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Bonna atbalstu.

! Termins sutartinés (vienskaitlt

Visneparastaka Baltijas tradicionalas mtzikas paradiba ir lietuviesu
d - . . . N1 . . sutartiné) ir atvasinats no darbibas
audzbalsigas dziesmas sutartines (liet. sutartinés).! To lielum lielo dalu  y3da sutarti: ‘saskanat, ‘saderat’,
‘biit saskana’, ‘atrasties harmonija’.

raksturo sekojosas iezimes:

1) balsis ir vienlidz nozimigas, resp., tas atrodas sakartojuma, nevis

pakartojuma,

2) harmonija dominé sekundas,

3) skankartiskais iekartojums ir polimodals,

4) dominé komplementara ritmika,

5) balssvirze noteicosa ir balsu krustosanas,

6) vienlaikus skan divi dazadi teksti (heterotekstualitate).
Jau kop$ vairakiem gadu desmitiem $i tradicija pieder pagatnei. Jau
20. gs. 30. gados, kad tika veikta lielaka dala dokumentaciju, sutartines
parsvara atradas postfunkcionala stavokli. Tacu 19. gs. un vel 20. gs. sakuma
to izplatibas areals aptvera plasas Lietuvas ziemelaustrumu teritorijas
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(skat. 1. attelu).

1l.attels. Sutartinu daudzbalsibas areals

Latvija

Lietuva

Ba’tijas jara

Nemuna

Krievija
(Austrumprasija)

Baltkkjevija

simboli, kas iezimé arealu
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2 Citata avots: Slavitinas 1959: 299,
1415. piemers.

Tiek izskirti divi pamatveidi: kanoniskas un antifonalas sutartines. Ka
tipisks sutartinu daudzbalsibas paraugs 1. piemera citéta antifonala deju
sutartine Du gZuolu (Div’ ozoli) no areala ziemeliem.? To pamisSus izpilda
divi dziedataju pari. Melostrofa, attiecigi, sastav no posma, ko atskano
pirmais paris, un otra para dziedata $1 posma atkartojuma (melostrofa
tadgjadi ir dubultstrofa). Sis piemérs iemieso visas svarigakas sutartinu
ipasibas. Abas balsis ir vienlidz svarigas (tas lidz pédéjam sikumam ir
savstarpéji salagotas). Balssvirzes galvenais princips ir balsu krustos$anas.
Ritmisko struktiru parvalda komplementara ritmika. Polimodalitate
atklajas tas sutartiném tipiskaja forma — ka divu bihordu kombinacija:
pirma partija dzied bihordu b-d, otra partija — c-e (resp., vienlaikus lidzas
viens otram pastav divi atSkirigi centréti modalie slani). Tekstualajai
struktiirai ir vertikals aspekts: to varétu saukt par dazadu tekstu simultanitati
jeb heterotekstualitati. Katra dziedataju para pirma partija stasta dziesmas
stastu. Saja partija ik nakamaja melostrofa paradas jauns stastijuma posms.
Otras partijas teksta galvena iezime ir ta nemainigs atkartojums ik nakamaja
melostrofa.
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Atskiriba no citiem Baltijas vokalas daudzbalsibas veidiem sutartinem
raksturigs vokali instrumentals paralelisms: dazas ziemelaustrumu
Lietuvas teritorijas lidzas sutartinu vokala atskanojuma praksei pastavéja
ari instrumentala izpildfjuma prakse. Sis vokali instrumentalais paralélisms
nenozimé, ka attiecigajos vietéjos/lokalajos sutartinu repertuaros viens
otram lidzas pastavéja divi neatkarigi atzarojumi: viens vokals, otrs —
instrumentals, bet gan to, ka viena un ta pati sutartine vargja tikt izpildita
gan vokali, gan instrumentali, atkariba no situacijas, apstakliem un
izpilditaju ieceres (par vokali instrumentalo paralélismu skat.: Apanavicius
& Baltréniené 1991, Boiko 1996: 117-123, Paliulis 1959 un 1984).

Sutartinu instrumentalaja izpildijuma galvenokart tika izmantoti
pusaminstrumenti: vientonflautu skuducu (skuduciai) komplekti, garas
koka taures daudites (daudytés), blokflautas lumzdeli (lumzdeliai), retak —
idioglotas tautas klarnetes birbines (birbynés). Ir zinami ar1 gadijumi, kad
sutartines tika izpilditas uz psaltérija kanklem (kanklés). Zinatnes riciba
ir gandriz 800 sutartinu dokumentaciju. Liecibas par paraléelu vokalu un
instrumentalu versiju pastavéSanu ir atrastas aptuveni 140 gadijumos un



27 vietas — ciemos un viensetas (skat. 2. attelu). Minetajas vietas attieciba
uz visu sutartinu repertuaru ir iespéjams konstatet vokali instrumentalu

paraléelismu.

2. attels. Vokali instrumentalais paralélisms. Dokumentacijas vietas

Latvija

Baltkrievija

o  Vokali instrumentala paralelisma dokumentacijas vietas

& o Simboli, kas iezime sutartinu aredlu

140 dokumentetas vienibas, kas parstav vokali instrumentalo
paralelismu, nav vienadas kvalitates. To neliela dala ir fonografa ieraksti
(tie ir ar1 transkribeti), kas atspogulo autentisku instrumentalu izpildijumu.
Nakama kategorija ir sutartinu atskanojuma uz ptiSaminstrumentiem lauka
transkripcijas; tas tapusas péc viena atseviska muzikanta izpildijuma, kurs
demonstreja vienu partiju pec otras. TreSo grupu parstav vokala izpildijuma
transkripcijas, ko pavada dziedataju izteikumi par to, ka attiecigo sutartini
varéja izpildit gan vokali, gan instrumentali. Visbeidzot, pastav veél arl
neliela lauka transkripciju grupa, kas ari dokumenté vokalu izpildijumu:
par to instrumentalu atskanojumu ir zinams, pateicoties treso personu
komentariem. Paliek atklats jautajums, cik liela méra tresa un ceturta no
minétajam transkripciju grupam var tikt uzskatitas par tadam, kas raksturo
sutartinu instrumentala izpildijuma praksi.

20 no aptuveni 140 sutartinu instrumentalo izpildijumu dokumentacijam
atspogulo sutartinu atskanojumu uz kanklem. Sis 20 dokumentacijas ir
fonografa ieraksti un to transkripcijas, kas dokumenté divu izpilditaju:
Petra Lapienes (Petras Lapiené) no KviriSku viensétas un Jona Plepa (Jonas
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3 Citata avots: Slavitinas 1959: 440,
1546. piemers.

Plepas) no Dukurnu ciema areala ziemelos, repertuaru (skat. 3. attelu).
leraksti Dukurnos veikti 1935., Kviriskos — 1937. gada. Transkripciju
autori ir muzikologe Jadviga Curlonite (Jadoyga Ciurlionyté, 1899-1992) un
komponists Vitauts Paltanavic¢s (Vytautas Paltanavicius, 1924-1994) — atziti
lietuvieSu tradicionalas miizikas eksperti.

3. attels. Kvirisku viensétas un Dukurnu ciema novietojums
sutartinu areala

Latvija
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& o simboli, kas iezimé sutartinu arealu

2.a piemers ietver Plepa atskanotas kara dziesmas Du Zaliiis berZeliai (Divi
zali berzini) transkripciju, kas sniedz visparéju prieksstatu par sutartinu
izpildijumu uz kanklém.? Te paradas kada probléma: tas, kas redzams
transkripcija (unkasbtitu dzirdams, atskanojot attiecigo fonografaierakstu),
ne tuvu neatgadina sutartini. Nepavisam nerodas polifona, polimodala
un poliritmiska fenomena iespaids. Tas, kas atklajas, ir heterofonija ar
melodijas sazarojumu ikkatras takts sakuma. Neraugoties uz to, skandarbs
ietver pilnu polimodalas sutartines substanci: tas satur abus polimodalos
slanus un pat komplementarritmiskais strukturéjums ir saglabats. Par to var
viegli parliecinaties, veicot sekojoSas procediiras. 2.a pieméra skanurinda
ir g-a-h-cis-dis. Ja notiek piemeéra skanurindas un substances strukturéjums
atbilstosi sutartinés ietvertajam polimodalitates modelim, tad rezultata
tiek iegtita konstrukcija, kas sastav no diviem modaliem slaniem: a-cis
un g-h-dis (skat. 2.b piemeru). Ja turpinajuma uz modalo strukturéjumu
tiek projicéts sutartinem raksturigais komplementaras ritmikas modelis,



atklajas raksturigs komplementarritmisks veidojums (skat. 2.b piemeru).
Abu procediiru rezultats (2.c piemers) ir tipiska sutartine un secinajums, ka
sutartinu polifonas struktiiras komponenti visi aizklata veida ir klatesosi
Skietami heterofonajas, uz kanklem izpilditajas sutartines. Un, visbeidzot,
apstiprinajums: 2.d piemeérs rada vokalas sutartines Du Zaliiis berZeliai (Divi
zali berzini) transkripciju, kas atspogulo 1935. gada ieskanotas dziedataju
grupas izpildijumu.* Tas nav pilnigi identisks rekonstruétajai sutartinei
(2.c piemers), tacu atskiribas (skanurinda, forma un ritma) ir nenozimigas
un netrauce rekonstrukcijas rezultatu atpazit ka 2.d pieméram tuvu versiju.
Kads 2.d. pieméra citétajam loti Iidzigs materials neparprotami ir bijis uz
kanklém izpildita varianta prototips.

2. piemers
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Tadgjadi aplikojamaja, uz kanklém atskanotaja materiala ir ietverta
visa polimodala un poliritmiska struktiira, tacu, klausoties ierakstu, nav
iespejams taja atpazit polimodalitati, komplementaro ritmiku un, attiecigi -
polifoniju (kas $1iemesla del neatspogulojas ar1 transkripcija), un tas izraisa
jautajumus attieciba uz percepciju un speles tehniku. Visupirms jauzsver,
ka kankletajam, resp., vina pasa uztveré polimodalitate, komplementara
ritmika un tatad — polifonija bija klatesoSa. Vins atskanojot intencionalizeja
minétos aspektus. Pretéja gadijuma ir grati saprast, kapec sutartines
substance tik pilnigi un precizi ir saglabata Skietami heterofonaja struktara.
Liekas, ka varétu but divi savstarpéji papildinosi iemesli miisu nespéjai
klausiSanas (un transkribéSanas) procesa atpazit polimodalitati utt.:

4 Citata avots: Slavitinas 1959: 66,
1233. piemers.
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1) pieredzes trukums: ja meés parstavetu aplikojamo tradiciju, tad,
iespéjams, meés klausiSanas procesa spétu saklausit polifono struktiiru
kankles skanas;

2) janem ar1l vera, ka partiju dinamika un to melodiska noskirsana, to
sapliismes nepielavums uz piecstigu psaltérija ir loti sareZzgits uz-
devums, un speles tehnika, ko lieto kankles spélétajs, neveicina
diferenciaciju, jo vins$ [..] spélé neslapéjot stigas, ta ka visu laiku dzirdama
divu vai tris stigu kopskana (Slavitinas 1959: 681, 1554. piezime).

2. pieméra sniegta rekonstrukcijas tehnika ir viegli pielietojama
dokumentéto kankles materialu parveido$anai vokalajas sutartinés un
otradi — lai vokalas sutartines parveidotu kanklu skandarbos. Tas varétu
klat par stimulu folkloras kustibai, tas sutartinu repertuara bagatinasanai
abos virzienos.
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ON THE ISSUE OF POLYMODALITY AND COMPLEMENTARY
RHYTHMS IN THE VOCAL SUTARTINES PLAYED ON THE
PSALTERY KANKLES

Martin Boiko

This study was supported by
the Alexander von Humboldt
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The most exotic phenomenon in Baltic traditional music is
undoubtedly the Lithuanian sutartinés polyphony. Most of the songs that
are named sutartinés, are characterized by the following features:

1) equal importance of parts,

2) predominance of seconds in the harmony,

3) polymodality,

4) complementary rhythms,

5) crossing of parts,

6) simultaneous performance of different texts.

For several decades this style has been a thing of the past. Already in
the 1930s, when most documentation of the sutartinés was made, they
existed mainly in postfunctional form. But in the 19" and at the beginning
of the 20* century, their area comprised a large territory in northeastern
Lithuania. (See Fig. 1.)
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Fig. 1. Area of the sutartinés polyphony
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Two basic formal types — the canonic and antiphonal sutartinés — can be
distinguished. As a typical representative of the sutartinés polyphony an
antiphonal example, the dance song Du gZuolu (Two Oak Trees) from the
northern part of the area is quoted in example 1. Two alternating pairs of
singers perform it. The melostrophe consists of a section sung by the first
pair and its repetition by the second pair. All the typical features of the
sutartinés are represented in the example. Both parts are equally important.
(They are to the last detail mutually coordinated.) The main principle of the
part-leading is crossing of parts. The rhythmic structure is determined by
the principle of complementary rhythms. The polymodality is represented
in the most typical form of the sutartinés — as a combination of two
bichords: the 1% part uses the bichord B flat-D, the 2™ the bichord C-E.
(Two modal centres, two different modal stratums exist simultaneously.)
The textual structure has a vertical aspect: this is something that could be
called ‘simultaneity of different texts” or “heterotextuality’. The text of the
1%t part in each pair tells the story of the song. In each next melostrophe a
new fragment of the narrative appears in this part. The main feature of the
text of the 2" part is its regular recurrence. It becomes repeated in each next
stanza without any change.

Example 1
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Unlike other forms of Baltic vocal polyphony, the sutartinés show a
vocal-instrumental parallelism: in some areas of northeastern Lithuania,
beside the vocal, also the instrumental performance of the sutartinés was
practised. The vocal-instrumental parallelism does not mean that two
independent branches — a vocal and an instrumental — existed in the
respective local sutartinés repertoires, but that a sutartiné could be performed
both in an instrumental and a vocal way, depending on the situation,
conditions and intention of the performers. (About the vocal-instrumental
parallelism see: Apanavi¢ius & Baltréniené 1991, Boiko 1996:117-123,
Paliulis 1959 and 1984.) In the instrumental performance of sutartinés
mostly wind instruments were used: sets of the single-note flutes skuduciai,
long wooden trumpets daudytés, recorders lumzdeliai, more seldomly
idioglot folk clarinets birbynés. One finds also instances of the performance
of the sutartinés on the psaltery kanklés. The ethnomusicological research
has almost 800 documentations of the sutartinés at its disposal. Indications



of parallel existence in a vocal and an instrumental version are found in
circa 140 cases and in 27 places — villages and isolated farms. (See Fig. 2.) In
ten of those places, the vocal-instrumental parallelism can be established
for the entire sutartinés repertoire.

Fig. 2. Vocal-instrumental parallelism. Places of documentation
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The 140 documentary items indicating the vocal-instrumental parallelism
are not of equal quality. A small part of them are phonograph recordings
(with transcriptions) of normal instrumental performance. A further
category are field transcriptions of the sutartinés performance on the wind
instruments made after the playing of a single musician demonstrating the
parts one after the other. The third group represents transcriptions of vocal
performance supplied by statements of singers that the respective sutartiné
can be performed also in an instrumental way. And finally there is a small
group of field transcriptions documenting vocal performance as well:
information about the instrumental performance of the respective pieces
is known thanks to the comments made by third persons. The question
remains open to what extent the documents of the third and fourth group
can be regarded as characterising the practice of the instrumental sutartinés
performance.

20 from circa 140 documentary items reflect the performance of the
sutartinés on the psaltery kanklés. These 20 are phonograph recordings
and their transcriptions, documenting the repertoire of two musicians:
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Petras Lapiené from the farm Kviriskis and Jonas Plepas (Plepys) from the
villages Dukurniai in the northern part of the area. (See Fig. 3.) Recordings
were made in 1935 (Dukurniai) and 1937 (Kviriskis). Musicologist
Jadvyga Ciurlionyté (1899-1992) and composer Vytautas Paltanavicius
(1924-1994), recognised experts in Lithuanian traditional music, prepared
the transcriptions.

Fig. 3. Villages Kviriykis and Dukurniai within the sutartinés area
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Example 2a, the war song Du Zalitis berzeliai (Two Green Birch Trees)
played by Plepas, gives a general idea about the performance of the
sutartinés on kanklés. The problem that arises is that what one can see
in the transcription (and would hear when the phonograph recording
would be played) does not remind us of a sutartiné. It does not make the
impression of a polyphonic, polymodal and polyrhythmic phenomenon
at all. What one has here is heterophony with branching of the melody
at the beginning of each bar. Nevertheless, this piece contains the entire
substance of a polymodal sutartiné: both modal stratums are included in
it, and even the complementary rhythmic order is preserved. This can be
easily established through the following procedures. The scale of example
2a consists of the notes G-A-B—-C#-D#. If one undertakes the structuring
of scale and substance of the example following the polymodal patterns
used in the sutartinés, the result is a construction consisting of two modal
stratums: A—C# and G-B-D# (see example 2b). If one undertakes further the



rhythmic structuring by projecting the complementary rhythmic patterns
of the sutartinés on the result of the modal structuring, a characteristic
polyrhythmic configuration arises (see example 2c). The result of both
procedures is a typical sutartiné, and the conclusion that the components
making up a polymodal and polyrhythmic sutartiné are in a hidden form
present in the apparently heterophonic structure of the kanklés performance.
And finally the verification: example 2d shows the transcription of the real
sutartiné Du Zaliiis berZeliai (Two Green Birch Trees) as it was performed by a
group of singers and recorded in 1935. It is not absolutely identical with the
reconstructed sutartiné (2c), but the differences (in scale, form and rhythm)
are insignificant and do not disturb the recognition of the result of the
reconstruction being close to version of 2d. The musical material quoted
in 2d, or material very similar to this, was obviously the prototype of the
kanklés performance.

Example 2
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The fact that the entire substance of a polytonal and polyrhythmic
sutartiné is represented in the kanklés piece under discussion, but that it is
impossible to establish polymodality, complementary rhythms and, thus,
the polyphony by listening to its recording (and that therefore these qualities
are not reflected in its transcription), gives rise to questions concerning
perception and playing technique. Above all it must be stressed, that for
the musician himself, the polymodality, complementary rhythms and, thus,
the polyphony was present in his performance. He intentionalised it when
performing. Otherwise it is hard to understand, why the substance of the
sutartiné is so complete and well preserved in the apparently heterophonic
structure of the kanklés piece. It seems that there are two complementary
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reasons of our inability to establish the polymodality, etc., in the process of
listening (and transcribing):

1) lack of experience: if we were representatives of the tradition under
discussion perhaps we would be able to listen to the respective
polyphonic song ,,out” of the kanklés sounds;

2) one has to take into consideration that the dynamic and melodic
distinction of parts, the ,not-let-them-flow-together” on a five-string
psaltery is a very complex task, and that the playing technique used
by the kanklés-player could not possibly support the distinction,
because he ,[...] plays without stopping the strings, so that all the
time, the sound of two or three strings can be heard” (Slavitinas
1959:681, note No 1554).

The reconstruction technique shown in example 2 can easily be used
to transform the documented kanklés pieces into vocal sutartinés and, vice
versa, the vocal sutartinés into their instrumental versions performable on
the kanklés. This could give a stimulus to the revival movement to enlarge
its sutartinés repertoire in both directions.
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