and methodologies were encouraged by the accelerated de-
velopment of artistic research and its interrelationship with the new musicology
in the 21st century. In the international scholarly space, more significant changes
and the movement of actualisation of the research in music performance have
been taking place for merely over two decades, however, despite the increasing
number of breakthrough works and the intensification of research, the studies
of performing arts have remained of a fragmentary character.

Before the 21st century, the art of musical performance in Lithuania was
mainly studied from a historical viewpoint, and the greatest number of such
works focused on the art of the piano or string performance. The development
of Lithuanian performing arts was especially poorly studied from the mid-20th
century, the period when the distinctive processes of updating individual instru-
mental cultures were taking place. That was especially true of the vibrant and
active wind instrument culture whose most prominent representatives made a
great influence on the general development of the national music tradition. Thus,
e.g., clarinetist Algirdas Budrys and his pupils especially actively collaborated,
and keep collaborating, with the most outstanding Lithuanian composers; they
have been initiators of numerous compositions and their active promoters in
the national and international space.
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The novelty and relevance of the research paper is predicated on a com-
prehensive character of the research, when the object poorly investigated in
Lithuania - the influence of the French Clarinet School on the updating of the
national wind instrument culture - is investigated from different viewpoints:
those of the technological development of the instrument, the pedagogy of play-
ing the instrument, interpretation, and clarinetists’ collaboration with composers.
When formulating the research questions and developing the research, a wide
spectrum of methodological approaches has been used: historical-descriptive,
analythical, comparative, critical literature review, empirical analyses of music
recordings, and other methods. The object of the research and the desire to re-
veal an intercultural character of the updating of the Lithuanian clarinet culture
predetermined a wide context of scientific literature.

Literature and sources. The characteristics of the historical development
of the clarinet were reviewed, based on the latest works of clarinet researchers
and monographs focusing on the instrument development (Hoeprich 2008;
Rice 1992, 2003). The aesthetics of the French Clarinet School, its style, and the
uniqueness and specificity of the repertoire were analysed through the use of
works of Lithuanian and foreign scholars (Gee 1981; Budrys 1974); an important
source for the analysis of the solo de concours specificity were papers published
in the International Clarinet Association journal The Clarinet (Magistrelli 2015;
Cuper, Paul 1988; Willett 1988). The dissemination of the French tradition and
its influence on the formation of the Lithuanian clarinet playing tradition, initi-
ated by Algirdas Budrys, were analysed through an in-depth analysis of artistic
and methodological works of Lithuanian performers (Budrys 1971, 1974, 1984;
Katkus 1972, 1986). The analysis of performance interpretations was based on
the studies of the interactions between the semantic and expressiveness param-
eters, applied to the analysis of Olivier Messiaen’s Quartet for the End of Time,
and the identification of the Lithuanian interpretation tradition (Pople 1998;
Rischin 2003; Kazakevic¢iené 2006; Janicka-Stysz 2013). The theoretical and
historical studies of contemporary music have been instrumental in overwiev-
ing the current expressive means and the updating of modern expressive means
typical of the Lithuanian clarinet repertoire (Rehfeld 1994; Mandat 1989; Rice
2017), as well as the diversity of styles and the influence of jazz on the repertoire
(Mawer 2014); moreover, the impact of the French tradition on the stylistics of
the chosen Lithuanian composers was analysed (Daunoravi¢iené 2016, 2000;
Katkus 2000).

When formulating the aim and the objectives of the present research paper,
its structure was formed that sought to analyse the defined problem field through
several problem sections. The structure of the paper consists of an introduction,
three chapters, conclusions, a list of literature, and examples of sheet notes of
the compositions performed by the author of the research paper:
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1. Aisté Vaitkevi¢iaté’s composition LiZiai for clarinet solo (2016);

2. Rita Macilianaité’s composition Aspectus for clarinet solo (2015/2016);

3. Ugné Giedraityté’s composition Arco Iris Circular for clarinet and sym-
phony orchestra (2014);

4. Osvaldas Balakauskas’ trio Swingy Line 2 for clarinet, viola, and piano
(2014).

Audio and video sources:

« sound recording of Aisté Vaitkeviciatés composition Liiziai for clarinet
solo (2016), made in the Music Innovation Studies Centre on 08 06
2016;

« sound recording of Rita Mac¢ilitinaité’s composition Aspectus for clarinet
solo (2015/2016), made in the Music Innovation Studies Centre on 06 01
2016;

« sound recording of Ugné Giedraityté’s composition Arco Iris Circular for
clarinet and symphony orchestra (2014) in the concert at the Lithuanian
National Philharmonic Hall on 25 10 2014;

« video recording of Osvaldas Balakauskas’ trio Swingy Line 2 for clarinet,
viola, and piano (2014) in the concert at the Museum of Applied Arts,
Vilnius, on 25 01 2015. Archives of Lithuanian National Radio and TV.

In the present research paper, sound recordings of Olivier Messiaen’s Quartet

for the End of Time were analysed:

1. Algirdas Budrys (clarinet), Audroné Vainitnaité (violin), Augustinas
Vasiliauskas (cello), and Biruté Vainianaité (piano) (Lithuanian Radio
recording, 1980, Lithuanian Radio Funds: C-4184);

2. Julius Cernius (clarinet), Vilja Talimaa (violin), Edmundas Kulikauskas
(cello), and Gintautas Kévisas (piano) (Lithuanian Radio recording, 1989,
Lithuanian Radio Funds: C-6549);

3. Antanas Taloc¢ka (clarinet), Rusné Mataityté (violin), Edmundas Kulikaus-
kas (cello), and Albina Sik$nitté (piano) (Lithuanian Radio recording,
19 04 2006, Lithuanian National Philharmonic, Vilnius);

4. Vytautas Giedraitis (clarinet), Rata Lipinaityté (violin), Povilas Jacunskas
(cello), and Indré Baikstyté (piano) (personal recording, 15 07 2014, the
Evangelical Lutheran Church in Nida);

5. Vytautas Giedraitis (clarinet), Ingrida Rupaité (violin), Povilas Jacunskas
(cello), and Indré Baikstyté (piano) (Lithuanian Radio recording, 09 11
2014, Museum of Applied Arts, Vilnius).

Moreover, 8 appendices have been attached:

No. 1. Chronological list of the solo de concours compositions writ-

ten or arranged by clarinet professors of the Paris Conservatoire
(1824-1896).
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No. 2. Chronological list of the solo de concours compositions written on
the commission of the Paris Conservatoire (1897-1987), with the
names of publishing houses and the level of difficulty indicated by
the publishers.

No. 3. List of the Lithuanian composers’ works whose editor and first per-
former was Algirdas Budrys.

No. 4. List of the compositions performed by Algirdas Budrys, recorded and
stored in the Lithuanian Radio Funds.

No. 5. Clarinetist survey questionnaire.

No. 6. List of the students of Prof. Algirdas Budrys who graduated from the
class of clarinet, the Department of Wind and Percussion Instruments,
Lithuanian Academy of Music and Theatre. Source: Archives of the
LMTA 1964-2011.

No. 7. Composer survey questionnaire.

No. 8. Interviews with Algirdas Budrys, Vilnius, 30 05 2017 and 01 06 2017.

The formation of clarinet schools is inseparable from the instrument evolu-

tion process, and that predetermines the structure of the research. Chapter 1
deals with the French Clarinet School: its origins, technological innovations and
sound aesthetics, the clarinet evolution and major technological changes of the
instrument are explored, the design of the clarinet and its evolution period are
examined, the cases of clarinetists and composers’ collaboration that affected
the clarinet’s progress are presented, and the characteristics of the key design,
as well as the development of the clarinet repertoire and changes in it, are dis-
cussed. Moreover, an analysis of the uniqueness and specificity of the French
Clarinet School is presented, and the French aesthetics, style, and repertoire of
the clarinet, together with the distinctive features of the solo de concours, are
investigated. Chapter 2 is devoted to a critical analysis of the French tradition
dissemination and to its influence on the formation of the Lithuanian Clarinet
School developed by Algirdas Budrys. It deals with the period of Budrys’ studies
in France, his concert and pedagogical activity, and the analysis of his research
articles and the dissemination of the French clarinet system in Lithuania. The
specificity of interpretations of Lithuanian clarinetists in the performance of
Olivier Messiaens Quartet for the End of Time and the tradition of the Lithuanian
interpretation of that monumental composition are analysed. Chapter 3 focuses
on the Lithuanian repertoire performed by the author of the research paper
and presents the outcomes of some cases of collaboration between Lithuanian
composers and the author. The possibilities of new expressions of the clarinet in
contemporary compositions, as well as their applicability, are overviewed through
the evaluation of the aspects of the links with the French musical tradition and
its potential influence.
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1. THE FRENCH CLARINET SCHOOL:
ITS ORIGINS, TECHNOLOGICAL INNOVATIONS,
AND SOUND AESTHETICS

The formation of the French Clarinet School is inseparable from the instru-
ment evolution process. As indicated by the researchers in the history of wind
instruments, the development of the clarinet before the 20th century and its
establishment in musical culture was strongly affected by the cooperation
between clarinet performers, composers, and instrument makers. Therefore,
it is important to investigate the interaction between the major technological
changes in the clarinet and the development of the repertoire of compositions
for it, as well as to identify the clarinetists responsible for significant changes
in the development of the instrument. The chapter overviews the technological
development of the clarinet and the innovations of French clarinetists, com-
posers, and methodological works in order to establish the changes that most
affected the instrument and the progress of its players throughout the clarinet
development period (the 18th to the 20th century) and to define the specificity
of the French clarinet system.

1.1. The clarinet evolution and major technological changes in the instrument
From the emergence of the clarinet, the instrument evolved distinctively, however,
the process of improving the key system developed more slowly than that of the
body structure and the manufacturing of clarinets in different tuning (in Bb, C,
A, B, D, Es). In the process of the instrument evolution, several tunings of the
instrument got established; mainly due to the expressive sound characteristics,
clarinets in Es, in Bb, and in A are used.

1.1.1. The clarinet design and improvement

The 17th century was particularly important for the designing and improve-
ment of musical wind instruments. In the research of clarinetist and expert
of early instruments Eric Hoeprich, two groups of heteroglot and idioglot
early woodwind folk instruments were distinguished. The instrument closest
to the clarinet in the late 17th through the early 18th century was a heteroglot
single-reed chalumeau. Manufactured and improved by masters who applied
keys to those antique folk instruments, the chalumeau could have up to seven
keys. The clarinet was designed by German wind instrument maker Johann
Christoph Denner (1655-1707) by improving the aforementioned folk instru-
ment chalumeau. Designed in the late 17th century, the instrument kept being
improved, however, the most important Denner’s discovery was the increasing
of the instrument’s range.
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1.1.2. Transformation of Theobald Boehm’s innovations: the divide between the
French and the German clarinet systems

A striking turning point in the French Clarinet School was the increasing and
designing of a key system by clarinetist Hyacinthe Eléonore Klosé (1808-1880):
the adapted “movable rings system” (clarinette a anneaux mobiles) significantly
expanded the possibilities of the French clarinet. The system was adopted from
Theobald Boehm’s system for the flute, and Klosé, by cooperating with the
French instrument maker Louis-Auguste Buffet, as early as in 1839 publicly
demonstrated a new prototype of the instrument and kept improving it until
1844. Buffet identified the main Iwan Miiller’s 13-key clarinet categories to be
improved and experimented for the sake of progress: more precise distribution
of holes on the clarinet body, a more convenient key system to cover the holes,
elimination of cross-fingerings, better intonation, and more even sound. The
key system of the instrument was superior to other instruments to be improved
at the time due to the fact of refining the instrument through adding new keys
rather than reforming the system, which was the most outstanding innovation
in that period. Klosé gave the main direction to the new French school which,
because of its superiority, spread in other countries.

1.1.3. The impact of changes in the clarinet techniques on the repertoire
development

The cases of cooperation between clarinetists-virtuosos, masters, and composers
were most clearly reflected in the clarinet repertoire that could only be performed
with the improved version of the clarinet. The impact of composers on the pro-
gression of the clarinet mechanism was demonstrated by typical examples of the
Early Romanticism: Clarinet Concerto No. 1 (1811) and No. 2 (1811), as well as
Concertino (1811) by Carl Maria von Weber, or Clarinet Concerto No. 1 (1809)
and No. 2 (1810) by Louis Spohr. The compositions reflected the highest level
of technological sophistication of the period: the Concertos could only be per-
formed with more modern 10 or 11-key clarinets, the instruments purposefully
enriched with new technological characteristics and possibilities for expression.
Structural versions of the new and original designs of the early 19th century were
later included in the manufacturing of a modern instrument.

1.2. The French Clarinet School: aesthetics, style, and repertoire

The French Clarinet School was closely related to musical education institutions

which formed the key principles of the instrument pedagogy and the interpretive

culture. From that viewpoint, the Paris Conservatoire, the principal training in-
stitution for music in France, fostering the traditions for over 200 years, occupied

a special place. The Paris Conservatoire developed distinctive pedagogy, the play-
ing techniques, the instrument design improvement, the sound aesthetics, and
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the repertoire development traditions that could be considered as the benchmark
and a typical example of the French Clarinet School. For that reason, to charac-
terise the French Clarinet School, the clarinet class of the Paris Conservatoire
was chosen as the most outstanding and typical phenomenon, simultaneously
seeking to discuss its genesis, its development features, and specificity.

1.2.1. The clarinet class at the Paris Conservatoire: the school formation and the
most famous teachers

The sub-chapter deals with the development stages of the most distinguished
clarinet pedagogues, the technical and aesthetical characteristics of playing the
instrument, and the most famous clarinet pedagogues who had formed the
French school tradition. Several trends in the work of the clarinet pedagogues
of the French Conservatoire were noted: one of them focused on the training of
technical skills, when études and exercises were assigned to master the instrument
and to achieve the result. Another trend, without excluding the preparation of
the technical repertoire, tended to focus more on the artistic repertoire and the
improvement of the clarinet-player’s artistic skills.

1.2.2. Changes in the solo de concours style in the period of 1897 to 1984

The sub-chapter overviews the morceaux de concours compositions commis-
sioned for the exam-competition as well as stylistics and development of com-
positions from the late 19th to the late 20th century in order to find out which
styles and aesthetic attitudes affected the French repertoire for clarinet. From
1897, an especially important stage for the French clarinet repertoire began:
almost every year with a few exceptions, composers were asked by the French
Conservatoire to compose morceaux de concours for the exam-competition.
It should be noted that the most successful compositions became part of the
clarinet’s concert repertoire. Composers of a very different status and stylistic
orientation were asked to write compositions, from authors well-established in
musical life to clarinetists-virtuosos who composed music more for methodologi-
cal purposes. When discussing the abundant repertoire, several stylistic trends
were identified which, together with the names of the composers chosen for the
competition, revealed in a special way the aesthetic and technological changes
in the French Clarinet School.
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2. ALGIRDAS BUDRYS, PIONEER OF THE FRENCH
CLARINET SCHOOL IN LITHUANIA

In the second half of the 20th century, the French clarinet system was introduced
to, and mastered in, Lithuania: the clarinet developed as a solo instrument, the
repertoire expanded, new teaching methods were developed, and scholarly pub-
lications reflecting the said changes appeared. One of the key personalities who
inspired and influenced the new stage of the wind instrument culture and the
application of new methods in pedagogy was clarinetist Algirdas Budrys, who
completed apprenticeship in the Paris Conservatoire in the years 1970 to 1971.
Upon examining the period of Budrys’ studies, his concert and pedagogical ac-
tivity, and his works of art research, as well as other informative sources, such as
his recordings in the Lithuanian Radio (collected and systematised by the author
of the research paper) and the works of Lithuanian composers dedicated to the
artist and first performed by him, a qualitative breakthrough in the performance
of Lithuanian clarinetists was identified. It was related to several consistently
developed fields: the dissemination of the clarinet as a concert instrument, the
updating of the repertoire by attracting composers, and the conception of peda-
gogical activity covering the 50-year-old tradition of training clarinetists.

2.1. Takeover and reception of the tradition: the studies and the reflection
of the French Clarinet School in Algirdas Budrys’ art criticism and
methodological works

An overview of the period of Budrys’ studies reveals the significant moments
when, while studying in higher education institutions abroad, high quality and
contemporary information had been collected that accelerated the progress
of the Lithuanian clarinet culture. Budrys’ early acquaintance with different
clarinet teaching methodologies, the search for new work forms in practice, and
methodological work formed the principles of the current Lithuanian clarinet
pedagogical tradition, based on musical intonation, attention to sound quality,
and expressive performance.

2.2. Mastering and recreation of the contemporary clarinet culture:
Budrys’ pedagogical and concert activity

Budrys’ intensive and versatile creative activity (he performed since 1958) was
directly related to the reception of the French Clarinet School in Lithuania and
the dissemination of the French repertoire and Lithuanian composers’ works in
an international concert space. On evaluating the experience of both the German
and French clarinet playing systems and on taking into account the advantages
and more comfortable management of the clarinet after changing the system,
the sub-chapter deals with the concert and pedagogical trends which led to the
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popularisation of the Lithuanian repertoire and the promotion of the clarinet
in order to inspire writing new compositions for it.

2.3. Algirdas Budrys’ contribution to the dissemination of the French
Clarinet School in Lithuania: analysis of the Olivier Messiaen’s

Quartet for the End of Time performance tradition

The Quartet for the End of Time, due to its extraordinary intensity, technical
sophistication, as well as semantic and religious load, is a unique composition.
It is the relationship between the aspects of the contemporary music language, a
special semantic load, religious and spiritual references, and technical sophistica-
tion and virtuosity of the composition demanding stamina from its performers
that provides the principal conditions for expressive interpretation. The Quartet
for the End of Time is one of a few opuses of foreign composers in Lithuania that
has had not a single performance but a tradition of several generations, starting
with Algirdas Budrys who studied under Messiaen and associated with him,
continuing with the ensemble formed by Julius Cernius and the outstanding
performances of Antanas Talocka and the trio Kaskados in already independent
Lithuania, and finishing with the performance of the young generation musicians
Vytautas Giedraitis and Fortvio in 2014. The recordings of the performances of
the quartets formed by clarinetists Algirdas Budrys, Julius Cernius, Antanas
Talocka, and Vytautas Giedraitis are analysed, based on the categories of the
expressiveness of interpretations. The analysed performances simultaneously
reflect the changes in the interpretation of the aesthetics and stylistics of the
composition between the years 1980 and 2014.

3. THE FRENCH TRADITION AND THE CURRENT
CLARINET CULTURE IN LITHUANIA

The present part of the research paper seeks to study the aesthetic and techno-
logical innovations in the current clarinet culture in Lithuania and to reveal the
influence of the French tradition. The use of contemporary techniques in the
clarinet repertoire is discussed, the stylistics of compositions is examined, as well
as the application of new expressive means in the works of certain composers.
To justify the research outcomes, a questionnaire survey of clarinetists was carried
out and the outcomes of the survey were analysed, which dealt with the estab-
lishment of the French clarinet system and the reception of the clarinet playing
tradition in Lithuania. The trends of the clarinetists’ choice of instruments and
the changes in them are discussed. Moreover, the aspects of collaboration with
Lithuanian composers are analysed, and the key points identified and discussed
during the consultations with composers are summarised.
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3.1. The dissemination of the clarinet technological innovations

in contemporary compositions

In the 20th century, the technical characteristics of the clarinet were fully formed,
and the versatility of the instrument opened up a wide range of creative pos-
sibilities both for performers and composers: new opportunities for expressive
means emerged in the clarinet dynamics, range, articulation, and timbre. The
musical avant-garde and the trends of modernism in music gave prominence
to the clarinet and allowed it to open up as a versatile instrument, suitable for
the dissemination of new musical expressive means. Those factors contributed
to the expansion of the clarinet repertoire and the use of new, non-traditional
expressive means, from glissando to playing merely with the clarinet’s mouth-
piece. Both composers and performers (frequently, clarinetists-composers who,
due to their excellent knowledge of the instrument specificity, composed for
the instrument) collaborated in finding and classifying as many new effects as
possible and in expanding the possibilities of playing the clarinet.

3.2. The impact of the French clarinet system on the current wind
instrument culture in Lithuania (clarinetists’ survey)

The current part of the paper is devoted to the research, based on the summarisa-
tion of the clarinetists’ answers to the questionnaire and the analysis of the find-
ings. The questionnaire was carried out with the aim of determining the current
situation of the clarinet art in Lithuania, finding out to what degree the French
system and school was taken over, and identifying the impact of the technological
innovations in the clarinet art. The respondents of the questionnaire survey were
professional clarinetists, students, and pupils. The questionnaire sought to identify
the clarinetists priorities in choosing their instruments, reeds, and mouthpieces
and to determine how the said objects changed in the course of time and how
the identification of the clarinetists with the traditional clarinet schools changed.
It also aimed to find out how important was the relationship between performer
and composer when playing a newly written composition, what new expressive
means predominated in the compositions of Lithuanian and foreign composers for
clarinet, and how they reflected the current possibilities of the clarinet expression.
The clarinetists’ survey revealed the establishment of the French system and the
identification of Lithuanian clarinetists with the French Clarinet School.

3.3. Collaboration between contemporary Lithuanian composers

and clarinetists (composers’ survey)

The survey sought to more thoroughly reveal the circumstances of collaboration
between composers and performers and the expectations of composers in the
development of the Lithuanian repertoire, as well as to get substantiated answers to
what inspired the composers to write for the instrument, what new clarinet expres-
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sive means they used in their compositions, which most important aspects they
identified in the consultations with performers, and which aspects of the clarinet
possibilities attracted them most of all. Based on the findings, we sought to find
out how important was the relationship of performer and composer when playing
anewly written composition and what new expressive means predominated in the
compositions of Lithuanian composers for clarinet. In terms of the parameters
that the composers found most attractive and the ways of their identification,
as established by the questionnaire, those were the dynamic possibilities of the
clarinet, the range of articulation, timbre and colour, as well as its flexibility in
performing new expressive means and contemporary effects.

3.4. The updating of the clarinet’s expressive means in Lithuanian music
and the analysis of some more significant cases of collaboration

In order to analyse the new clarinet expressive means and their application by
Lithuanian composers, the experience of collaboration with Lithuanian com-
posers was relied upon. In the period from 2004 to 2017, through the author’s
collaboration with composers, 12 opuses of chamber music, 3 compositions for
clarinet solo, 3 for clarinet solo and orchestra, and one nano opera were com-
posed. The four compositions chosen for a more comprehensive analysis reflected
the impact of the contemporary French music on the works of Lithuanian com-
posers: they were characterised by the attention to the colour of the sound, special
harmonic effects, instrumentation, and instrumental colour nuances, which
allowed noticing the links with the French sound aesthetics in contemporary
music. In the compositions of Aisté Vaitkevi¢iaté, Rita Maciliiinaité and Ugné
Giedraityté, technological innovations of instrumental music were abundantly
used, and they were adjusted in collaboration with performers.

CONCLUSIONS

1. The formation and rise of the French clarinet system was closely related to the
technological development of the instrument. On analysing the clarinet develop-
ment period, the conclusion was arrived at that the clarinet, designed in the late
17th century, developed and was improved very rapidly, compared to other wind
instruments. The clarinet’s possibilities to perform increasingly sophisticated
passages depended on the design of the clarinet’s key elements. The breakthrough
was achieved after French clarinetists Klosé and Buffet had reformed the clarinet
system and applied the movable rings technology to the design of the clarinet
key system, otherwise called Boehm or the French system. The progress of the
clarinet directly depended on the collaboration of clarinetists-virtuosos and
composers whose works for the increasingly progressive instrument inspired
the improvement of the clarinet’s technology.
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2. To examine the aesthetics, style, and repertoire of the French Clarinet
School, the solo de concours tradition was used, and the distinctive features
of the French school and the specificity of teaching, as well as the uniqueness
of the tradition, were noted. Upon the overview of the trends of the French
Conservatoire clarinet teachers’ playing, the types of the sound image, and the
importance of the technique, it was established that, at all times, the correlation
between the teacher’s term of office tenure and the stylistics of the solo de con-
cours composition written for the competition was manifest. The compositions
were written in the composers’ collaboration with the clarinetists teaching at the
time. Given the style of composing of the analysed compositions, several periods
were identified presenting more distinct cases and tendencies of collaboration
between composers and performers:

« In the period of the instrument designing and innovation development
(1824-1876), clarinetists-composers predominated, and mainly simple
form compositions and pieces for mastering technical tasks and for exams
were written.

« The period of formation of specific sound aesthetics (1877-1918). The influ-
ence of the opera predetermined the melodiousness and sonorousness of
compositions; the fostering and exposing of the clarinet sound, based on the
French vocal aesthetics and the impressionistic means, should be noted.

o The 20th century interwar and postwar aesthetic culture: the interaction
of modern thinking and technological innovations (1918-1984). Particu-
larly after 1945, the tradition of modern music composing affected the
increasing technological progress, technical mastering of the instrument
by French clarinetists, and the progressing technical level of clarinetists
in competition compositions.

Clarinetists-performers who also wrote compositions collaborated with
instrument manufacturers and, in many cases, improved the possibili-
ties of the instrument and introduced innovations. The distinguishing
feature of the French Clarinet School was writing of manuals for a more
advanced instrument.

The trends of teaching of a number of the Paris Conservatoire professors
were discussed, and two most typical ones were identified. The first was
represented by the trend developed by Cyrille Rose which was character-
ised by the promotion of the sound culture and the pursuit of high quality
sound. The other was Ulysse Delécluse’s virtuoso trend; Delécluse was a
supporter of good technical training and focused mainly on the playing
of études and scale.

3.In the analysis of the dissemination of the French tradition and its influence
on Lithuania in the second half of the 20th century, it was concluded that the
replacing of the German clarinet system by the French clarinet system and the
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latter’s application and mastering was related to the activity of clarinetist Algirdas
Budrys and the promotion of the clarinet as a solo instrument’s performance
culture in Lithuania. The compositions written specially for Algirdas Budrys
expanded the Lithuanian repertoire for clarinet, and the new teaching methods
and art research articles reflecting the changes led to a new stage in the wind
instrument culture and the progress in the clarinet playing tradition.

4. For the analysis of the contemporary clarinet repertoire in French music

and its reception in Lithuania, Olivier Messiaens Quartet for the End of Time
(1941) and the interpretations of that monumental composition by Lithuanian
clarinetists were chosen. Upon selecting the interpretations of Lithuanian per-
formers and clarinetists — Algirdas Budrys, Julius Cernius, Antanas Talo¢ka, and
Vytautas Giedraitis — and studying sound recordings of their concert perform-
ances, the tradition of Lithuanian interpretation was discussed. Different inter-
pretations were influenced by several aspects: the specialisation of performers
in contemporary music, the changing sound aesthetics, and the perception of
the contemporary musical aesthetics.
The continuity and updating of the tradition in that monolithic, large-scale, tech-
nically sophisticated and strongly semantically loaded composition was revealed
in different categories and parameters. Based on the Lithuanian tradition of this
worK’s interpretation, the progress and changes in the sound mastering culture,
nuances, and the dynamic scale were observed; a darker, softer, richer, and more
flexible ideal of the clarinet sound was formed that was also inseparable from
the qualitative progress of the instrument.

5. To investigate the influence of the French clarinet system on the Lithuanian
contemporary wind instrument culture, a questionnaire survey of clarinetists was car-
ried out. On summarising its findings, the following conclusions were arrived at:

o The priorities of the clarinetists when choosing the instruments were related
to the French system and manufacturers (Buffet Crampon, Selmer), French
styled clarinet reeds (Vandoren, Rico), and mouthpieces (Vandoren); over
the time, they changed dramatically and became more professional and
of a higher quality. After the replacement of the German system by the
French one, from the typical hand-manufacturing of the reeds or getting
the Russia-made ones, they went over to the French-manufactured reeds.

o The clarinetists mainly assigned themselves to the French Clarinet School
or to the Lithuanian clarinet playing tradition in which the features of the
traditional schools prevailed.

o The analysis of the relationship between performer and composer when
playing a newly written composition revealed the trend of the clarinetists’
trying to prepare the composition by themselves and, in case the composer
had certain wishes, to implement them before the composition’s premiere.
The overall clarinetists’ view of the collaboration with composers, based on
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the answers and the comments in the questionnaire survey, was positive;
most of the clarinetists indicated the importance of collaboration when
preparing a new composition.

The most frequently used new expressive means in the compositions of
Lithuanian composers were glissando and frullato, and the least frequently,
the slap tongue effect. In other than Lithuanian composers’ works, the
most frequent new expressive means indicated by the clarinetists were
glissando, quarter tones, slap tongue, frullato, and polyphonic chords. Be-
side the aforementioned ones, both in Lithuanian and foreign composers’
works, the following expressive means occured: blowing without sound,
reed rattling, playing with individual parts of the clarinet, and playing
accompanied by singing.

6. To overview the collaboration of contemporary Lithuanian composers and
clarinetists, a questionnaire survey of composers was carried out, and its findings
were summarised. The updating of the clarinets’ expressive means in Lithuanian
music was overviewed, based on the personal experience of collaboration with
composers of the author of the research paper and the findings of the survey.
The following conclusions were arrived at:

In terms of the circumstances of collaboration between the composers and
the performers, the relationship of the composer and the performer was
revealed through their consultations, which the composers unanimously
found to be very useful.

To ensure the development and progress of the Lithuanian repertoire, more
active collaboration between composers and performers was proposed, as
well as the commission of new compositions for festivals and the inclusion
of contemporary compositions in concert programmes.

The composers were most frequently inspired to write for a specific instru-
ment by several reasons: the singularity of the sound, attractiveness of the
timbre of the instrument to the composer, the aspect of the performer’s
being well known, and the possibility of implementation of the received
commissions.

The variety of the new clarinet’s expressive means used by Lithuanian
composers and their wider application in compositions for clarinet: as
established by means of the questionnaire, the use of those techniques
in the composers’ works was comprehensive and not limited to one or
another effect, while most of the contemporary clarinet techniques were
used. Other contemporary clarinet techniques included the bisbigliando
effect and “an extreme change in the volume of the continuing sound”
The aspects that the composers highlighted as the most important in the
consultations with performers included precise recording of the new expres-
sive means and the importance of discussion with the performer whether
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it was possible to perform technically sophisticated passages. Most of the
composers indicated that it was important for them to look for different
sound possibilities, and they asked performers to demonstrate them;

o The features of the clarinet most attractive to the composers and distin-
guishing it from other instruments: it is an extremely technical instrument
with a wide dynamic range, flexible in playing various articulations and
using contemporary techniques.

7.Based on the author’s personal experience of collaboration with Lithuanian
composers when preparing the premieres of new compositions and recording
sessions and on analysing the scores of the chosen compositions, the importance
of consultations between the composer and the performer is to be noted: an in-
formative dialogue between the composer and the performer reveals the specific
possibilities of the instrument in the use of contemporary techniques; moreover,
a more objective practical, concert-related use of the said techniques and the
performance is evaluated. For an in-depth analysis, the compositions of four
composers (A. Vaitkevi¢iaté, R. Macilitnaité, U. Giedraityté, and O. Balakauskas),
characterised by different stylistics and aesthetics, were chosen. Their preparation
was preceded by a productive process of collaboration. It has to be noted that,
after the performer thoroughly studies the composition, formulates objective
comments, and creatively conveys his ideas, the composers appreciate his sub-
stantiated opinion, take it into account, and adjust the part for the instrument.
The motivation for consultations with performers depends on several factors,
one of the most important being the composer’s experience of writing for clari-
net. The least consulted composer was Osvaldas Balakauskas when preparing
his Swingy line 2 (2014), however, he agreed with all the observations made by
the performer regarding the use of an extremely high register. When preparing
other compositions, the consultatations were more active, and they were related
to the experimenting with the sound of the contemporary expressive means
and the possibilities of performance. All the results were achieved through a
dialogue and collaboration.

8. The analysis of the influence of the French Clarinet School on the Lithua-
nian wind instrument culture revealed that the field of influence of that school
was extremely broad and productive: several generations of Lithuanian clarinet-
ists creatively developed the adopted French clarinet system, the performance
techniques, and the sound aesthetics. All that led to the changes in the clarinet
pedagogy and in the interpretation art, the development of the repertoire, and
the intensification of collaboration with composers. In turn, the new clarinet pos-
sibilities and the improvement of the interpretative art of Lithuanian clarinetists
formed a wider circle of composers writing for the instrument and contributed
to the dissemination of the Lithuanian repertoire for clarinet on national and
international music scenes.
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