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Saateks koostajalt

Kdesoleva 13. numbriga tahistab Res Musica
Ludwig van Beethoveni 250. siinniaastapdeva.
Number sisaldab viit inglis- ja lhte eestikeelset
uurimust, mis keskenduvad helilooja teostele voi
nendega monel muul viisil seotud teemadele.
Beethoven ei ole selle numbri teemaks valitud
mitte ainult Ulaltoodud pohjustel. Komposit-
sioonidpetus ja muusikaanaliiis toetub paljuski
Beethoveni teostele, mis ei ole oma etaloni-
staatust kaotanud ka tdanapdeval. Ka on suur osa
klassikalisele muusikale keskenduvatest analuiiti-
listest teooriatest ja moistestikust valja kujunenud
just Beethoveni teoseid eritledes ja tdlgendades.
Kogumiku esimeseks artikliks on analudtiline
vinjett, mida voéib moista omalaadse preliitdina.
Selles kasitleb Stephen Slottow Francois
Couperini klavessiiniteost ,La Flore”. Esmapilgul
voib barokkhelilooja miniatuuri analiilis ndida
Beethoveni teemast seisvat lisna kaugel, kuid just
selles kasitluses seotakse schenkerlikult mdiste-
tud motiiv ja haaltejuhtimisstruktuur viisil, mis
naitab nende kahe orgaanilist integreeritust ja
vastasmoju. Need on aga teemad, mis on muusika-
anallisi praktikasse tulnud eelkdige meistriteoste
kaanonisse, s.t. suuresti Beethovenist ldhtuvasse
traditsiooni kuuluvate teoste interpreteerimisel.
Sellele jargneb Poundie Bursteini analliiti-
line uurimus Beethoveni klaverisonaadi C-duur,
op. 2, nr. 3 | osa ekspositsioonist. Burstein
naitab, et eri autorite raskused teose vormilise ja
haaltejuhtimisstruktuuri  tdlgendamisel vdivad
olla pdhjustatud vale analtitilise aparatuuri
kasutamisest. Teatavasti lahtuvad tanapaevased
klassikalised vormiteooriad suuresti 19. sajandi
kompositsioonipraktikast, mille osaks on loomu-
likult ka Beethoven. C-duur sonaat kuulub aga
Beethoveni varase kiipse loomingu hulka ning on
ilmselt oluliselt enam mojustatud 18. sajandi teise
poole kompositsioonipraktikatest, kui seotud
helilooja hilisema loominguga.
lldar Khannanov keskendub Beethoveni
klaverisonaadi c-moll op. 13 Il osa peateemale.
Autor proovib ndidata, et Beethoveni terviklikke
kompositsioonilisi struktuure tuleks eritleda viisil,
mis ei ignoreeriks neis struktuurides ilmnevaid
esmapilgul  ndiliselt  vastuolulisi  elemente.

Autor leiab, et tdnapdevane muusikaanaliiis,
mis prioriseerib mingi struktuurielemendi ja
katsub allutada sellele koik teised elemendid,
mingis moéttes madaldab Beethoveni teoste
suurust. Selles valguses peab autor vajalikuks
vaadelda mainitud peateemat angloameerika
anallltilises  traditsioonis  suuresti  korvale
jdetud Hugo Riemanni vormiteooriatest, aga
samuti 20. sajandi vene ja Ida-Euroopa vormi-
analldtilistest praktikatest lahtuvalt.

Beethoveni teoste analiiliside rea I6petab
Vadim Rakochi kasitlus Beethoveni ,Kolmik-
kontserdi” orkestrifunktsioonidest ja sellest,
kuidas need méjutavad teose vormi ja Zanrilist
kuuluvust. Seda klassikalist stiili esindavat, kuid
baroki elemente kaasavat teost saab vaadelda
omalaadse vormilise ja Zanrilise hibriidina, millel
19. sajandi repertuaaris otsene analoog puudub.

Analidtiliste uurimuste postluudiumiks on
Edward Jurkowski kasitlus Anton Bruckneri pea-
teemade seotusest Beethoveni vormilise métle-
misega. Nimetatud seose avamiseks kasutab
Jurkowski Bruckneri teemade anallilsimiseks
William Caplini loodud vormimudeleid. Jurkowski
demonstreerib, et Bruckneri nailiselt pikkade
ja vormitute teemade taga peitub kompo-
sitsiooniline loogika, millel on suur Uhisosa
klassikalise ja eriti Beethoveni muusika struktuu-
ridega.

Res Musica numbri ainus eestikeelne uurimus
vastandub moneti koikidele eespool kirjeldatud
kasitlustele ja seda mitte ainult meetodi, vaid
ka uuritava materjali poolest. Nimelt esindavad
koik viis ingliskeelset artiklit n.-6. klassikalist ehk
kunstmuusika analtisi traditsiooni. Sedalaadi
analldtiline traditsioon pole ignoreerinud mitte
ainult kunstmuusikast valjapoole jadvaid nahtusi,
vaid ka suuremat osa kunstmuusikast. Eerik Joksi
artikkel, mis keskendub eesti keele seotusele
koraaliviiside riitmiga, on katse seda llinka taita.
Autori unikaalsel meetodil labi viidud uurimusest
selgub, et eesti keeleriitmiga sobitub eelkdige
isomeetriliselt noodistatud koraaliviis, millega
eesti keeleriitm esitusel kdige orgaanilisemalt
haakub.

Kerri Kotta
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Editor’s Preface

With this 13th issue, Res Musica marks the 250th
anniversary of Ludwig van Beethoven. The issue
contains five studies in English and one in Estonian
which focus on the composer’s works or a range
of topics related to them in some other way.
Beethoven is not the subject of this issue only
for the reasons given above. Music analysis is
based often on Beethoven’s works, which have
not lost their reference status even today. A large
part of the analytical theories and terminology
relating to classical music has also been developed
by analysing and interpreting Beethoven'’s works.
Thefirst article in the collection is an analytical
vignette, which functions as a prelude for the
whole issue. It features Stephen Slottow’s
analysis of Francois Couperin’s keyboard work
“La Flore”. At first glance, the analysis of the
Baroque composer’s miniature may seem quite
distant from the topic of Beethoven. However,
in Slottow’s approach, the Schenkerian motif
and voice-leading structure are linked to show
the organic integration and interaction of the
two. These topics, however, have entered the
practice of music analysis primarily in the canon
of masterpieces, i.e., in the interpretation of works
belonging to the Beethovenian tradition.
Poundie Burstein’s analytical essay focuses
on the exposition of Beethoven’s Piano Sonata
in C major, Op. 2, No. 3, first movement. Burstein
shows that the difficulties in interpreting the
formal and voice-leading structure of the work by
different authors may be due to faulty analytical
tools. Modern classical theories of form are based
mainly on 19th-century composition practice,
of which Beethoven is, of course, an important
part. However, the sonata in C major belongs to
Beethoven'’s early mature work and is probably
much more influenced by the compositional
practices of the second half of the 18th century
than related to the composer’s later work.
lldar Khannanov focuses on the main theme
of Beethoven’s piano sonata in C minor, Op. 13,
second movement. The author endeavours to
show that Beethoven’s complete compositional
structures should be met in a way that does not
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ignore the seemingly contradictory elements
that appear in these structures. The author finds
that modern musical analysis, which prioritizes
a structural element and tries to subordinate
all other elements to it, in a sense lowers the
grandeur of Beethoven’s works. The author
considers it necessary to look at the main theme
considering Hugo Riemann’s theories of form and
the analytical practices of 20th century Russia
and Eastern Europe, largely ignored in the Anglo-
American analytical tradition.

The series of analyses of Beethoven’s works
ends with Vadim Rakochi’s discussion of the
orchestral functions of Beethoven's Triple
Concerto and how they affect the form and genre
of the work. Representing the classical style but
incorporating Baroque elements, the work is a
hybrid of form and genre, with no direct analogue
in the 19th-century repertoire.

The postlude to the analytical studies is
Edward Jurkowski’s essay on Anton Bruckner’s
main themes and their relations to Beethoven’s
formal thinking. To uncover their affinity,
Jurkowski uses form models created by William
Caplin to analyse classical themes. Jurkowski
demonstrates that behind Bruckner’s seemingly
long and shapeless themes lies a compositional
logic that has much in common with classical
structures, and especially with Beethoven'’s music.

The only Estonian-language study somewhat
contradicts the approaches described above, not
only in method but also in terms of the research
material. All five articles in English represent
the so-called art music analysis tradition. This
tradition has ignored phenomena outside art
music as well as that part of art music which does
not represent masterpieces, i.e., the majority of
all art music. Eerik Joks’ article, which focuses
on the relation between the Estonian language
and the rhythm of choral tunes, attempts to fill
this gap. The research conducted by the author’s
unique method shows that it is the isometrically
notated choral tune that connects to the Estonian
language most organically.

Kerri Kotta
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Francois Couperin’s La Flore (5th Ordre): Motivic Replication,
Approach to III, and Analytic Methodology

S_tephen Slottow

Abstract

When [ first played Frangois Couperin’s keyboard miniature La Flore, it immediately struck me as beautiful,
restrained, and austere. This article comments on the following aspects of the piece: (1) a persistent
motive and its interaction with the piece’s structure; (2) how the opening measures both set up this
motive and are echoed in the closing measures; (3) the somewhat circuitous route to the mediant; (4) the
coda; and (5) the potential awkwardness of integrating the motive, which moves from scale degrees 5
up to 8 and back again, within an Urlinie structure which descends to 1. To this end, I will also look at
an unpublished 2016 reading by Charles Burkhart which incorporates David Neumeyer's ideas of the
ascending Urlinie and the three-voice Ursatz (Neumeyer 1987a and b).

When [ first played Frangois Couperin’s keyboard
miniature La Flore, it immediately struck me, and
still does, as beautiful, restrained, and austere,
suffused by a subdued clarity, like that of an
intricate but distant landscape. Channan Willner
has suggested that, small as it is, its influence in
particular (beyond that of Couperin in general)
can be observed in works by such later 18th- and
19th-century composers as Joseph Haydn, Ludwig
van Beethoven, and Johannes Brahms (Willner
2006). This article will comment on the following
aspects of the piece: (1) a persistent motive and its
interaction with the piece’s structure; (2) how the
opening measures both set up this motive and
relate to the closing measures; (3) the somewhat
circuitous route to the mediant; (4) the coda; and
(5) the potential awkwardness of integrating the
motive, which moves from scale degrees 5 up
to 8 and back again, within an Urlinie structure
which descends to 1. To that end, | will also look
at an unpublished reading by Charles Burkhart
which incorporates David Neumeyer's ideas of
the ascending Urlinie and the three-voice Ursatz
(Neumeyer 1987a and b).

The Motive

Upon repeated playings of La Flore | became aware
of a curious sense of monotony, perhaps of déja
vu - a sense of seeing the same signs flash by on
the highway, even as the landscape of the piece
kept changing. This sense, | am convinced, derives
from a persistently repeated motive, replicated on
multiple levels, shown in bracketed capital letters
above the music in Example 1: E-F§-G-(Fg-Gg)-A-
G-Fy-E. This motive inhabits the upper tetrachord

of the A minor scale. It appears in different
harmonic contexts, but is pitch-specific — always
in the 4-octave register, and always in the right
hand. It also contains some built-in chromaticism:
ascending, Fﬁ moves to G (and sometimes to Gﬁ;
thence to A); descending, Fy moves to E. As shown
in the brackets above the staves, the motive
occurs in mm. 3-5, on a somewhat larger level in
3-8,in 8-11, 19-22, and 23-26.

In addition, a case can be made for an over-
arching version of the motive that embraces the
individual instances and covers almost the entire
piece. Example 2, a middleground sketch, shows
this macro version and how it interacts with the
piece’s structure. Here the expansion is one-sided
- the ascent from E to A (mm. 3-25) is greatly
enlarged, but the descent to E is not (mm. 25—
26). From E, retained all the way from the initial
E Kopfton in m. 3, | read a quick Urlinie descent
in mm. 26-27. Briefly put, | also read the overall
bass arpeggiation as I-1ll-V-I. To do so, however, |
somewhat devalue the 16 chords in mm. 21 and
25, seeing them not only as local tonics but, in a
larger sense, as the result of a 5-6 motion from IlI
inm. 19.

In a sense, as shown in Example 3, the motive
is prepared in the first three measures by a series
of unfoldings in the right hand: in the top voice,
C-A, G#—B, A; answered by E-C, B-E, Cin the middle
voice. The top line of this initial gesture descends
a third between C5 and A4 (mm. 1-2), and the
answering gesture descends a third between E4
and C4 (mm. 2-3), leaving a gap of a perfect fourth
between A4 and E4. This gap is then neatly filled
in by the motive, which moves up (E—FﬁfGﬁ—A) and

Res Musica nr 13/2021 | 9



Francois Couperin’s La Flore (5th Ordre): Motivic Replication, Approach to lll, and Analytic Methodology

Example 1. F. Couperin, La Flore: Motivic replications.
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Stephen Slottow

Example 2. Middleground sketch with large-scale motive.

™ o [ Pt e
) ) (13) (15) (19)
e . o A oy

(20) 26) 27
o i A
(24

Example 3. Mm. 1-3: Unfoldings and filled-in E4-A4 gap.

filled in by motive

1

—

?

down (A-Gy-Fy-E) between E4 and A5. Thus the
initial two measures create a space for the motive,
which is then plugged into it.

Route to lll

Please turn to Example 4, my foreground sketch
of La Flore.

The first tonal goal of La Flore is the mediant.
[Il'is definitively reached in m. 19, but the route is
not particularly straightforward. For one thing,
although the first section ends at the double bar

(m. 8) with afirm Phrygian cadence, thereis aslight
motion or feint towards lll before that. Much of the
first appearance of the motive is taken up with the
G major chord, prolonged from mm. 4 to 6, which
functions as VII. But it seems to me that, initially,
the VIl chord increasingly takes on the color of V/
Ill. G major starts in m. 4; C major 6 is introduced
(in passing, as it were) at the beginning of m. 5,
followed by VII6-I of C major in m. 5, suggesting
a mini-tonicization of lll. When the G major chord
returns at the beginning of m. 6, it sounds to me

Res Musica nr 13/2021 | 11



Francois Couperin’s La Flore (5th Ordre): Motivic Replication, Approach to lll, and Analytic Methodology

Example 4. Foreground sketch.
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rather like V of lll, and | almost expect the passage
to continue to a cadence in C major, as in Example
5. The A minor chord in m. 7 that actually follows
(Example 4) comes as a bit of a jolt, wrenching the
music from my hypothetical modulation into IlI
back to an actual Phrygian cadence in the tonic
key of A minor.

In m. 8 (second ending) the motive recurs,
this time moving from the major V at the double
bar to a minor V7 during which treble Gy4 is
quickly raised back to Gﬁ4 (m. 9), so that the
chord appears to function as a dominant seventh
of Am - and does, in a way, but the Am in m. 10
is merely a neighboring 6/4 that immediately
descends to 5/3 over a dominant pedal. A slightly
more stable A minor is reached (m. 11) only via
a sort of plagal motion from a D minor 6 chord
dissonated by right-hand embellishing tones
G/Cg, which then resolve inward to F/D as the
bass of the D minor chord moves from F to D. The
highly dissonated D minor 6 chord is one of the
more dramatic moments in this otherwise rather
elegantly restrained piece. | hear the stronger Am
in m. 11 less as a real return to the structural tonic
than as the upper fifth of D7 (m. 12), which then
resolves to G major (over a long G pedal point),
which in its turn functions as the dominant of III.
[l is approached via an auxiliary cadence, and
finally and definitively arrives in m. 19. Thus the
initial feint towards a cadence on Il in mm. 4-6
is abandoned, followed by a second and far more
assertive attemptin mm. 12-19, which successfully
cadences on lllin m. 19.

Mm. 19-27

Beginning in m. 19, then again in m. 23, the
motive is stated twice more. Although it begins
(as previously in mm. 8-10) in V minor (Gh quickly
moving to Gg), | read the 16 to which it resolves
as the more prominent harmony, and thus the
passage as basically local tonic prolongation. This
section (mm. 19-27) is somewhat like a parallel
period, the antecedent (mm. 19-23) ending in a
half cadence and consequent (mm. 23-27) ending
in a full cadence. However, in a still larger sense,
| see the 16 as a result of a 5-6 motion from lIl,
which is why I've put parentheses around it (see
the foreground sketch, Example 4, mm. 19-21).
After the motive descends to E4 in m. 22 and
again (repeated) in m. 26, the line continues its
descent, the first time to 6#3 (under a retained B3)

Stephen Slottow

and the second time to A. As mentioned, | take
the Urlinie descent at the end of the consequent
phrase. As such, however, it is rather precipitous,
and definitely needs the subsequent coda to
afterwards confirm and anchor it in place.

Coda (mm. 27-36)

The coda consists of four measures that first
appear as mm. 27-31, and are immediately
repeated as 31-35, with an overlap at the very
beginning of m. 31.

The coda is somewhat nostalgic, referring
back to both the three-measure introduction
and to the motive itself. As shown in Example 6,
it begins with the same unfolded thirds as the
introduction (mm. 1-2), but unfolded backwards,
so to speak (mm. 27-28, 31-32). That is, whereas
the introduction (top line) begins with C/A Gg/B A,
the coda (bottom line) begins with A/C B/G# A.So
the coda begins by recalling the gesture from the
first measures of the piece, but in reverse.

At the same time, though (see Example 7), the
coda is also reminiscent of the motive (especially
as stated in mm. 19-23 and 23-26), but trans-
posed down a perfect fifth from the range of the
Am upper tetrachord (E4 up to A4) to the lower
pentachord (A3 up to E4). Because the transforma-
tion of the motive in the coda (mm. 27-31, 31-34)
now fills the space of a fifth rather than a fourth,
it has been extended upwards by a whole step to
E4. That is, just as the motive (m. 19 and following)
begins by tracing the line E—Fﬁ—G—(Gﬁ)—A, the coda
(middle line) begins with its transposition A-B-C-
Cﬁ—D, but then proceeds up to E (and back down
again to A). In a sense, because of their different
ranges in the A minor scale, the usual version of
the motive could be regarded as plagal, and its
reminiscence in the coda as authentic.

In mm. 29 and 33 (see Example 4), IV is
emphasized (supporting treble D2), both by
duration and, more importantly, by its startling
major quality, which is so much brighter and
fresher than the expected D minor. So | feel that
the D major chord should be lingered over a bit in
performance. The major third, F¢3, clashes almost
immediately afterwards with its cross-relation
Fy4, adding a nice dissonant frisson. | can’t help
but feel that the Ff is somehow reminiscent of the
Fﬁ from the original motive’s ascent; and that the
following Fy likewise is an echo from the original
motive’s descent.

Res Musica nr13/2021 | 13
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Example 5. Mm. 4-8: Hypothetical ending on lll.
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4th extended to 5th (up and down)
A-C B-Gf unfoldings

Example 7. Coda, mm. 31-35: Motive, transposed and expanded from a 4th to a 5th

4th extended to Sth (A-E-A)
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Design and structure: Charles Burkhart’s
graph

A key issue in the analysis of La Flore is the
interaction of structure (in the Schenkerian sense)
and motive. This last is so insistent that it really
can't be ignored. Because the motive moves
between E and the A above (specifically, from E4
to A4), but the Urlinie (if read from ﬁ) descends
from E to the A below, the two inhabit different
regions of the A minor scale. In a sense, it could be
said that the Urlinie is authentic and the motive
is plagal: the motive resides above the Urlinie. A
corollary of this is that the 5 Kopfton isn't very
involved in the motive aside from its first and
last notes, but tends to remain fairly static until
the Urlinie’s descent in mm. 26-27. Reading the
piece from 3 doesn't alleviate that situation; it just
makes it worse. Of course, it isn't necessary that
Kopfton be intimately involved in the details of
the foreground; but it’s nice if it is more involved
in the action, so to speak.

Charles Burkhart's reading of La Flore (Example
8) addresses this problem by better integrating
the Urlinie with the motive.! It does this by
replacing Schenker’s traditional descending
Urlinie forms with the ascending Urlinie 5-6-7-
8, most notably introduced by David Neumeyer
(1987a). He also adopts Neumeyer's idea of adding
a structural middle voice to Schenker’s two-voice
Ursatz models (Neumeyer 1987b).

As shown in Level A, the background,
Burkhart’s rising Urlinie — E-F§-G-Gg-A - consists
of the rising part of the motive, over bass A-C-
E-A (I-llI-V-1), with C-B-A in the middle voice. In
the first three measures, as shown in Level B, C5
arpeggiates down to C4, but then moves into the
inner voice - E4 takes over as the Kopfton (the
initial and lowest tone of the rising treble Urlinie).
Mm. 3-19 are taken up with the modulation to
IIl, the Urlinie proceeding through Ff to G as the
harmony moves from V/Ill to lll.

Perhaps the most consequential difference
between Burkhart’s and my readings lie in his
view of mm. 20-27, which we both see as the end

X/Y=X over Y, usually treble over bass.

Stephen Slottow

of the structure (Burkhart's reading is shown in
Example 8; mine in Example 4). The passage, in my
view, is a modified parallel period: an antecedent
followed by a consequent phrase, each four bars
long, the first ending on a half-cadence and the
second on a PAC. | read the first phrase (mm. 19-
23) essentially as 16-V, with 16 as an outgrowth of
Il via 5-6). 16, although present in m. 19, arrives
most strongly in m. 21. The consequent (mm. 23—
27) is similar; the 16 in m. 23 is even weaker, and
could be viewed as a passing harmony within V.
Again, 16 arrives most strongly two measures later
in m. 25, and the cadence is a PAC. Thus | read the
passage essentially as tonic prolongation, but
within a larger llI-V-l motion (16 as transformed lll).

Burkhart’s reading is very different. Although
he too sees the larger structure as IlI-V-I,
mm. 20-26 - which | read as tonic prolongation
- he reads as dominant prolongation. He retains
G#/E throughout, only resolving to A/A (the
end of the structure) in m. 27, a reading which
perfectly conforms to the last two notes of the
“rising Urlinie” model.? Thus he doesn’t see the
passage as a parallel period, as | do, because
for him the previous arrivals from Gg to A (my
16 chords) in mm. 20-21 and 24-25 are only
apparent - dissonant neighbor 6/4 chords over
a retained dominant pedal. Treble Gf doesn't
resolve to A (except for m. 27). On the contrary,
A is the upper neighbor of G§. Our readings of
the passage are diametrically opposite, “through
the looking glass” readings. Burkhart’s reading,
depending on Neumeyer's rising Urlinie model,
does an excellent job of “saving the appearances.”
| find it quite convincing, except for one thing -
I myself find it quite difficult to hear the passage
in this way. | read the passage basically as tonic
prolongation, with G-G resolving to A in m. 21
and again in m. 25. That is, | hear A as a goal and
resolution of G#, not as an accented neighbor.3
But it is crucial to Burkhart’s reading to hear this
passage as dominant prolongation; otherwise,
what is to prevent Urlinie G from reaching the
goal A prematurely in m. 21 or m. 25?7

Burkhart’s graph, from an email correspondence on La Flore from Summer 2016, is used by permission.

One reason | do so is because | place considerably more weight than Burkhart on the A minor 6 chord in m. 21, which |

derive from the C major chord in m. 19 via a 5-6: the bass leap C4-C3 in m. 19 registrally and accentually connects to the

opposite leap C3-C4 two bars later in m. 21.
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Example 8. Charles Burkhart’s sketch.
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Conclusion

This paper has been an investigation into
some of the aspects of La Flore that contribute
to making it such a beautiful, elegant, and
yet (in some ways) strangely static piece: the
pervasive motive, operative on different levels;
the circuitous route to the mediant; and the
reminiscent nature of the coda. In addition, it
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Francois Couperini ,La Flore”: motiiviline replikatsioon, lll astme kasitlus ja analiiiitiline
metodoloogia

gaphen Slottow

Selles artiklis kasitletakse Frangois Couperini klavessiiniminiatuuri ,La Flore” jargnevaid aspekte:
(1) teost pusivalt ldbiv motiiv ja selle suhe teose struktuuriga; (2) avataktide funktsioon nimetatud
motiivi Glesehitamisel ja nende taktide suhe I6putaktidega; (3) ebatavaline ,ringjas” liikumine medianti;
(4) kooda ning (5) laadi viiendalt kaheksandale astmele ja sealt tagasi liikuva motiivi problemaatiline
Uhendumine esimesele astmele laskuva Urlinie'ga. Lopetuseks vaatlen ka Charles Burkharti avaldamata
analliisi, mis peegeldab David Neumeyeri kdibeletoodud téusva Urlinie ja kolmest hadlest moodustuva
fundamentaalse haaltejuhtimisstruktuuri ideid.

Korduvalt miniatuuri ,La Flore” mangides sain ma teadlikuks kummalisest déja vu tundest. Olen
kindel, et see tunne on pdhjustatud pidevalt korduvast motiivist, mille replikatsioonid avalduvad
erinevatel struktuuritasanditel ja mille helid - e-fis-g-(fis-gis)-a-g-f-e — olen ma ndites 1 muusika kohal
sulgudes suurtdhtedega dra toonud. See motiiv hélmab a-moll helirea llemist tetrahordi. See ilmneb
kill erinevates harmoonilistes kontekstides, kuid helikérguslik aspekt jadb muutumatuks - see kdlab
alati esimeses oktavis ja paremas kdes. Selles sisaldub ka vaike kromatism: téusvana valjendub see
helijargnevusena fis-g-(gis-a), laskuvana aga f-e. Lisaks sellele vdib leida motiivivariandi, mis sellisena
artikuleerib kogu teost, vt. ndide 2. Mainitud variandi puhul on laiendatud ainult motiivi esimene pool -
tous helilt e helile a hdlmab takte 3-25, samas kui laskumine tagasi helile e ainult takte 25-26. Nimetatud
helilt e, mis on alates taktist 3 pulsiva kvindiliini (Urlinie) katusheli (Kopfton), algab lihike laskumine
toonikasse, holmates takte 26-27. Lihidalt delduna kasitan ma ka strukturaalset bassiliini siin liikumisena
I-ll-V-1. Nénda toimides vdhendan ma moénevarra | téhtsust taktides 21 ja 25, sest ei vaatle nimetatud
harmooniaid mitte ainult lokaalsete toonikafunktsioonide esindajatena, vaid laiemalt ka kui 19. taktis IlI
astmelt alguse saava 5-6 liikumise tulemusena tekkivaid harmooniaid.

Nagu nditest 3 ilmneb, on motiiv teatavas méttes ette valmistatud esimeses kolmes taktis ilmneva
parema kae lahti rulluvates (unfolding) figuurides: tlahaale figuurile c-a, gis-h, a vastab keskmises haales
figuur e-c, h-¢, c. Selle algse figuuri strukturaalne Glahaal kujutab endast laskuvat tertsiliini teise oktavi
helist c esimese oktavi helile a (taktid 1-2) ja sellele vastava figuuri strukturaalne haal laskuvat tertsiliini
esimese oktavi helilt e esimese oktavi helile ¢ (taktid 2-3). Sellisena sisaldab see tiihja, n.-6. taitmata
kvarti helide a' ja e' vahel. See tiihik on jargnevates taktides sobivalt taidetud juba eespool mainitud
motiiviga, mis lles liikudes hdlmab helisid e-fis-gis-a ja alla liikudes helisid a-g-f-e. Seega loovad kaks
algustakti otsekui motiivi jaoks ruumi, mille motiiv siis omakorda tdidab.

,La Flore” esimeseks sihiks on joudmine mediantharmooniale (lll). Selleni joutakse taktis 19, kuid
teekond sinna pole just sirgjooneline. Kuigi esimene vormiosa Idpeb taktis 8 tugevalt artikuleeritud
fritigia kadentsiga (s.t. poolkadentsiga a-mollis, teose pdhihelistikus), markeerib juba liikumine esimese
osa Iépudominandini érnalt Il astme harmooniat taktides 4-6, kus loomuliku VII astme harmoonia
(pohihelistikus vaadelduna) omandab kérvaldominandi (V/IIl) varvingu ja seda nii tugevalt, et ma
peaaegu et ootan selle 16igu jatkumist kadentsiga C-duuris, nagu demonstreerib ndide 5. Selle asemel
saabuv a-moll dominant (ndide 4) méjub seetdttu pisut ebalevana. Valmistatuna ette abikadentsi poolt,
saabub Il [6puks, nagu deldud, taktis 19.

Alates taktist 19 ja 23 kolab motiiv veel kaks korda. Ma interpreteerin siin |, millesse motiiv laheneb,
kuilokaalselt tugevaimat harmooniat ja seetéttu kogu Idiku toonika prolongatsioonina. Seda I6iku (taktid
19-27) véib moista omalaadse paralleelperioodina, mille eellause (taktid 19-23) 16peb poolkadentsi
ning jarellause (taktid 23-27) taiskadentsiga. Laiemas kontekstis vaatlen ma |, aga mediandilt (lll) alguse
saava 5-6 likkumise tulemusel tekkiva harmooniana. Nagu juba mainitud, kasitlen ma Urlinie 16pliku
laskumisena (final descent) jarellause 16ppu. Sellisena on see aga ménevdrra ootamatu ja kiirustav ning
vajab seetottu jargnevat koodat, mis Urlinie laskumise kui vormilise sulgumise piisavalt ankurdaks.
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Kooda moodustub nelja takti pikkusest materjalist, mis ilmub esmalt taktides 27-31 ja mida kohe
korratakse taktides 31-35. Kooda on mdnevérra nostalgiline ning selles viidatakse nii kolmetaktilisele
sissejuhatusele kui ka teost labivale motiivile (ndited 6 ja 7).

Pala ,La Flore” analiiiisi pohiteemaks on schenkerlikult méistetud struktuuri ja motiivi omavahelised
suhted. Kuna motiiv liigub helide e’ ja a' vahel, aga Urlinie laskub helilt ' helile a, hdlmavad need a-moll
helirea erinevaid regioone: motiiv justkui holjuks Urlinie kohal. Heli e’ kaudu on Urlinie motiiviga kull
seotud, kuid naib sellest hoolimata sailitavat oma staatilise loomuse kuni laskumiseni taktides 26-27.

Charles Burkharti analiitis palast ,La Flore” (ndide 8) proovib Urlinie't ja motiivi omavahel tugevamalt
seostada, asendades Schenkeri traditsioonilise laskuva Urlinie tdusva Urlinie’ga (5-6-7-8), mille sellisena
kdis esmalt vélja David Neumeyer (1987a). Samuti rakendab Burkhart oma analiitisis Neumeyeri ideed
strukturaalsest keskmisest haalest, mille ta lisab Schenkeri kahehdalsele Ursatz'ile (Neumeyer 1987b).
Noénda tbélgendatuna hdélmavad nii ,téusev Urlinie” kui ka motiiv mdlemad a-moll helirea Glemise
tetrahordi. Selle tulemusena interpreteerib Burkhart takte 20-27 toonika prolongatsioonina, samas kui
mina kasitan neid dominandi prolongatsioonina.
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The Many Themes of Beethoven’s Op. 2, No. 3, and Their Stylistic

Context

L. Poundie Burstein

Abstract

Musicians have long disagreed about how to parse the exposition of Ludwig van Beethoven'’s Piano
Sonata in C, Op. 2/3/l, particularly as regards determining the formal function of the G minor theme
of mm. 27-46. Many of these disagreements result from viewing the form of this exposition primarily
through concepts that developed during the nineteenth century and formal models that are particularly
well suited for Beethoven’s later works. However, especially considering the relatively early date of its
composition, it might be more fruitful to consider the form of the exposition of Op. 2/3/I in relation
to layouts discussed by eighteenth-century theorists, layouts that may be witnessed in many works
composed during this era. When viewed in relation to these earlier frameworks, the form of the exposition
of Op. 2/3/I may be understood to be quite conventional. Furthermore, such a historically based vantage
point can significantly impact the understanding of this exposition’s voice-leading structure.

Where do the standard theme sections begin
and end in the exposition from Ludwig van
Beethoven'’s Piano Sonata in C, Op. 2, No. 3? This
question has long been a source of contention
among music analysts. Owing to disagreements
regarding its parsing, some have proposed that
Op. 2/3/1's exposition evinces a type of expressive
ambiguity, one that derives from a collision of
formal functions.!

Yet it may instead be that the difficulties in
dealing with this exposition’s layout result not
so much from ambiguity in the work itself, but
from its incompatibility with the formal models
that are commonly used in modern analytic
approaches to sonata form. These models are
largely based on theoretic concepts that stem
from the mid-nineteenth century and beyond. To
a great extent, they have been influenced by the
practices witnessed in Beethoven'’s compositions,
including a number that were penned long after
the publication of his Op. 2 sonatas. Naturally,
when he composed his Op. 2 sonatas, neither
Beethoven nor his audiences would have known
of his later works or their conventions. As such,
when compared to Beethoven’s oeuvre as a
whole, the procedures witnessed in these early
sonatas understandably might seem somewhat
unusual.

1

which are discussed below.

On the other hand, when matched with
practices found in other compositions composed
around the same time or before, as discussed in
writings from the era, many of the seemingly odd
formal features from Op. 2/3/I may be seen as
quite typical of their style. This helps set in relief
those stylistic features of the movement that
are indeed truly special. And in a larger sense,
examining this movement’s exposition within
its eighteenth-century stylistic context helps
shed light on how one might approach form in
Beethoven'’s early practice in general.

Basic layout of exposition

As depicted in Ex. 1, the exposition of Op. 2/3/I
may be understood as governed by four, clearly
articulated sections, each firmly marked by a
cadential break (that is, by a cadence followed
by a conspicuous, brief pause in the melody,
accompaniment, or both). Each of these sections
begins with a soft theme that is variously hesitant,
restless, or lyrical and that eventually gives way to
a passage that drives toward a cadence in a loud,
active manner.?

The succession of these sections appears
to convey a type of narrative, one whose tonal
and cadential framework is quite clear and

See, for instance, comments in Hunt 2014: 250; see also Dahlhaus 1987, Drabkin 2004, Kirillina 2009, and Caplin 2010,

2 A layout along these lines has been explicitly offered by Keym (2021).
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Example 1. Ludwig van Beethoven, Sonata for Piano in C, Op. 2/3/1 (1795-96): chart depicting basic design of
the exposition, mm. 1-90 (HC = half cadence; PAC = perfect authentic cadence).

home key half-cadential caesura

half-cadential caesura in key of V
~h

~h
segment 1 (C major, ends segment 2 (G minor,
with HC) ends with HC)
soft theme, hesitant: mm. 1-13 | |sof? theme, restless:
(ends w/ elided PAC) 27-39
loud, active passage: loud, active passage:
13-26 39-45/46

segment 3 (G major, ends | | segment 4 (G major,
with PAC) ends with PAC)
soft theme, cantabile: soft theme, hesitant:
47-61 773-85
loud, active passage: loud, active passage:
61-77 (cf. 13-26) 85-90

Example 2. Comparison of possible parsing of the exposition from Beethoven, Sonata for Piano in C, Op. 2/3/I,

modeled after published analyses:

(a) after Kamien and Wagner (1997), Cutler (2009), and Weil3 et al. (2020);
(b) after Lebert and Faisst (1876), Wiens (2010), and Sanguinetti (2020);
(c) after Marx (1857), Harding (1901), and Heine (2014); and

(d) after Tovey (1931), Dahlhaus (1987), and Caplin (2010).

logical. What is not so obvious, however, is
how the sections should be labeled using the
standard terminology that is common in modern
discussions of musical form. Specifically, where
should the beginning and ending of the transition
be located? And which of the two half-cadential
breaks should be understood as the medial
caesura — that is, as the cadential break that
divides the end of the transition from the start of
the second theme group?

Ex. 2 offers some possible parsings for this
exposition. All of these readings are plausible and
conform to standard modern labeling practices.
Furthermore, each of these is in line with one that

mm. 1-13 | 13-26 2746 47-77 77590
(a) first theme ; transition second theme closing theme
(b) first theme transition, pt. 1 transition, pt. 2 second theme closing theme
(c) first theme transition second theme, pt. 1 second theme, pt. 2 closing theme
(d) first theme transition transition/second theme second theme closing theme

has been proposed in multiple published analyses
over the course of more than a century and a half.?

G minor theme as the transition

For instance, consider the reading of Ex. 2a, which
labels the G minor theme of mm. 27-46 as the
transition. Among those who have suggested
such a labeling are Roger Kamien and Naphtali
Wagner (1997: 4, n. 7) and Timothy Cutler (2009:
207), who each refer to this passage a “bridge
theme,” and Christof Weil3 et al. (2020: 203), who
similarly declare that it is to be understood as a
“transition.” In support of these readings, this
passage does share much in common with what
is usually labeled as a transition. After all, it is

Following the most widely adopted modern convention, the passage of mm. 77-90 is labeled throughout Ex. 2 as the

closing theme, as are analogous passages in subsequent examples that follow the perfect authentic cadence in the
secondary key. However, for reasons articulated in Caplin 1998: 122, some people may prefer to label such sections as
either an additional second theme, a codetta, or something similar.
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Example 3. Chart of Joseph Haydn, Symphony No. 56 in C/I (1774), mm. 1-99.

half-cadential caesura in home key
A

half-cadential caesura in key of V
i

begins and ends in key of C major,
ends with HC in C.

mm. 1-14, 15-28 2942 53-83 83-99
first theme transition secondary theme closing theme
Fanfare-like passage, repeated; Active energy gain, Starts with lyrical contrasting | Begins and ends in

begins and ends in key of G,
ends with HC in G.

theme; begins and ends in key |key of G, ends with
of G, ends with PAC in G. PAC in G.

¢  Despite beginning in key of V (G), the passage of mm. 29-42 clearly should be understood to function as a
transition, and has consistendg been labeled as such in Published ana.l)_,'scs of this movement.

relatively unstable, and it leads to a half-cadential
break that paves the way for the entrance of a
dolce theme in the secondary key.

To be sure, that this passage begins in a
dominant key does tend to weaken the case
for regarding mm. 27-46 as a transition. On the
other hand, it is certainly possible for a passage
that tentatively begins in the dominant key to
nonetheless modulate to and thus “transition”
to the dominant key in a deeper sense. Although
not often explicitly discussed, the possibility for a
transition to begin in the secondary key has been
implicitly acknowledged in numerous published
analyses, and rightly so.* For instance, consider
the passage of mm. 29-52 from Joseph Haydn’s
Symphony No. 56/l (Ex. 3). Despite its literally
starting in the key of G, surely this passage should
be regarded as a transition that leads more
assuredly to the key of G in a deeper sense as the
passage unfolds, much as has been proposed in
various published analyses of this movement.>
Using the same logic, one could well maintain that
its opening in the minor form of the secondary
key notwithstanding, the passage that begins in
m. 27 of Beethoven’s Op. 2/3/I likewise could be
fairly regarded as a transition.

4

G minor theme as second part of two-part
transition

Ex. 2b above offers another possible parsing of
Beethoven'’s exposition. According to this reading,
the transition begins a bit earlier than what is
proposed in Ex. 2a, thereby forming a “two-
part transition” that spans mm. 13-46. With this
interpretation, the half-cadential break in m. 26
is understood as a rhetorical pause that appears
in the middle of the transition. Such a reading
is implied in the parsing published by Sigmund
Lebert and Immanuel Faisst, who label mm. 13-26
and 27-46 as “modulation 1” and “modulation II,”
respectively (Lebert and Faisst 1876: 2-4). More
recently, Carl Wiens likewise notes the plausibility
of interpreting a two-part transition here (Wiens
2009: 49-57),% as does Giorgio Sanguinetti (2020:
163), who argues that the passage of mm. 13-46is
ultimately best understood as forming a transition
in two parts (“transizione in due parti”).
According to this reading presented in Ex.
2b, the first part of the transition leads to a half
cadence in the home key, followed by a second
part that leads to a stronger half cadence in the
key of V. Such a layout for a two-part transition

In addition to Kamien and Wagner (1997), Cutler (2009), and WeiB et al. (2020), among the many others who analyze

passages that tentatively start in the secondary key as transitions include Webster (1991: 57-59) re: Joseph Haydn’s
Symphony No. 45; Caplin (1998: 133-134) re: Wolfgang Amadeus Mozart’s K. 502; Hepokoski and Darcy (2006: 111)
re: Mozart’s K. 183; Sanguinetti (2012: 290-291) re: a partimento by Giacomo Tritto; van Boer (2012: 724) re: Ignacio
Jerusalem’s Overture in G; Suurpaa (2014) re: Joseph Haydn'’s Hob. XV:26/i; and Yust (2018: 74-75) re: Franz Xaver Richter’s
Symphony 45. See also Martin (2015), who - contradicting an argument he put forth earlier when analyzing mm. 30-37
of “Zeffi retti lusinghieri” — reads mm. 20-32 of Mozart's “Traurigkeit” as a transition (and appropriately so), despite this
passage’s relatively close-knit sentential layout and its starting immediately in the secondary key. | discuss this issue at
greater length in Burstein 2020: 113-115.

See, for instance, Webster 1997, Brown 2002: 156-157, and Diergarten 2012: 224; see also Burstein 2016a: 10-11 and
Burstein 2020: 114.

On the basis of what happens in the recapitulation, Wiens in the end favors analyzing this exposition as involving a two-
part subordinate theme (in the manner depicted in Ex. 2c), though he nonetheless insists that reading mm. 13-46 as a
two-part transition remains a distinct possibility.
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Example 4. Joseph Haydn, Symphony No. 43 in E-fla

half-cadential caesura in home key

t/1 (1771), mm. 1-98.

half-cadential caesura in key of V

A
mm. 1-31 13141 J 4238 60-79 80-98
Main theme i Active theme starts | New active theme Following filled-in | Following PAC in

presented in home | in home key, ends | startsinkey of V, [ |ceasura in mm. 58-59,| m. 79, another
key of C major; ends | with HC followed ends with HC lyrical theme (var. of | passage in the key

with elided PAC. by break in the followed by far main theme) in the key | of ¥ wraps up

melody. stronger break. of V enters in m. 60. exposition.

first theme transition second theme closing theme

In another context, the theme that enters in
follows a medial caesura.

with the second theme entering in m. 60, foll

m. 42 could have been understood as a second theme that

Here, however, it becomes clear — at least in retrospect — that mm. 42—58 form part of the transition,

owing a medial caesura in mm. 58-39.

Example 5. Wolfgang Amadeus Mozart’s Quartet for Strings in E-flat, K. 171/IV (1773), mm. 1-71.

half-cadential caesura in home key

half-cadential caesura in key of V
'Y

— A
mm. 1-8 9-12 13-27/28 29—71
Main theme Flourish leads to HC in | | Active passage in key of V | | Lyrical theme in the key of
presented in home | |E-flat; either an appendix | |(B-flat), leads to HCG in this | | V, ends with a PAG in this

key of E-flat major; to the main theme or

key: clearly part of the key (64—71 = codetta).

ends with PAC. start of transition. transition.
first theme end of first theme, or start] |transition second theme
of transition

Although it begins in the key of V and follows a sharp half-cadential caesura, the theme of mm. 13-28

is clearly best labeled as part of the transition, not as a second theme.

is by no means unusual. For instance, in the
exposition from Joseph Haydn’s Symphony No.
43/l, a transitional passage in mm. 31-41 leads
to a sturdy half-cadential break in the home key,
followed by a theme in the dominant key (Ex. 4).
In another context, the break in m. 41 could have
been heard as marking the medial caesura that
precedes the second theme. As the movement
continues, however, it becomes clear in retrospect
that the stronger half-cadential break in mm.
58-59 serves as the medial caesura, and thus

that the new-key theme that enters in m. 42 is to
be understood as the second half of a two-part
transition.’

A similar layout may be witnessed in the
finale of Wolfgang Amadeus Mozart's Quartet for
Strings in E-flat, K. 171 (Ex. 5). The half-cadential
break following the home-key V (in m. 12) is much
sharper here than the one in m. 41 of the Haydn
movement charted in Ex. 4. Nevertheless, in the
Mozart quartet, too, the first of the passages in
the key of V (mm. 13-28) surely is best understood

Incidentally, the notion that the second part of a two-part transition may begin “in” the secondary key has been widely
accepted within the scholarly literature. In addition to those cited in reference to Ex. 2b above, see discussion in Caplin
1998: 134-137, whose primary example of a two-part transition (from W. A. Mozart’s K. 502/Ill) involves such a layout, as
does Caplin’s reading of L. Beethoven’s Op. 36/IV (Caplin 1998: 275 n. 38).
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Example 6. Wolfgang Amadeus Mozart's Quartet for Strings in B-flat, K. 172/IV (1773), mm. 1-80.

half-cadential caesura in home key

half-cadential caesura in key of V

R Y Sk
mm. 1-16 17-23/26 2741 42-57 (58-80= closing th.)
Main theme in home | Active passage leads to Lyrical theme in key of V | | Active drive to PAC in m. 49
key of B-flat major; HC in B-flat. (F), leads to HC 1in this (and 57); clearly the end part
ends with PAC. key. of second theme.
first theme transition second theme, p. 1 second theme, p. 2

to form part of the transition, with the medial
caesura coinciding with the second half-cadential
break (in m. 28).8

Might the G minor passage from the exposition
of Beethoven’s Op. 2/3/I likewise be analyzed
as the second half of a two-part transition, as
suggested in Ex. 2b above? After all, like the
passages labeled in these manners in Exx. 4-5,
the G minor theme in Beethoven’s movement
involves an energetic, new-key theme that follows
a half-cadential break on V and that concludes
with a stronger half-cadential break on V of V.
Also as in these other movements, the theme that
follows the half-cadential break on V of V in Op.
2/3/lis lyrical, in a manner characteristic of what is
more stereotypical for a second theme.

G minor theme as first part of two-part second
theme

On the other hand, in Beethoven's exposition,
the first new-key theme - that is, the passage in
G minor — is more melodious and “theme-like”
than what is usually labeled as either a transition
or part of a transition. Owing to its tune-like
character, one might be more tempted to label
this G minor passage as the start of the second
theme group. Such parsing would result in a two-
part second theme, articulated by a rhetorical
half-cadential break at its midpoint, as depicted
in Ex. 2c. An analysis along these lines has been
proposed by Adolf Bernhard Marx, who labels the
G minor theme as the first Seitensatz and the G
major theme as the second Seitensatz (Marx 1857:
291). Similar readings have likewise been offered
by Henry Alfred Harding (1901: 6), who labels mm.
27-77 as the “2nd subject in G minor and G major,”

8

as well as by Erik Heine (2014: 10-13), who refers to
this passage as a “two-part subordinate theme.”

A two-part second theme group that features
a sharp half-cadential caesura in its middle is
common in music of the late eighteenth century.
A clear example of such a layout may be found
in the exposition of W. A. Mozart’s Quartet for
Strings in B-flat, K. 172/IV (Ex. 6). In this Mozart
movement, a lyrical, new-key passage that ends
with a half cadence (mm. 27-41) is followed by
a more active passage that ends with a perfect
authentic cadence (mm. 42-57). This promotes
the impression of a type of expanded antecedent-
plus-continuation that spans mm. 27-57. The
sense of the presence of a two-part second theme
is admittedly somewhat weaker in Beethoven’s
Op. 2/3/I, where an active new-key theme
precedes the more lyrical one, and where the two
new-key themes are too expansive to readily be
understood as embraced by a single thematic unit
such as an antecedent-plus-continuation. Even so,
the G minor theme in Op. 2/3/I is arguably stable
enough to mark what could be fairly understood
as the onset of a large, multi-section second
theme group, especially considering that second
themes often do begin in a somewhat volatile
manner (cf. first movements of Beethoven’s
Op. 2/1 and Op. 2/2).

G minor theme as the both transition and
second theme

A fourth possibility for parsing the exposition
of Beethoven'’s Op. 2/3/I is depicted in the chart
of Ex. 1d, which resists placing the G minor
theme into just one theme group or the other.
Among those who seem to adopt this reading

It is also possible to read mm. 9-12 here as the appendix to the main theme group. In such a case, mm. 13-28 would be

understood as the start of the transition, in the manner of the exposition charted in Ex. 3.
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is Donald Francis Tovey. In his celebrated book
on Beethoven’s piano sonatas, Tovey (1931: 24—
25) hedges in his analysis of this movement'’s
exposition by labeling mm. 27-76 as the “Second
Group (or Transition and Second Group).”” That
Tovey should seem to waffle on his labeling of
the passage of mm. 27-46 makes much sense,
since this passage does share many features with
what is often labeled as a transition, as well many
features with what is often labeled as a second
theme.

Along similar lines, Carl Dahlhaus suggests
that the passage of mm. 27-46 evinces a type of
formal ambiguity (Dahlhaus 1987: 140 [1991: 104]).
Dahlhaus labels this passage as a modulatory
“lyrical episode” (“kantable Episode”) that appears
between a transition (Uberleitung, mm. 13-26)
and a subordinate theme (Seitensatz). Dahlhaus
does wonder aloud whether the lyrical episode
of mm. 27-46 could be grouped either as part of
the transition or as part of the subordinate theme
group. Although he admits to finding the former
classification slightly more appealing, however,
ultimately he decides against determining the
matter one way or the other and instead argues
that the “paradox of the structure [...] represents
its aesthetically decisive attribute.”!°

G minor theme as part of “trimodular block”

Another approach for dealing with this exposition
is to revel in the expressive implications of
its conflicting formal signals. Such a tactic is
reflected in a series of analyses of this exposition
offered by James Hepokoski and Warren Darcy
(see Hepokoski and Darcy 1997: 148-149,
Hepokoski and Darcy 2006: 172, and Darcy 2008:
103-105). Although their proposed parsing for
this exposition is similar to what is seen in Ex. 2c
above, Hepokoski and Darcy resist labeling mm.
27-77 simply as a second theme group, nor are
they content (in the manner of Ex. 2d) merely
to acknowledge the apparent ambiguity and
then move on. Rather, they propose that this

exposition’s apparent formal ambiguities give
rise to a series of partly derailed expectations
that have substantial hermeneutic ramifications.
The scenario that results gives rise to what they
portray as a type of three-staged drama, which
they call the “trimodular block” (abbreviated as
“TMB")."" Citing the exposition of Op. 2/3/I as a
classic example of the trimodular block (Ex. 7),
Hepokoski and Darcy describe the unfolding
of its three “modules” (“TM',” “TM%” and “TM3,”
respectively) in this manner:

TM": The half-cadential break of m. 26
establishes a medial caesura that marks the
end of “TR"” (that is, the Transition Zone)
and thereby opens up “S-space” (that is,
“Secondary-Theme-Zone-space”). Despite its
surprising appearance in the minor mode, the
G minor theme that entersin m. 27 is expected
to function as a standard second theme that
leads directly to the “EEC” (that is, the perfect
authentic cadence that demarcates the end
of the “essential” part of the exposition). In
an apparent reaction to its unusual minor
mode, however, the unfolding of this theme
is thrown off course. As Hepokoski and Darcy
explain (2006: 172),
TM', or the first S-idea, begins in m. 27 in
an expressively “flawed” G minor [..] This
“flaw,” it seems, will have to be expunged
through the TMB strategy. Beginning in the
dominant minor, the troubled TM' either
cannot or chooses not to sustain its G
minor, the mark of its imperfection.

TM2: As though under the sway of the oddness
of its mode, the purported second theme -
the TM! - proves “unable to secure the EEC” as
expected. Instead, it dissolves into a renewed
transitional texture that leads to a second
half-cadential break (mm. 45-46). Since the
music has already entered into S-space, this
additional caesura is to be understood as a
“post-medial caesura.”

° For similarly “hedged” parsing of this exposition, see Drabkin 2004: 422 n. 14.
10 See also discussions by Larissa Kirillina (2009: 27-28) and by William Caplin (2010: 73-74), the latter of whom — regarding
the G minor passage - comments that “we must sometimes be content to live with some formal ambiguities without

necessarily insisting upon a final-state resolution of them.”

" Their explanation of the trimodular block - from which the following paragraphs quote liberally - may be found in
Hepokoski and Darcy 2006: 170-177; see also Hepokoski and Darcy 1997: 145-150. See also discussion in Long 2018: 68—

78.
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Example 7. Chart of exposition of Beethoven, Op. 2/3/I, mm. 1-90, in which mm. 27-77 are interpreted as a

“trimodular block.”

1-13 13-26 27-77 77290
first theme transition “trimodular block™ closing theme
/ / \\ \
i / \ \
| \ \
TM! (mm. 27-39) TMZ (27-45/46) TM3 (47-77)
Expressively “flawed, The “flawed” theme is ... a theme in the key of G

unsatisfactory” second
theme (in G minor), proves
“proves “unable to secure

the [expected] EEC.”

“corrected” by a reinvigoration of
“characteristic transition texture”
leading to another medial caesura
(ie., a “post-medial caesura)
followed by a . . .

with more stereotypical
second-theme rhetoric,
which now is able to
successfully attain the EEC.

Example 8. Chart of Beethoven, Quartet for Piano and Strings in C, WoO 36/3/1 (1785), mm. 1-67.

half-cadential caesura in home key
"

half-cadential caesura 3; key of V

mm. |-23 24-36 37-60 60-67
1-10: Main theme in home Lyrical theme in G major Restless theme in G minor Appendix
key of C major; ends with (key of V), leads to HC in | [(key of v}, eventually leads to| (closing section)
elided PAC. this key. elided PAC in this key; ¢f inkey of G
11-23: Active passage, leads 2746 of Op. 2/3/1! major.
to HC in home key; ¢f 18—
23 with 21-26 of Op. 2/3/1,

TM3: The post-medial caesura is then followed
by another second theme, one that bears the
rhetoric more characteristic of a standard
second theme and that “represents a ‘second
chance” for a successful motion to the EEC.
This “more successful” second theme takes
the guise of the G major passage that enters in
m. 47 and drives without further interruption
to the EECin m. 77.

In recent years, this layout proposed by
Hepokoski and Darcy has proven quite popular
among music theorists. The narrative suggested
by the concept of the trimodular block is certainly
a thrilling one, which no doubt contributes to

its appeal. Yet this narrative depends largely
on assumptions regarding sonata-form norms
that developed during the nineteenth century,
assumptions that do not necessarily match
those that would have been in place at the time
Beethoven composed his Op. 2 piano sonatas.
Consider the notion that the G minor passage
is to be regarded as a somehow “flawed” second
theme that seems unable to successfully lead
directly to the EEC. It so happens that this theme
matches nearly verbatim a G minor theme
found in an earlier composition by Beethoven.
The exposition of this earlier movement, from
Beethoven’s Quartet for Piano and Strings in
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C, WoO 36/3/l, is charted in Ex. 8. Significantly,
in this piano quartet movement, the G minor
theme leads directly to the formal cadence in
the secondary key — and thus in this context it
presumably is not to be understood as “flawed”
or unable to achieve the EEC.

The G minor theme in the exposition of
Beethoven’s Op. 2/3/I — much as in this piano
quartet - likewise could have moved directly to
a perfect authentic cadence without a break.
However, this is just one of the possibilities, and
it certainly is not the only outcome that could
have been reasonably expected within this style.
As seen above in Exx. 3-6, and as is discussed in
more detail below, it was by no means uncommon
or unexpected at the time for an exposition to
feature two half-cadential breaks, each followed
by a passage in the secondary key. With this in
mind, instead of viewing the G minor theme as
being unsuccessful in securing an EEC, it could be
understood to successfully secure a half cadence
in the key of V - something that could have well
been expected as one of the standard, generic
options in place at the time. As is discussed in
the next section of this essay, the resulting layout
is not only extremely normal for the style, but
it was recognized as such in commentaries that
appeared during the late 1700s."?

Eighteenth-century concepts
Punctuation form

Music theoretic writings published during the
eighteenth-century tended to discuss musical
form as governed primarily not by thematic
groups or key areas, but by what is now known
as “punctuation form,” which involves a series
of motions toward “resting points.” Although
a number of theorists from the second half of
the eighteenth century discussed this concept,

punctuation form was explored most extensively
in the third volume of Heinrich Christoph Koch’s
Versuch einer Anleitung zur Komposition, published
in 1793. As Koch explains, a typical movement
opens with a Hauptperiode (“main section”) that
consists of a series of phrases that ultimately lead
to a formal cadence (férmliche Cadenz) in the
secondary key. The Hauptperiode in turn may be
followed by an Anhang (appendix). A movement'’s
opening Hauptperiode, plus an optional Anhang,
matches what modern terminology calls the
exposition.

In Koch's conception of the form, the progress
along the path toward the formal cadence is
articulated by a series of Hauptruhepuncte (“main
resting points”). The Hauptruhepuncte that appear
in the middle of the Hauptperiode, along with the
passages that lead to these resting points, are
each defined by the harmony that supports its
final melodic note (Ex. 9a). Significantly, whether
a passage modulates midstream or remains in the
same key area throughout has no bearing on how
it would be labeled by Koch or other eighteenth-
century theorists. Thus, for instance, any passage
that leads to a Hauptruhepuncte on V of V is
labeled as a Quintabsatz in der Tonart der Quinte,
whether it begins in the home key and modulates
to the dominant in mid-passage, or whether it
begins in the dominant key and then remains
there throughout.

Ex. 9a depicts one of the most common
arrangements of Hauptruhepuncte for a major
key exposition. Any of the resting points might
be elided and lightly touched upon, or strongly
demarcated, or even emphasized by an ensuing
caesura. In many expositions, only one of the
resting points is delineated by a cadential break,
thereby forming what modern terminology
would label as a medial caesura.

12 |n an email communication from 6 October 2021, James Hepokoski offered a clarification (or a reframing?) of the
trimodular block concept, noting that “because of the dissolution of the TM' style into transition-like TM? textures, one
might imagine that this fact alone is capable of tempting us to ‘group’ TM'-TM? with the preceding TR (as if TM? wants
to insist, in reverting back to TR-action [zone?] processes, that TR is not yet over). Thus any TM'-TM? complex will always
harbor this (latent) ambiguity, which, when relevant, can be explicated in analytical commentary.” My own views are
much more in line with this reframed explanation, though | would add: (1) | see the grouping of the first new-key theme
with the transition usually not as merely a “latent” possibility, but as a strongly distinct possibility (as do other scholars
in regard to Op. 2/3/l; see Ex. 2a, b, and d above). (2) Both types of grouping - not just the grouping with the transition
that precedes, but also the grouping with the new-key theme that follows - should rightly be explicated in analytic
commentary. In other words, one should not automatically assume that the presence of two half-cadential breaks, each
followed by a new-key theme, indicates that the new-key themes must be understood to group together as a block.
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Example 9. Depictions of standard punctuation form, as described by Heinrich Christoph Koch (1793).

(a) Basic layout of standard punctuation form and its Hauptruhepuncte.

Grundabsatz | Quintabsatz | Quintabsatz in der Schlufsatz Anhang
Tonart der Quinte
Resting pointonI | Resting point on |Resting point on V/V | Passage that leads to formal | Appendix (optional)
and passage that | 'V and passage and passage that | cadence (PAC in key of V).
leads to it. that leads to it. leads to it.

* N. B. Quiniabsaiz in de Tonart der Quinte can begin cither in the home key or in the key of V.

(b) One of the standard possible variants of the layout shown in Ex. 9a, with measure numbers indicating the
corresponding sections in Beethoven Op. 2/3/1: note the presence of the two half-cadential caesuras, each
followed by a theme in the key of V.

half-cadential caesura in home key

half-cadential caesura in key of V

A A
mm. 1-13 13-26 27-46 47-77 7790
Grundabsatz Quintabsatz Quintabsatz in der Schlufisatz Anhang
Tonart der Quinte (appendix, optional)
Starts and ends jn | Starts and ends in | | Starts and ends in key Starts and ends in key | Starts and ends in key
home key. home key of V. of V. of V.

Within the late eighteenth-century style it is
also quite possible, however, for two or three of
the Hauptruhepuncte to be followed by cadential
breaks. Furthermore, it was quite common within
such a scenario for the Quintabsatz in der Tonart
der Quinte to begin directly in the secondary
key. The resulting layout is depicted in Ex. 9b.
Far from being considered unusual, expositions
demarcated by two half-cadential breaks, each
followed a theme in the secondary key, were
repeatedly presented in eighteenth-century
treatises as exemplars of the form. This is true not
only in Koch’s treatise, but also by other writers
from the latter part of the eighteenth century,
such as Joseph Riepel, Friedrich Wilhelm Marpurg,
Georg Joseph Vogler, Franz Christoph Neubauer,
and Augustus Frederic Christopher Kollmann.

That the layout depicted in Ex. 9b was normal
for the era is reflected not only in the writings
from the late 1700s, but also in the repertoire. Ex.
10 charts a small sampling of the vast number of
eighteenth-century expositions that are framed
in this manner. Just like the exposition from

13 See discussion in Burstein 2020: 64-104.
% For another list of such pieces, see Burstein 2020: 187-188.

Beethoven’s Op. 2/3/I, these expositions each
involve two half-cadential caesuras - the first
marked by V and the next by V of V - that are each
followed by a theme in the dominant key. Also
much like Op. 2/3/1, in many of these expositions
the first passage in the key of V appears in
the dominant minor, is modulatory, and/or is
somehow more restless and less lyrical than the
second of the new-key passages.

The pieces cited in Ex. 10 are by no means
anomalies: again, they represent but a small
selection of the many expositions from around the
second half of the eighteenth century that share
such a layout.'* Some people may react to such a
list by thinking, “well, | guess a lot of composers
creatively played with the generic conventions
and expectations associated with the transition
and second theme group within an exposition.”
Yet most of these works were composed long
before there was any published indication that
musicians recognized the presence - much
less the importance - of transitions and second
themes within sonata-form expositions. On the
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Example 10. Charts of a selection of the many expositions from the late eighteenth century that conform to
layout of Ex. 9b.

(a) Joseph Bologne, Sonata Op. 1/2 for Keyboard with Violin obbligato in A/I (c. 1770).

half-cadential caesura in home key half-cadential caesura in key of V
~h A

mm. 1-10 10-12 13-28 29-56/58
Grundabsatz | Quintabsatz Quintabsatz in der Schlulisatz
: Tonart der Quinte
. Starts and ends in key of V. Another theme in key of V (no
: appendix).

(b) Christian Gottlob Neefe, Sonata for Keyboard No. 7 in B-flat/Ill (1773).
half-cadential caesura in home key half-cadential caesura in key of V

~h “h
mm. 1-15 : 15-33/34 35-49/50 51-77/78
Grundabsatz Quintabsatz Quintabsatz in der Schiufsatz
. Tonart der Quinte
Hesitant yet bold | ... elides with active | | Restless, modulatory passage, | | Another theme in key of V (no
theme in home | passage, which starts and ends in key of 'V, appendix).
key... i leads to huge HC. ends with huge HC.

(c) Wolfgang Amadeus Mozart, Sonata for Keyboard in E-flat, K. 282/I1l (1774).
half-cadential caesura in home key half-cadential caesura in kgviof A%
~A

mm. -4 5-8 9-15 16-35/39
Grundabsatz Quintabsatz Quintabsatz in der Schlufisatz
Tonart der Quinte
Main theme. Main theme, slightly Restless theme, starts and Another theme in key of V3
more active. ends in key of V., starts gently, ends with big
flourish.

(d) Carolina von Brandenstein, Sonata for Clavier with Violin accompaniment in D/I (c. 1780).

half-cadential caesura in home key half-cadential caesura in key of V
A A

mm. -6 ! 6-10 11-18/22 23-37 ] 3741
Grundabsatz ‘ Quintabsatz Quintabsatz in der Schlufisatz ; Anhang
Tonart der Quinte 1

! In key of V, starts lyrically | | Another theme in key : Short appendix.
: and ends with energetic | [of ; starts lyrically, ends |
! drive to HC. with a big flourish. |

(e) Muzio Clementi, Sonata in E-flat, Op. 7/1/1 (1781).
half-cadential caesura in home key half-cadential caesura in key of V
o A

mm. 14 5-12 13-16/20 21-32 . 3242
Grundabsatz | Quintabsatz Quintabsatz in der Schlufisatz | Anhang
Tonart der Quinte :

Restless, modulatory passage, | | Another theme in key of V; | Appendix.

starts and ends in key of V, | | starts gently, ends with a big :
ends with huge HC. fourish. :
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(f) Wolfgang Amadeus Mozart, Concerto for Piano and Orchestra in C, K. 467/1 (1785), piano exposition.
half-cadential caesura ig‘kume key half-cadential caesura in key of V
i

mm. 80-91 91-103/107 109-122/127 128-178
Grundabsatz Quintabsatz Quintabsatz in der Schlufisatz
: Tonart der Quinte
Main theme, - . . active passage, Restless theme in G minor A lyrical theme in key of the
ending elideswith | \eading to huge HC | (key of v), leads to a HC in V. | |dominant (major), starts gently,
! (followed by “filled- ends with a huge flourish.
in” caesura).

(g) Antonio Rosetti, Symphony in C (A9/K121)/I (<1786).
half-cadential cagsura in home key half-cadential caesura in key of V
i

i 9
mm, 1-8 8-16/18 19-33/38 39-63 ; 63-73
Grundabsatz | Quintabsatz Quintabsatz in der Schiufisatz | Anhang
Tonart der Quinte I
Main theme, .. active passage | | Variant of main theme in A new, gentle theme ! Appendix.
ending elides that leads to key of V, with active in key of V; ending "
with... | huge HC. countermelody, leads to flourish evokes main ,
’ bigger HC. theme. I
(h) Joseph Haydn, Trio for Piano and Strings in D/I, Hob. XV:16/1 (1790).
half-cadential caesura in home key half-cadential caesura in key of V
h ~A
mm. 1-18 19-27/30 31-44/45 46-57 573-61
Grundabsatz | Quintabsatz Quintabsatz in der Tonart Schlufisatz Anhang
der Quinte
Main theme. | Appendix to main || Variant of main theme in key | |A new, playful themein | Short
theme; energy of minor v, ends with active key of V. appendix.
increases. flourish leading to big HC.
(i) Ludwig van Beethoven, Trio for Two Oboes and English Horn in C, Op. 87/1 (1794).
half-cadential caesura in home key ~ half-cadential caesura in key of V
S A
mm. 1-17 17-28/31 32-42 43-70 I 70-102
Grundabsatz Quintabsatz || Quintabsatz in der Tonart Schlufisatz ; Anhang
der Quinte I
Main theme,  |...active passage | | Restless passage; hints at key of | | Another theme in key of 1 Long
elides with ... | that leads to »III then quickly moves to V, V, starts gently, ends lappendix.
big HC. ending with big HC. with big drive to PAC. :
(j) Ludwig van Beethoven, Quartet for Strings in G, Op. 18/2/IV (1801).
half-cadential caesurain home key  half-cadential caesura in key of V
A “h
mm. 1-28 | 28-36/37 38-50/55 56-112 : 112-139
Grundabsatz Quintabsatz Quintabsatz in der Tonart Schlufisatz | Anhang
der Quinte |
Main theme, .. active passage | [Variant of main theme in key of | | A new theme in key of I Long
elides with . .. that leads to minor V, ends with active V, starts gently, ends :appcndjx
big HC. flourish leading to bigger HC. dramatically. :

Res Musica nr 13 /2021 | 31



The Many Themes of Beethoven’s Op. 2, No. 3, and Their Stylistic Context

contrary, the writings of the time suggest that the
layout depicted in Exx. 9b and 10 was understood
as standard, and thus it need not be understood
as an expressive deviation from an expositional
model that includes just one half-cadential break.

As may be seen in Ex. 10, the many composers
who wrote expositions with this layout include
some who are very famous as well as those who
are less so. Two of these composers, Christian
Gottlob Neefe and Joseph Haydn, were among
Beethoven'’s teachers. Furthermore, Beethoven
singled out the piano sonatas of another of
these composers, Muzio Clementi, as ones that
he greatly admired for their crisply handled and
accessible treatment of form (Schindler 1860:
11/182). In all, at the time Beethoven composed
Op. 2/3/l, it is quite likely that both he and
his audiences would have recognized a two-
caesuraed, two-new-key-themed exposition as a
standard option.

Recognizing the Satz layout of these
expositions does not prevent one from also
noticing how the Sdtze may combine together to
form larger groups. With many of the expositions
charted in Exx. 9 and 10, for instance, in certain
ways the Quintabsatz and the Quintabsatz in der
Tonart der Quinte could be fairly characterized
as forming a transitional group that leads to
a half cadence in the key of V, and other ways
the Quintabsatz in der Tonart der Quinte and
the SchluBsatz could be fairly characterized as
forming a group in the key of V that leads to the
formal cadence. Since they are based on different
criteria, neither of these possible groupings
precludes the other. By avoiding pigeonholing
the Quintabsatz in der Tonart der Quinte into just
one of these groupings, the Satz model shown in
Exx. 9 and 10 allows for an appropriate flexibility
for dealing with the form of these expositions,
a flexibility that is not so readily achieved with
the more restricted palette offered by modern
sonata-form terminology.

Galeazzi’s description of a possible expositional
form

The commonplace nature of this layout is further
suggested by the discussion of form found in
Francesco Galeazzi's celebrated treatise volume
that appeared in 1796, the same year as the first
publication of Beethoven’s Op. 2. In one of the
scenarios proposed by Galeazzi, an exposition
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could be understood to divide into three sections,
each of which concludes with a cadence, followed
by an optional appendix (Ex. 11). The first of these
sections comprises what Galeazzi labels as the
Motivo principale (“first subject”), which starts in
the home key and establishes a type of thematic
launching pad for the ensuing music. The second
section opens with what Galeazzi calls the
secondo Motivo (“second subject”). As Galeazzi
points out, the secondo Motivo contrasts with the
preceding Motivo principale in the manner of a
controsoggetto (“countersubject”), and it is linked
to an Uscita a’ Toni pit analoghi (“departure to
nearby key”) that leads to a sharp half-cadential
break. The third section begins in the secondary
key with a Passo caratteristico (“characteristic
passage”) that is “sweet, expressive, and tender.”
The Passo caratteristico is connected to a Periodo
di cadenza (“cadential passage”) that drives with
a virtuosic flourish to the final cadence, perhaps
followed by a coda.

Galeazzi mentions that if the Motivo principale
concludes with an authentic cadence in the home
key, the secondo Motivo will start in the home key
as well. But he notes that it is also possible for the
Motivo principale to end with a half cadence, in
which case the secondo Motivo enters in the key
of the dominant, followed by the Uscita a’ Toni
pit analoghi that itself leads to the key of V. The
chart of Ex. 11 depicts this possibility, with the
last two rows applying the resulting layout to the
exposition of Beethoven's Op. 2/3/I.

Some people may find it strange that Galeazzi
suggests that a passage that begins in the key of
V can nonetheless be followed by a departure
toward this same key. After all, how can a passage
modulate to the key that it is already in? Yet as
was noted above, this notion is very much in
line with those expressed by other eighteenth-
century writers, who discuss keys primarily in
relation to motions toward goals, not in terms of
key “areas.” Thus, much in the manner described
by Galeazzi (and as discussed above in relation to
Ex. 3), a passage that starts in the key of V may
nonetheless modulate toward a firmer sense of
this key.

The second section of Galeazzi’'s layout
depicted in Ex. 11 in certain ways matches what
modern terminology calls a “second theme,”
inasmuch as it presents a contrasting theme in the
secondary key. In other ways, however, it matches
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Example 11. Chart depicting Francesco Galeazzi's description (1796) of a possible layout for an exposition (i.e.,
first part of movement, minus the optional slow introduction) in which the main theme (Motivo principale) ends
with a half cadence (HC), as applied to the exposition of Beethoven's Op. 2/3/I.

half-cadential caesura in home key

half-cadential caesura in key of V

S T
Motivo Principale Secondo Motivo Passo caratteristico Coda
Establishes l"}omc key, Starts in key of V with “Gentle and expressive” Appendix:
ends with HC. “countersubject”. . . themein V. .. “prolongation” of
+ Uscita a’ Toni pi analoghi + the cadence.
... links to (deeper-level) departure P ert'?do di ctu'ienza
to V, ends with “conspicuously .+ . links to f‘bno and _
detached” HC in this key. bravura” motion to PAC.
mm. 1-26 27-46 47-77 773-90
C major theme, leads to G minor theme (countersubject in Gentle G major theme (47— | G major passages
HC in key of C. dominant key) followed by deeper 61) links to “brio and reinforced formal
level motion to a conspicuously bravura” passage that drives cadence.
detached HC in G. toward PAC.

what modern terminology calls a “transition,”
since it is attached to a deep-level motion to the
secondary key, and it leads to a half-cadential
break that precedes a contrasting, lyrical theme in
the new key. In every way, however, this second
section unambiguously conforms to the standard
formal structure that Galeazzi refers to as a
secondo Motivo + Uscita a’ Toni pit analoghi.

The same may be said of the G minor theme
in the exposition of Beethoven’s Op. 2/3/I. Note
how neatly the framework of this G minor theme
lines up Galeazzi's description for a possible
layout for the secondo Motivo + Uscita a’ Toni piti
analoghi: (1) it follows a half cadence; (2) it begins
in the dominant key with a type of countersubject
that connects to a (firmer) modulation to the
dominant key; and (3) this passage ends with a
“conspicuous” half cadence followed by a lyrical
theme in the key of V. When viewed in this light,
the design of the exposition of Beethoven'’s sonata
does not entail conflicting formal functions. On
the contrary, its layout may be understood to be
very much by the book - providing that the book
used is one published around the time Beethoven
composed his Op. 2 sonatas. This is not to deny
that the sudden turn to minorin m. 17 comes as an
unsettling surprise, or that the subsequent move

to G major in m. 47 could be fairly regarded as a
type of modal “corrective” within the narrative of
this exposition.”® Yet ultimately the various twists
and turns in the exposition of Op. 2/3/I could well
be understood as governed by what at the time
was recognized as a fully conventional layout.

Voice-leading structure
Schenker’s reading

The difficulties in applying post-1800 sonata-form
concepts to the exposition of this sonata can color
the understanding of its voice-leading structure.
This arguably is what happened with Heinrich
Schenker’s analysis of this exposition from Der
freie Satz (1935: 114, Fig. 154?), which contains a
curious contradiction.'® Ex. 12a cites Schenker’s
voice-leading sketch; Exx. 12b and c compare two
alternate readings, which are discussed below.
Notice how the dotted slur in the bass of
Schenker’s voice-leading sketch suggests that
the prolongation of the dominant Stufe begins in
mm. 27, coinciding with the arrival of the G minor
theme. Yet this prolongation seems counteracted
by other indications in the sketch that imply that
this V is subordinated to the Il§ (=V of V) Stufe
that arrives in m. 43: namely, the placement of
the Roman numerals below the staff, along with

15 As Marx (1857: 291) describes the entrance of this theme in m. 47, “only now, as if it were the truly proper one, does a
new, calm and secure Seitensatz appear in G major (nun erst erscheint, gleichsam als wdir’ er erst der rechte, ein neuer, ruhig

und sicher in G Dur ausgefiihrter zweiter Seitensatz).”

16 This contradiction was first pointed out to me a number of years ago by Carl Schachter.
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Example 12. Voice-leading sketches of exposition from Beethoven, Op. 10/3/1:

(a) from Schenker (1935: appendix, 114: Fig. 1542);

(b) another possible analysis, which interprets deep-level V as prolonged from start of G minor theme;
(c) my preferred analysis, which interprets deep-level V as coinciding with arrival of G major theme.

@

I T (=Gdur: V- -
(b) (@]
not this: ... . .. but this:
m 1 21 27 43 47 m. 1 21 27 43 47
Al Fal Al ray N
3 ) 2 3 2 2
) I LR

Example 13. Voice-leading sketch of exposition from Wolfgang Amadeus Mozart, Sonata for Piano in C, K. 279/
1 (1774), from Schenker (1935: appendix, 113: Fig. 1547).
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the appearance of the first scale-degree 3 that
is attached to the top-voice beam (in m. 43).
This contradiction might result from a careless
oversight by Schenker, or from a misprint by the
publisher. It is also possible, however, that this
incongruity results from Schenker’s difficulties in
deciding whether the G minor is to be understood
to function either as a transition or as a second
theme.

To best understand it, Schenker’s reading of
this exposition should be considered in relation
to the surrounding discussion within Der freie
Satz. Schenker's analysis of Op. 2/3/1 comes
immediately after his examination of W. A.
Mozart’s Sonata for Piano in C, K. 279/I (Schenker
1935: 216-217). Schenker strongly suggests that
the second theme of Mozart’s sonata enters in
m. 17 (Ex. 13). This second theme composes-out a
deep-level V Stufe (whose bass is slightly delayed
by an auxiliary cadence in mm. 17-20), which
supports 2inthe upper voice. This Sis anticipated
on a lower level in m. 16, where it is supported by
a divider (Teiler, abbreviated as T/).

Comparison with his discussion of the Mozart
exposition suggests that Schenker does not read
the G minor theme of Op. 2/3/1 to serve simply
as a transition. On the other hand, he also seems
reluctant to regard the G minor theme merely as
a second theme, noting that the analysis of this
passage is more difficult (schwieriger) than the
one that begins in m. 17 of the Mozart sonata.
Thus, whereas in his reading of the Mozart sonata,
Schenker reads the deep-level, upper-voice p)
as coinciding with the entrance of the second
theme, in Beethoven’s Op. 2/3/I he does not read
a deep-level % as arriving in with the entrance
of the G minor theme in m. 27. In other words,
Schenker explicitly avoids a reading along the
lines of what is shown in Ex. 12b above.”” Rather,
he specifies that the 2 of m. 27 is to be understood
as anticipating, in a lower register, the deep-level
3 that arrives over the llg Stufe of m. 43.

Below | quote from Schenker’s discussion of
this passage, along with two translations. The
first translation is a rather literal one of my own,
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the next is a more embellished translation from
Ernst Oster’s celebrated English edition of Der
freie Satz. Oster arguably departs slightly from
Schenker’s text, seeming to insert a subtle twist
on Schenker’s discussion.'® Even so, since he is a
distinguished musical scholar in his own right,
Oster’s ideas here deserve serious consideration:

[Schenker’s text:] Hier darf, was sich in den
T. 27-43 begibt, keineswegs schon fir eine
Fortsetzung von d?, das tiber dem Teiler in T.
25 eingetroffen ist; der Inhalt besteht nur in
der Hoherlegung d?-d?, der obligaten Lage
wegen [..] (Schenker 1935: 217).

[My translation:] Here, what happens in m.
27-43 may by no means already be taken for
a continuation of d?, which arrived above the
divider in m. 25; the content consists only in
the ascending register transfer d’~d?, on the
account of the obligatory register [...]

[Oster’s translation] The events shown in
measures 27-43 may under no circumstances
be taken for a prolongation of the 3, but must
be regarded as merely an extension of the d?
which appeared over the dividing dominant in
measure 25. The contents of these measures
serve only to effect the ascending register
transfer d’~d’ for the sake of the obligatory
register [...] (Schenker 1979: 134)

I feelthat one could stay true to the basic vision
expressed by Schenker and Oster, while avoiding
the contradiction between the Roman numerals
and the bass prolongation, by applying a few
small adjustments to Schenker’s voice-leading
sketch cited in Ex. 12a. Most notable of these
adjustments involves removing the dotted slur
between the bass G’s, as shown in my proposed
alternative sketch of Ex. 12c. Regarding this
proposed reading of Ex. 12¢, notice the following:

(1) In accordance with Schenker’s Roman
numeral labeling, this exposition is framed
by a large I-1l§-V, with the arrival of the deep-
level V Stufe delayed until m. 47.

7 A reading that proposes a deep-level structure similar to Ex. 12b may be found in Song 2002: 163.

'8 For instance, notice how Oster mentions the prolongation of 2 something that Schenker does not explicate. To be sure,
the differences between Oster’s translation and Schenker’s original are slight and perhaps even trivial; nevertheless, to
err on the side of caution, | provide a more straightforward translation of Schenker’s text in addition to Oster’s more

evocative version.
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(2) The V of m. 21, which arrives at the
conclusion of the Quintabsatz, is interpreted as
a divider (div.), and V is then prolonged during
the subsequent passage. It does not mark the
arrival of V on the deepest levels, however,
but instead articulates the middle of a large
ascending fifths motion (I to V, then V to II#).

(3) In the manner described by Schenker and
Oster, the divider (and the prolongation of V
that directly follows) supports a D in the upper
voice that anticipates the deep-level 5 The
arrival of 3 on the deepest levels coincides with
appearance of I, at which point the p) appears
in its “obligatory register.” Before then, the
top-voice D within the G minor section is to be
understood as “merely an extension of the d?
which appeared over the dividing dominant.”

(4) The sketch of Ex. 12c also underscores an
inner-voice motion that is not highlighted
in Schenker’s reading of Ex. 12a: namely, the
C-B-B-flat-A third progression (Terzzug) that
spans mm. 1-43. The V divider that arrives in
m. 21 thus is understood to serve as a “leaping
passing tone” (springender Durchgang) that
supports the passing motion within this third
progression. The inner-voice passing motion
helps underscore the deep connection
between the | and the Il§. This passing motion
also promotes the sense in which the V divider
- along with its extension within the G minor
passage - is to be understood as relatively
transient, reflecting the relatively unstable
nature of the G minor theme and the more
dramatic arrival on the half-cadential break of
mm. 43-46.

(5) The reading of Ex. 12c also helps underline
the crucial junctures recognized by eighteenth
concepts of punctuation form, as well as
the formal features discussed by Galeazzi,
such as the onset of the secondo Motivo. In
doing so, however, this reading nonetheless
acknowledges that the passage of mm. 27-42
can be understood as lying in the middle of a
larger motion toward a deeper-level harmony
that arrives in mm. 43-46.

The four bass notes that support the deep-
level Stufen highlighted in Ex. 12c¢ - C, (G,) D, and
G - are each prolonged for several measures.
Furthermore, the prolongation of each begins
almost immediately after the prolongation of
the previous Stufe concludes. For instance, the
middleground G that is prolonged until the
downbeat of m. 42 is followed on the very next
downbeat by the deep-level Il§ Stufe, separated
by only a quickly inserted augmented sixth
chord (Ex. 14). This metrically weak augmented
sixth chord provides chromatic support for the
embellishing tone C-sharp in the upper voice (as
depicted in Exx. 12a and c above), thus helping to
forcefully link the V that is prolonged until m. 42
to the ensuing Il§.

Laufer’s reading

Most published Schenkerian discussions of this
exposition in recent years agree that the arrival
of the dominant Stufe on the deepest levels is
delayed until m. 47, much as is proposed in the
reading of Ex. 12c. However, unlike what is shown
in Ex. 12¢, the interpretation of this exposition that
is most popularly cited couches the dominant of
mm. 21-42 within a large voice-exchange.

Such a reading was initially proposed by
Edward Laufer (1981: 181), whose voice-leading
sketch for the exposition of Beethoven’s Op.
2/3/lis cited in Ex. 15. Since its initial publication,
Laufer’s analysis has been echoed by so many
others that it has been described as the “standard
Schenkerian reading” for the exposition — despite
its departure from Schenker’s own analysis of
this passage.”” Because of its high reputation
among music theorists, as well as its implications
for understanding this exposition’s form, this
standard Schenkerian reading bears close
examination.

In justifying his analysis, Laufer explains
that “the G chords (mm. 21ff. and 47ff) belong
to different prolongations and are not to
be connected” (Laufer 1981: 181). Again, the
notion that these G chords belong to different
prolongations conforms to what was argued
above in support of the reading shown in Ex. 12c.

19 See, for instance, Hunt 2014: 250; see also Kamien and Wagner 1997: 4-5 n.7; Cutler 2009: 206; and Cadwallader 2008:

87-89.
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Example 14. Quotation of Beethoven, Op. 2/3/I, mm. 41-43.
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(brief, metrically
weak)

Example 15. Voice-leading sketches of Op. 2/3/1, exposition, from Laufer 1981: 181.

) I 3 41 42 43 4_?
3,,—-"_"__‘_"‘-\«_\ P

| I A |

N. B.: bass G of mm, 21-41 is subordinated to +6 of m, 42.

U 3 3 37 B 41 42 43
r—— e

N. B.: alto E from m. 39 connects directly to E-flat of m. 42; thus the
structurally implied harmony in m. 41 is a first-inversion E diminished triad.
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Yet notice that Laufer reads V chord of mm. 21ff.
as subordinated not only to the II# of mm. 43-46,
but also as subordinated to the augmented sixth
chord that appears in the middle of m. 42.

Despite its popularity among music theorists,
there are features of Laufer’s analysis that at
very least should raise some eyebrows. For
instance, notice how it downplays the presence
of the G minor harmony in m. 41 (see especially
the sketch in the middle system of Ex. 15). This
harmony is highlighted by a V-i motion in G
minor (mm. 40-41), as well as by its appearance
at the end of a fonte (mm. 39-41). Yet Laufer’s
dotted line between E-natural and E-flat in mm.
39-42 suggests a direct motion between these
two notes, part of a large, inner-voice, stepwise
fourth-descent from G (m. 21) to D (m. 43). His
reading thereby suggests that the inner-voice D
of mm. 41-42 is only apparent, subservient to a
deeper-level, implied inner-voice E-natural that is
not supplanted until the second half of m. 41 (and
in turn implying an underlying G-B-flat-E-natural
harmony on the downbeat of m. 41, rather than a
G minor triad).

Another problematic feature of Laufer’s
reading is its proposing a direct voice-leading
connection between the opening tonic harmony
of mm. 1(-19) and the augmented sixth chord
of m. 42.2° Not only do these harmonies share
only one pitch class in common, but the
augmented sixth chord of m. 42 is but weakly
demarcated, appearing for only two beats in
the middle of a measure (see Ex. 14 above).
Particularly questionable is this way that this
reading subordinates the strongly emphasized V
Stufe of mm. 21ff. to this relatively weakly stated
augmented sixth chord. After all, the bass G
that enters in m. 21 is very sturdily pronounced,
metrically emphasized, and prolonged for 21 bars
(mm. 21-42) - forty-two times the length of the
midphrase, mid-measure augmented sixth chord
of m. 42.

That a voice-leading analysis should privilege
a brief, metrically underplayed event that arrives
midphrase does not necessarily prevent the

analysis from being accepted as a rewarding
interpretation. Put differently, it is certainly
possible for an analysis to reasonably propose
a conflict between structure and design,
so that a harmony which in certain ways is
underemphasized on the surface of the music
may nonetheless be fairly regarded to play a
crucial role within the larger tonal structure.
However, unless there is no other harmonically
tenable reading within the given style, such a
conflict always should ultimately be understood
to result from a clash between two different
elements of the design. For instance, a strongly
asserted harmony that appears in midphrase
might be reasonably analyzed as marking a
crucial moment within the tonal structure, as
might a weakly asserted harmony that appears
at a significant juncture within the form. On the
other hand, it will not do to simply proclaim the
presence of a strong conflict between design and
structure without further evidence or justification,
as though there is some mysterious substance
that somehow distinguishes the importance of
a weakly emphasized event over a much more
forcefully emphasized one.

What is curious regarding this reading
proposed by Laufer, and accepted by so many
others, is the extent to which it is so often
presented as self-evident. Again, the brevity and
relative weakness of the augmented sixth chord
of m. 41 does not necessarily prevent it from
being regarded as bearing greater structural
weight than the far more strongly asserted G
harmony that precedes it and that demarcates
such a pivotal moment of the form. However, one
at very least should expect some rationale to be
given for the extremely drastic clash between
structure and design that results from such a
reading. Instead, this reading is almost always
presented as a type of a “just-so story,” in which
the large-scale voice-exchange is offered as its
own justification.

It must be emphasized that the issue here is
not to question the notion that the V Stufe that
enters in m. 21 functions on a different level than

20 Incidentally, in some (later) editions, the augmented sixth chord of m. 42 is emphasized by a szforzando - but so are
the G minor chords that appear on the downbeats of both mm. 41 and 42. In any event, these szforzando indications
result from later editorial additions; they are not found in the first edition or any of the other of the earliest editions (the

manuscript is lost).
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the V Stufe that enters in m. 47, or to challenge the
notion that the V Stufe m. 21-42 is subordinate to
the II# of m. 43-46. Again, such notions — which
are mentioned by Laufer and others who adopt
readings similar to his — are also in line with the
reading proposed in Ex. 12c above. However, that
the V Stufe of mm. 21-42 should be understood
as subordinate to the II# of m. 43-46, or that it
functions on a different level than the V Stufe
that enters in m. 47, does not necessarily indicate
that it is also subordinate to the augmented sixth
chord of m. 42.

Perhaps the reading suggested by Laufer
was influenced by an understanding of the
exposition’s design in which the passage of mm.
27-46 is interpreted as a transition. Following
this reasoning, one could argue that the function
of this passage is to transition toward the half-
cadential Il§ of m. 43-46 that sets the stage
for the ensuing second theme. Accordingly, it
might seem natural for the entire passage to
be represented as embodied by the harmony
that leads most forcefully to this half cadence -
namely, the augmented sixth chord.

From the standpoint of punctuation form
articulated by Koch and other eighteenth-
century theorists, however, the resting point
on V in mm. 21-26, which marks the end of the
Quintabsatz, is not so easily set aside. The V that
arrives at the end of Quintabsatz forms a crucial,
generic juncture within the form, one whose
significance was repeatedly emphasized by
theorists who flourished at the time. Ironically, it
has been commonplace in Schenkerian practice
to subordinate the resting point on V marked by
a Quintabsatz to a larger voice exchange, often
without further comment.?' Although there
need not be a direct correspondence between
design and voice-leading structure, that such
subordination in voice-leading analyses arises so
often—andwithoutfurtherexplanation-suggests
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a modern lack of sensitivity to the punctuation
form that served as such a crucial framework for
theorists of the eighteenth century. The situation
is particularly extreme in Op. 2/3/l, where the
resting point at the end of the Quintabsatz is so
powerfully delineated by dynamics, texture,
gesture, and length.

Interaction with Beethoven’s larger style

Although the basic layout of the Op. 2/3/I's
exposition is quite conventional, the manner
in which its form unfolds does bear the special
imprint of Beethoven'’s personality. In particular,
within the punctuation form of this exposition,
the segments leading to each Hauptruhepunct
tend to be far more expansive than was typical
in works by other composers of the time, and
the Hauptruhepuncte are far more strongly
pronounced. The resulting presence of multiple,
powerful cadential breaks in mid-exposition
does carry the risk of stultifying the music’s
momentum. Perhaps for this reason, expositions
that include two half-cadential caesuras, each
followed by a new-key theme, are relatively
uncommon in Beethoven’s works. In addition to
the one from Op. 2/3/l, instances of this strategy
elsewhere in Beethoven’s oeuvre may be found in
the first movement of his Piano Quartet in C, WoO
36/3 (1785; see Ex. 8 above), his Trio for Two Oboes
and English Horn in C, Op. 87/1 (1794; see Ex. 10i
above); and the finale of his Quartet for Strings in
G, Op. 18/2 (1801; see Ex. 10j above).

More commonly, Beethoven’s expositions
feature just a single half-cadential caesura, one
that follows the Hauptruhepunct on the dominant
of the secondary key. In such expositions, the
resting point on the dominant of the home
key, if present at all, usually unambiguously
appears within the middle of the transition. And
in expositions of the more mature works by
Beethoven, even the sole half-cadential break

21 See discussion in Burstein 2016b and Burstein 2020: 170-175. For an example of my own that proposes a reading along
these lines - but for which | do attempt to provide justification - see the analysis of W. A. Mozart’s K. 238/ii in Burstein
2016: 57-58. This analysis interprets the strongly demarcated V Stufe that marks the end of a Quintabsatz as lying within
a prolongation of Cin the bass, a prolongation that extends until the penultimate harmony of the transition. In this case,
however, the C is given extra emphasis by being pronounced at the onset of two Sétze in a row (in mm. 5 and 7), with
these pitches further linked by a conspicuous stepwise descent in the bass leading from C* to C3. Whether one agrees
with this reading or not, my rationale for it has been laid bare in the accompanying discussion, and thus the proposed
conflict between structure and design was not simply presented as self-evident.
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following the new-key V tends to be somewhat
muted or obscured.?? As a result, in contrast to the
exposition of Op. 2/3/l, with its many caesuras,
the form of Beethoven'’s later expositions tend to
be more fluid, and the resting points more subtly
asserted.

When judged according to the standards of
these later works, the form of Op. 2/3/I — with
its multiple breaks and multiple themes - might
indeed seem rather puzzling. But again, it should
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The Many Themes of Beethoven’s Op. 2, No. 3, and Their Stylistic Context

Beethoveni klaverisonaadi op. 2, nr. 3 | osa teemade paljusus ja vormiline kontekst

L. Poundie Burstein

Ludwig van Beethoveni klaverisonaadi C-duur, op. 2/3 | osa ekspositsiooni teemagruppide jagunemise
suhtes valitseb Ullatav erimeelsus. Pohiline probleem seisneb g-moll teema (taktid 27-46) vormilises
maaratlemises. Teatavas méttes funktsioneerib see 16ik sidepartiina (vOi kaheosalise sidepartii teise
osana), sest see on harmooniliselt ebapusiv ja [dpeb poolkadentsiga, millele omakorda jargneb ltdriline
teema koérvalhelistikus. Teiselt poolt funktsioneerib see ka kdrvalteemana, sest sellele eelneb tugeva
tsesuuriga artikuleeritud poolkadents ning teema ise algab korvalhelistikus. (Valides kahe eespool
mainitud voéimaluse vahel, tuleb mainida, et sidepartiina sildistatav I6ik voib alata ka kérvalhelistikus.
Tegemist on vdimalusega, mille olemasolu on méénnud sonaadivormi juhtivad asjatundjad.) Veel the
voimaliku télgenduse selle ekspositsiooni jaotamiseks on valja pakkunud Hepokoski ja Darcy (2006),
kes vaatlevad takte 27-77 uksusena (trimodular block), mille tulemusena moodustub n.-6. kolmeosaline
ekspositsioon. Sellise arusaama pohjal ,avab” tugeva tsesuuriga artikuleeritud poolkadents taktis 26
Luumi”, milles kérvalteema voiks manifesteeruda. Kuid selle asemel, et ootuspéraselt otsejoones liikuda
G-duuri kui normatiivse korvalhelistiku tugeva artikuleerimise ehk ekspositsiooni olemusliku sulgemise
(EEC = essential expositional closure) suunas, paddib rahutu, taktist 27 alguse saav g-moll teema uue
tugevalt artikuleeritud poolkadentsiga, millele omakorda jargneb konventsionaalsemat tiitipi G-duur
teema, sulgedes 16puks edukalt ka ekspositsiooni (EEC).

Mélema lahenduse problemaatilisus seisneb 19. sajandil valja kujunenud sonaadivormi normide
pealesurumises muusikale, mis on kirjutatud enne seda. Vastavalt neile normidele peaks ekspositsioon
sisaldama ainult Uhte poolkadentsiga artikuleeritud tsesuuri, mistottu kahte poolkadentsiga artiku-
leeritud tsesuurija neile jargnevaid uues helistikus teemasid tuleks vaadelda vormilise deformatsioonina.
Kui aga meenutada, et varase teosena komponeeris Beethoven sonaadi op. 2/3 juba 18. sajandi I6pus,
voiks sonaat olla dialoogis hoopis teiste 18. sajandil sonaadivormis komponeeritud teoste ja mitte
niivord Beethoveni enda hilisema loominguga.

18. sajandil olid ekspositsioonid, mis sisaldasid kahte vahetsesuuri (medial caesura) ja millele
jargnesid teemad uues helistikus, Glimalt tavalised. Sellist vormilist Glesehitust vaadeldi standardsena
paljudes selle aja traktaatides. Nditeks vastab mainitud g-moll teema kenasti vormi sellele osale, mida
Heinrich Christoph Koch (1793) vaatleb kui ,kvinthelistiku kvindiga [s.t. poolkadentsiga] I6ppevat
16iku” (Quintabsatz in der Tonart der Quinte) ja millele Francesco Galeazzi (1796) viitab kui ,teisele
teemale” (secondo Motivo). Sellest vaatepunktist ei ole op. 2/3/I vormiline Glesehitus anomaalne voi
ambivalentne, vaid jargib ajastu standardseid vormilisi konventsioone. Veelgi enam, vastavalt mainitud
konventsioonidele véib sonaadi g-moll I6iku vaadelda nii sellele eelneva kui ka sellele jargneva
vormildigu alaosana, mis tdhendab, et anallilisis ei pea eelistama Uhte vormilist jaotust teisele.

Op. 2/3/I ekspositsiooni ajalooliselt informeeritud vormiline tdlgendus véib omakorda valgust heita
teose hadltejuhtimisstruktuurile. Raskused selle interpreteerimisel on taheldatavad Heinrich Schenkeri
(1935) tehtud analiilisis. Schenkeri tdlgendus sisaldab veidrat vastuolu: tema haaltejuhtimisskeemi pohjal
saabub siivatasandi V taktis 27, kuid analtiusile lisatud Rooma numbrid lasevad mainitud V-d vaadelda
osana laiemast liikumisest, mille Idppharmooniaks on hoopis I13. Ka Edward Laufer (1981) ja paljud teised
moistavad V-d allutatuna mitte ainult harmooniale Il§, vaid ka norgalt toetatud suurendatud sekstiga
akordile taktis 42, jattes kasitlemata sellega kaasneva strukturaalse vastuolu nn. sisemise ja vélise
vormi vahel. Ma vaidan, et ajalootundlikum télgendus voiks vahemalt arvestada véimalusega, et selle
ekspositsiooni haaltejuhtimisstruktuuri artikuleerib sigavamal tasandil likumine I-V-Iig.
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Beethoven’s Theme of the Slow Movement of Piano Sonata Op. 13:
Phrasing, Functional Cycles, Metre and Dramaturgy

Ildar D. Khannanov

Abstract

In this article the author tackles the issues of phrasing, functional cycle, metric hierarchy, form and
dramaturgy as related to the analysis of the second movement of Ludwig van Beethoven’s Piano
Sonata Op. 13. These elements are heterogeneous and, perhaps, would be better discussed separately.
However, the author goes back to nineteenth-century music scholarship as an example of dealing with
heterogeneity despite the incompatible character of its elements. Phrasing is thus related to tonal-
functional cycles of various designs; these are both linked to the metric hierarchy on the local level
(ilambic unit) and on the level of the metric period, as suggested by Hugo Riemann. The author points
to some parallels with the poetic structure of the four-foot iamb. Beethoven mixes and matches diverse
patterns in a contemplative and reflective flow of ideas, appropriate for such a noble Adagio. The author
then compares several editions of the Adagio with regard to articulation of phrasing. Finally, Beethoven'’s
slow movement is analyzed in terms of musical dramaturgy - a category well researched in the Russian
tradition by Viktor Tsukkerman and Viktor Bobrovsky. The ultimate goal of the article is to bring to the
attention of the readers the complexity and perfection of Beethoven’s musical poetics on the 250th

anniversary of his birth.

Introduction

Thereare several veryinterestingandintellectually
challenging concepts of Classical form in
circulation today, mostly of North American
origin. The clusters of new ideas are focused on
the publications of two scholars, William E. Caplin
and James Hepokoski. Somewhere down the
road, there has been anintentional interruption of
the tradition of nineteenth-century Formenlehre,
which had a great influence on the teaching of
Hugo Riemann. It has been widely discredited
in the 1960s-80s; today however, the interest in
this monumental figure is constantly growing, as
may be seen in the references at the end of this
article. Thus, recent collections such as The Oxford
Handbook of Neo-Riemannian Music Theories,
edited by Edward Gollin and Alexander Rehding
(2011), and The Cambridge History of Western Music
Theory, edited by Thomas Christensen (2002),
dedicate much time and effort to a thorough and
informed investigation of the oeuvre of Riemann.
Monographs by Alexander Rehding (Hugo
Riemann and the Birth of Modern Musical Thought
(2003)) and Daniel Harrison (Harmonic Function
in Chromatic Music: A Renewed Dualist Theory

and an Account of its Precedents (1994)) carefully
approach and examine the extensive output of
Riemann. William Caplin’s discussion of metric
accent in his “Theories of Musical Rhythm in the
Eighteenth and Nineteenth Centuries” from the
above-mentioned The Cambridge History of 2002,
as well as his views on and applications of the
category of the tonal-harmonic function present
a steppingstone to understanding and restoring
the status of nineteenth-century theory. The
conceptual framework of this article is based upon
several postulates that come from nineteenth-
century theory and elaborations of its premises in
the Soviet teaching of Classic-Romantic form.

I. From motif to dramaturgy

Soviet Formenlehre, like that proposed by Adolf
Bernhard Marx and maintained in the 20th
century by Arnold Schoenberg, is based upon
an ascending hierarchy of the emergence type,
one that begins with the motif, rises to the level
of smaller and then larger forms, and, in the case
of Soviet scholarship of the 1970-80s, attains the
level of instrumental dramaturgy, akin to works
for the dramatic stage.
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1. Tonal-harmonic function in interaction with
poetic metre

The idea of form in this tradition is based upon
harmonic and tonal tension-relaxation patterns
associated primarily with the tonal-harmonic
functions of chords. While in the current North
American tradition the chord is unanimously
interpreted as a product of voice leading,
nineteenth-century German and twentieth-
century Russian scholarship maintains the
constitutive role of the chord and harmony. One
of the founding fathers of Soviet music theory,
Boleslav Yavorski, expressed this attitude in his
sketches for the seminal Design of Musical Speech
(1908):

When they say that counterpoint preceded
harmony, it is rubbish, since everything is
preceded, followed by, and dominated by
form, which is the rhythm of the lad [mode] in
time, the latter being nothing but harmony.

Russian theorists consider the chord to be at
the top of the hierarchy of musical elements. Its
function occupies an even higher place. As the
consequence of such treatments of the chord,
Russian theorists recognize the three embedded
qualities of chords: functional, linear, and sonoric
(see Kholopov 1988: 46). The abstract idea of
functional logic, the inference of Dominant to
Tonic, as well as Subdominant to Tonic, and the
possibility of the complete circled cycleT-S-D -
Tasamodelfora variety of harmonic progressions
is in itself the greatest achievement of European
music theory. However, it becomes less clear and
more complicated when applied to real music,
and the reference cycle falls into a great number
of versions. The primary Soviet pedagogic tool in
harmony, the so-called Brigadnyi Uchebnik (the
“Brigade Textbook”), written by four conservatory

1
4272, sheet 2.

professors losif Dubovsky, Igor Sposobin, Sergey
Yevseyev and Vladimir Sokoloff before the
Second World War (Dubovsky et al. 1984),? offers
a thorough description of tonal-functional theory
in Chapter 2. The relationships of T and S are
called plagal; of T and D - authentic; the cycles
that include all three functions, T, S, and D, are
termed full functional cycles. Sposobin, following
Yavorski, distinguishes full plagal (S - T) from
semi-plagal cycle (T-S) (Dubovsky et al. 1984: 23—
24). Yavorski, in his sketches for Design of Musical
Speech (fund 146, archival unit 245), offers an even
more detailed system of tonal-functional cycles,
in which the move D - S is labelled as interrupted.
All this becomes further enhanced when the
secondary triads as other chords are added. This
condition Sposobin et al. call the full functional
system (chapter 17 of the “Brigade Textbook”, see
Dubovsky et al. 1984).

There is a traditional view of chord function
as a mere characteristic of verticality. Contrary
to such a common misconception, European
theorists of the 19th century maintained that
tonal-harmonic function is not vertical; its action
is horizontal and linear. The function of the
dominant is directed, linearly, towards the tonic
as the goal of the resolution. The tonal-harmonic
function is not only not limited to verticality, but
it is the only cause for longer linear projections
to unfold in a larger form. There is also melodic
linearity, contained in the concatenation of the
non-chord tones of various types. However, these
forces are weak and insufficient to create a larger
form. The dissonant intervals exert a somewhat
higher energy of resolution, but they are relatively
weak for creating longer lines. Only the function
of the chord, the product of the synthesis of many
weaker forces, with the help of metric dissonance,
is able to unleash the linear gravitation that spans

Boleslav Yavorski, sketches for Stroyeniye muzukal’noi rechi, National Musical Museum, Moscow, fund 146, archival unit

The most popular edition 8 of this textbook, published in 1984, is used here for the references. The first edition saw the

light of day in 1937, as the development of the 1934 Practical Course in Harmony. The four authors form a rather unique
combination of indigenous culture and cutting-edge Western knowledge. losif Dubovski published a multi-volume
study of Russian folk songs, while his education at the Leipzig Conservatory included studies with Max Reger and, at
the Moscow Conservatory, with Georgy Catoire. Sergey Yevseyev, a student of Sergey Taneyev and Catoire, created a
course in harmony for the conservatories at the end of the 1920s. Vladimir Sokolov was a music theorist, a docent at
the Moscow Conservatory. Igor Sposobin, the leader of the project, studied with Georgy Conjus. The “brigade” is the
form of instruction at Russian conservatories: the leading professor gives one lecture each week; a group of colleagues
takes over and teaches students in breakout rooms, in small groups and individually. The “Brigade Textbook” provided
a refined model of harmonic style for the popular songs of various genres. The melodies for harmonization in Classical
and Romantic styles from the “Brigade Textbook” present its most valuable component.
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many measures. The musical line takes its root in
and begins from the impetus generated by the
specific aspects of a chord. Again, there are three
such aspects: tonal-functional, linear and sonoric-
coloristic.

The tonic function that often opens the
progression is not the beginning of the line.
The line would not have started if there was no
first dominant (or first dissonant, first non-tonic
function and the first light and unstable beat). Of
course, there are cases in literature in which the
initial tonic dwells endlessly in itself: for example,
the Primary theme of the first movement of
Beethoven'’s “Appassionata” or Richard Wagner’s
opening of the Ring of the Nibelungen. Then the
question is, what forces the music to leave the
comfort of the first tonic and to step into the
unknown, to move into the first dominant? Why
does music leave its Ruhe and trade it for the
Bewegung? Perhaps there has been an anacrusis
that is missing now. The trochée, proposed by
many, including Caplin, as a valid alternative to
the iamb, is not conducive of motion. It stops
the motion. Strong-to-weak beat connection
does not presuppose further development; it
does not create the motif. Riemann, in System der
musikalischen Rhythmik und Metrik, supports his
idea of iambism on the concept of Motiv:

But these distinctions in the different weights
of the measures (1st level: 1st, 3rd, 5th, 7th
measure; 2nd level: 2nd, 6th measure; 3rd
level: 4th measure; 4th level: 8th measure)
result not once and for all in the same way
from the simple succession of measures, but
depend, as the determination of the single
bars themselves, on the concrete content, on
the thematic motifs.*

Obviously, Riemann does not compare iamb
and chorée in abstractio; he gives preference to

lldar D. Khannanov

iamb considering its motivic capacity. The musical
time does not unfold from the sigh motif. The
Seufzer interrupts and slows down the musical
time, just as poetic trochée does. Russian poetry
emphasizes rhyme and mono-metre. The four-
foot iamb is by far the most common structure of
the stanza in 19th century:

S O
Moi dyadya samykh chestnykh pravil,

Kogda ne v shutku zanemog,

On uvazhat' sebya zastavil,

I lutshe vydumat’ ne mog.®

This is an example of flying, volante, verse, so
characteristic of Pushkin. This style is also labelled
by Russian literary scholars as light poetry. Here
Riemann is absolutely right when he suggests
that prosodic structures (light and heavy beats)
are related to and, practically, constituted by the
specific content. Eugene Onegin moves by the
force of motif, generated by iambic cells. The first
two lines map exactly onto classical 8-measure
period form; there is a caesura at the end of the
first line, marked by the foot, opposite in structure
to the iamb (in the old terminology, the “feminine
ending”). The amphibrach - a trisyllable foot with
the accent on the second syllable - stops the
movement of the iamb and leaves the rhythm in
an unstable condition, balancing two weak beats
around the strong one. It generates an unstable
interruption of the time flow. This is, perhaps, the
most probable analogy (and even a prototype) for
the Half Cadence (HC) in harmonic progression in
the form of a period. The second line ends with
an iamb, an affirmative case of landing on the

3 There are two terms that define the “strong-to-weak” (or long-to-short) foot: chorée and trochée. In the USA the latter is
more common; in Russia, on the contrary, the chorée is more standard. In this article, both terms are used to refer to the

same structure.

“Aber diese Unterscheidungen verschiedenen Gewichts der Takte (1. Stufe: 1., 3., 5., 7. Takt; 2. Stufe: 2., 6. Takt; 3. Stufe: 4.

Takt; 4. Stufe: 8. Takt) ergeben sich nicht ein fir alle Mal in gleicher Weise aus der einfachen Aufeinanderfolge der Takte,
sonder hangen, wie ja shon die Bestimmung der Einzeltakte selbs, vom konkreten Inhalte ab, von den thematischen

Motiven.” (Riemann 1903: 13).

Pushkin (Pushkin 1838, vol. 1: 1).

Alexander Pushkin, opening stanza of Eugene Onegin (1825-1833). Quoted from the first edition, Works of Alexander
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tonic. The second pair of lines replicate the period
form as well; the four-foot iamb stanza in poetry
is, therefore, an analogue of the double period in
music.

This analogy between a stanza in four-foot
iamb and the period form is no coincidence. The
period did appear, after all, before the grand
reform of verbal syntax. The movement started
with Antoine Arnauld and the school of Port
Royal in Paris and, gradually, European languages
became organized and received a tight-knit
structure.b And if the Klang in Johann Mattheson's
interpretation was modelled after Rede, the latter
was already thoroughly organized in both aspects
of syntax and metre.

German and Russian poetry is filled with four-
foot iambs. There are, of course, poems written
fully in chorée (trochée):

Burya mgloyu nebo kroyet

Vikhri snezhnuye krutya;

To kak zver’ ona zavoet,

N P -
To zaplachet kak ditya.”

Again, just as Riemann suggested, in both
music and poetry, the metric structure is not
arbitrary; its choice reflects the artistic creative
content. In this case, “the storm(...) covers(...)
the heavens(...) in gloom, turns(...)around(...)
the dust devils(...) of snow; whines(...) like a
beast(...) and, suddenly(...), starts crying(...)? like
a child.” In stark contrast with the flying verse of
Eugene Onegin, here the motion is burdened with
obstacles; something gets in its way and slows it
down. The dynamic shading® curvature is inverted
here (Fig. 1).

(1739).

Figure 1. Trajectories of iamb and chorée.

iamb chorée

=} T

Remarkably, the pattern of weak and strong
cadences remains here as in a stanza in iambic
metre. The foot, unlike - indeed, opposite to
— the chorée, occurs here not at the ends of
lines 1 and 3 but at the ends of lines 2 and 4. It
is a single syllable with the accent - the pyrrhic.
Thus the ends of lines 2 and 4 retain the decisive
endings; they break the monotony of chorée and,
surprisingly, add a little bit of forward motion.

The chorée syllable is single and isolated,
it marks the end of movement and does not
presuppose a continuation. It gains a high level of
energy and then gradually dissolves it. The iamb,
on the contrary, gains the energy gradually and
then, as we discover, there is not enough time to
dissolve it. As a result, the energy spills onto the
next pattern using the residue of energy from the
previous one.

Figure 2. Gaining the level of energy in iamb as the
result of residue in each pattern.

i\
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The physical properties of these waves allow
the creation of the residual impetus at the end of
each wave, so that the second wave begins from a
higher position than the first. This feature leads to
a binary ascending hierarchy (Fig. 3).

This connection is discussed in Khannanov 2021. It originated in Johann Mattheson’s Der vollkommene Capellmeister

Alexander Pushkin, “Winter evening” (1925). Pushkin 1838, vol. 1: 102.
The three dots in parenthesis are used here to mark the slowing down of the metre after each unit of chorée. In a good

Russian recitation of this poem one can feel how the movement dwindles after each foot, almost coming to a complete

halt.
Riemann’s term, discussed in Caplin 2002: 686.
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Figure 3. The double-waves that generate a binary
hierarchy.
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This intricate wave process involves
accumulation of energy from beat 2 to beat 4
and, finally, to beat 8. The wave subsides after the
first rise — it rests on beat 3 before gathering even
more power for the climax on beat 4; this double
expenditure of energy requires an even longer
period of recuperation — beats 5 and 7 are similar
(with a slight overall gain) to beats 1 and 3; beat
6 is similar in level to beat 2. All this is done in
preparation for the last climb - the highest point
at beat 8.

This physical process, together with the strong
cognitive mechanism that allows its perception,
ensures the universality of the structure of the
metric period:

weak-strong-weak-stronger-weak-strong-
weak-the strongest

Riemann, in contrast with preceding tradition,
operated with a very specific, dynamic concept
of metre and rhythm. While others were trying
to understand the geometry of an abstract
measure (4/4, 3/4) according to the simplest visual
points (strong beat, weak beat, metric accent),
in a general-scientific, quasi-mathematical,
Pythagorean manner (with the purpose of
measuring and calculating everything), Riemann
seemed to have switched to a Heraclitan view of
rhythm as something that proceeds in ebb and

lldar D. Khannanov

flow (from Greek péw, to flow). “For Riemann,
the traditional measure, beginning with an
accented event, is a fiction.” (Caplin 2002: 687).
Perhaps, however, it is not reasonable to compare
the two as they are based on entirely different
premises. “He never permitted an event located
on a metrically strong position to function as
the first of a group.” (Ibid.). Here, perhaps, Caplin
exaggerates the counterargument: neither
Johann Philipp Kirnberger nor Mathis Lussy
interpreted grouping in these terms; they were
discussing different matters. As for the “events
located on a metrically strong position,” this is
worth further consideration. The opening of
Johann Sebastian Bach’s Brandenburg Concerto
No. 5 is quite clearly an event on a metrically
strong position (Ex. 1).

Such a spectacular trochaic event should
have led to a trochaic structure; in this case,
the performers should have leaned on each
first and third beat of the 4/4 measure. At least,
that is what the hypermetric structure of these
measures suggests. Yet, it does not happen. The
first chord remains as such, isolated; by the end
of the first measure, a different, contrary pattern
is established:

A A A A

h U U N
41,411,414 1,2 3,4 1,2 3,4 1,etc.

It is, clearly, the iamb. The bass line - in
Example 1 it is reduced to basso fondamentale —
clearly establishes the iamb. This may lead to an
interesting hypothesis: the strong beginning can
happen only at the beginning. And even in such
a case, it is not impossible to imagine the absent
but implied anacrusis. Why is the first note of
a composition often accented? All teachers of

Example 1. Bach, Brandenburg Concerto No. 5, BWV 1050, opening movement.

«P 8 1™ i — ral® ,
.. R 1 [ ] N [ 1
Violins # - I —— e — 'r\_.=.i
~~ I — '
o = PRARE > =
Double Basses | . ‘ —'—‘f—lp | e —— e e
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music know just how difficult it is to organize the
performance, both for the student and for the
listener. The first note should be marked, focused
on, clearly stated. This applies on a much more
dramatic level to the art of singing. The apparatus
should be set and ready from the first note; if it is
missed, the rest is difficult to salvage. Therefore,
even if a composition begins with an anacrusis,
this first weak beat must sound more assertively
than, say, weak beats in the body of music. The
opening tone of Beethoven's Adagio cantabile
can be interpreted exactly in such a context.

All this, however, cannot override the fact that
there is no viable trochaic structure for large-scale
designs. When music begins on the strong beat, it
does not necessarily present the trochaic pattern.
In fact, it is impossible to begin a composition
right from the note on a strong beat. There is
always an Auftakt: The wind instrument player
has to take breath and get a good embouchure;
a pianist must raise the hand before placing the
fingers on the key; the conductor must know
how to give the Auftakt in different ways for each
group in the orchestra.

Perhaps, the critics of Riemann are mislead
by the compound ontology of rhythm. As Fred
Lerdahl and Ray Jackendoff suggested, there is a
principal, ontological difference between metre
(an abstract system of musical coordinates) and
grouping (the musical material with its metric
and rhythmic structure). A metric grid - an
abstract, atemporal transcendental system - can
be designed in both ways, with the hypermetric
trunk either on the left or on the right (as shown
by Lerdahl and Jackendoff). The musical body, the
corporeal, temporal flow, submits to the rules of
physics (musicians physically move fingers, blow

air through the pipes) and psycho-physiology -
everything that deals with inertia, acceleration,
deceleration, changing the direction of motion,
expenditure of energy in time. Unlike the metric
grid, musical material cannot be rearranged
mentally at the speed of thought and effortlessly,
and, as such, it needs a weak, ascending dynamic
shade to begin the movement. This preparatory
stage can be hidden, compressed, implied, but
without it it is impossible to reach the first peak
of energy.

Thisline of reasoning may lead to aninteresting
distinction. Metric structure can be understood in
a kind of Platonic, abstract geometry and optics,
which we can label as transcendental. For such a
view, any process can begin at once, without any
preparation. In contrast with that, the perception
and acquisition of metre as something real,
based on the physics of acoustic materials and
the plasticity of perception, cannot allow for any
abstract beginnings, movement and endings.

Figure 4. Opening event in metre.

Real
beginning

Transcendental
beginning

In another example, clearly intended for a
trochaic mono-structure, the opening accent is
supposed to rule the field.

Example 2. J. S. Bach, Cantata Weinen, Klagen, Sorgen, Zagen, BWV 12.
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Indeed, the strong-weak patterns are retained
here; they are not reinterpreted throughout
the complete bass line.”® However, on the next
hierarchical level, one may notice a different
pattern building on the top of the surface:

Hypermetric level:
WEAK - STRONG, WEAK — STRONGER

Surface level:
strong — weak, strong — weak,
strong — weak, strong — weak

If we go back to Pushkin’s trochaic poem, such
hypermetric reorganization will become clear as
well:

Burya mgloyu nebo kroyet

If one decides to follow the opening-accented
model at all costs in reading this line, or in
performing the opening of Bach’s Brandenburg
Concerto from our Example 1, the effect will,
without a doubt, be nothing but comic.

Thus, the seemingly obvious beginning on the
strong beat proves to be not such at all. William
Caplin takes every precaution to balance the
opposing views on this:

Even in cases where there is an obvious
beginning on a strong beat, Riemann
groups that beat back to some imaginary
prior event. His dogmatism on this score has
been, needless to say, the source of continual
derision from the later theorists. (Caplin 2002:
687).

lldar D. Khannanov

Caplin leaves the names of “later theorists”
who derided Riemann in the shadow; however,
the lastlaugh in this situation belongs to Riemann.

The deceiving simplicity of the relationship
of weak and strong beats, or accented and
unaccented events, does not allow some theorists,
less sophisticated and less immersed in the
culture of tonal music than Riemann, to discern
the finer shades of meaning. Thus, the weak
element before the strong is phenomenologically
different from the weak element that is placed
after the strong. If, in the first case, there is
the relationship of gravitation, directedness,
teleology, strong forces and energies, in the
second case, the unstable element cannot be
related, conjugated (to use Yavorski's term), to the
strong and stable that has already happened. The
second case presents a kind of decay, the slow
demise of the status of the strong element. It does
not establish the relation of inference, let alone
the relationships with other elements down the
road. The iambic pattern does, in fact, generate
inference, potential energy directed toward the
resolution. Moreover, the inertia, established
with the first pattern, spills over to the next, thus
giving life to motoric process (automatic, self-
propelled motion). And, ultimately and naturally,
the iambic pattern carries the capacity to create
the hierarchy. It is so powerful that even in the
overall trochaic structure, the iambic tendency
takes over on the higher levels. Notice how in a
line in trochée the hypermentric structure is not
trochaic.

From the above examples of poetry and music,
it is not difficult - indeed, it is natural — to assume
that opening-accented events are appropriate

Example 3. J. S. Bach, Brandenburg Concerto No. 5, trochaic reading.
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Double Basses
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10 The upper voice adds the iamb, making the lower voice’s chorée less substantial. The attention is split more or less

evenly between the two.
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for the beginnings and the endings of the form
segments, in the pre-core and post-core stages.
Boris Asafiev labelled these three stages as i-m-t
(initium — motus — terminus) in his seminal Musical
Form as a Process (vol. 1: 1930; vol. 2: 1947). When
music or poetry gets into gear, into its motus, it
is the domain of the iamb. Thus, in the stanza
from Eugene Onegin, the cadences of contrasting
feet are located at the end of the first and the
third line (strong-weak patterns), while the
strong cadences occur at the end of lines 2 and
4.In another example, from the “Winter evening,”
overall in chorée, the cadences of the iambic
patterns are located at the ends of the same lines
2 and 4. The weak endings in both fragments are
located at the ends of the same lines 1 and 3. As
already mentioned, these are the equivalents
of half cadences in music. Contrary to the “later
theorists” mentioned by Caplin, the author of
this article sides with Riemann with regard to
the specificity of the introductory event and its
reliance on the opening-accented pattern. One
may notice that it is most often a single chord, i.e.
as such it is neither iambic, nor trochaic. It dwells
in itself and does not require a continuation - it
is pyrrhic. The only hypothesis that can explain
that there is a continuation is that this singularity
implies the unstable, light event before it."" The
energy gained by this pairing spills over to the
next pattern and thus constitutes the second, the
third, the fourth pair, as well as the hierarchy of
pairs, of pairs of pairs, etc.

The first event after the initial pyrrhic chord is
special; the first dominant stirs the system, forces
it to exchange potential energy for kinetic energy
and triggers the linear development. And the line
cannot run endlessly; eventually, music runs out
of energy and lands back onto the tonic. Hence,
it makes sense to discuss not the Urlinie, but a
number of tonal-functional cycles, expressed by
curves and trajectories.

Since the tonal function presents a serious
stumbling block for contemporary North
American theory, it makes sense to digress at
this juncture into the history of the question.
The ressentiment towards function was very
strong in in the years 1970-80, so that even the
word itself was banned from the professional
vocabulary. In the last two decades, there has
been a certain interest in function, though this
did not go as far as the acceptance of Jean-
Philippe Rameau and Riemann, but was reduced
to specific goals (transformational theory’s move
toward some aspects of Riemann’s late ideas on
tone exchange). Daniel Harrison, in his Harmonic
Function in Chromatic Music, seems to be puzzled
by Riemann’s interpretation of tonal-harmonic
function. Alexander Rehding, perhaps the
most informed expert on Riemann in the USA,
dedicated most of the pages of his seminal Hugo
Riemann and the Birth of Modern Musical Thought
to the problem of harmonic dualism, as if this
thought-provoking hypothesis'? was his main
achievement. On a side note, neither Sposobin
nor any other practitioner of Riemann in Eastern
Europe paid any attention to the dualism of
major and minor. This tradition focused on tonal-
functional syntax. Thus, the flaws of Riemann
get exaggerated, while his main achievements
are downplayed. Even when there is a chapter
on Riemann or Rameau, such as Joel Lester’s in
The Cambridge History of Western Music Theory,
the author normally retreats to an unnecessary
apology:

Despite the belief that the chord is the
essential unit of musical structure, Rameau
was always aware of the voice leading that
arises as the notes of one harmony move to
the notes of the next. (Lester 2010: 761).

In other words, Joel Lester asks the community
to forgive Rameau for his erroneous belief in the
significance of chords: after all, he acknowledged
the voice leading. North American theory is

Or, as Yavorski puts it: “When the tyagoteniye is clear, a one-part intonatsia is possible, that which presents only one

moment of sound tyagoteniye.” Fund 146, archival unit 243, sheet 17. Russian National Museum of Music, Moscow.

Needless to say, the triumphant victors over Riemann fail to mention that there is still no valid theory of the minor. As for

the imaginary undertones, contemporary neo-Riemannian theory needs the downward direction (or the direction to the
left side of the Tonnetz) as much as the upward one. Dmitri Tymoczko’s geometry fits the dualism as an indispensable
part, as does Rimski-Korsakov’s inclusion of the minor subdominant into the diatonic major, all for the sake of the

completion of the symmetry.
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obsessed with voice leading and counterpoint.
Evidently, in the absence of a tonal-functional
harmonic syntax, these two remain parergonal.
Yet, the tonal function haunts the theorists as
if finding its deficiency leads to a better future
for musical art. Brian Hyer seems to have found
another speck in the eye of Riemann (who, by
the way, introduced music theory as a university
discipline). Hyer had to summon the witness of
Gottlob Frege:

“Confusing the function with its value for an
argument” — as we will see, this is the crux
ofthe problem concerningthe notionofatonal
function. [...] Kirsch read the functional
equation as y is a function of x [...] expressing
no discernable interest, in contrast, in the
letter £. (Hyer 2011: 115).

This initial reference to Frege is a strange
beginning. It would be more reasonable to start
with Gottfried Leibniz, who introduced the notion
of function into mathematics in Acta Eruditorum
in 1694.® Rameau followed this discovery and
introduced a system that is virtual and sub-audible,
in the words of Jean-Pierre Bartoli:

Butitis not so much a theory of the generation
of the chords by physical laws; neither is it
the principle of inversions in addition to the
fundamental of the perfect chord [...] that
were the most important contributions;
rather, it was their resultant logic [...] the bass
line, virtual and sub-audible, that constitutes
the foundation for the chords.™

Unlike scale steps, contrapuntal lines, sets,
schemata - all visible and tangible as objects
- tonal-harmonic function is invisible. Only a
special sensation of function can be developed in
a specialized system of training (it is not given by
birth). The function is “virtuelle et sous-entendue,”
as suggested by Bartoli. Emile Bréhier would
label it as incorporeal (Bréhier 1928). Riemann’s
Tonvorstellung, literally, tone pre-image, the idea
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misunderstood and generally rejected by current
theory, refers to this pre-ontological status. So,
contrary to Hyer’s critique, Riemann’s function is
exactly that £, not the objects (scale step, Roman
numeral, collision of several lines) but what is
happening to them; not the body but the action
upon the body.

It was not Riemann who misinterpreted
function, but rather all his critics beginning
with Heinrich Schenker (Schenker 1979 [1935]).
It is in this myopic critique that the theory of
harmonic function is accused of “looking only
at the verticals.” The notion of function, and the
complete system of professional conservatory
training before the Second World War, was based
upon the fact that a chord carries the potentiality
to start a line, to move forward. The lines take off
from the chords, and not vice versa. The chord
generates the energy of instability (neystoi, to
use Yavorski’'s term) that allows for the chord
progression to move forward. Lester’s hope that
Rameau noticed the “voice leading” that “arises”
when the notes of one chord move into the notes
of the other is, unfortunately, completely futile.
Notes do not move by themselves; they manifest
no intention to move unless they are placed in the
larger context of chord and /ad (tonality) formed
by the systematic relationships of chords.

Thefetishization of voice leading in intentional
isolation from harmonic function reminds one of
the discussion of the hole in abagelin the absence
of the bagel; the hole undoubtedly exists, but it
cannot be separated from the bagel. Hence the
Russian adage poluchit’ dirku ot bublika (to get
the hole from the bagel). Or else, imagine that
sugar disappears from the planet earth, and that
scientists passionately discuss what makes sugar
sweet, whether it is sweet, and, finally, question
the existence of sugar as such. In this sense, the f
does not exist without the y and the x. It cannot be
completely abstracted from these objects (from
the argument and value), and voice leading in the
absence of the chord is impossible. The difficulty

'3 For more information on the origins of the term function in mathematics and its gradual adoption into music theory, see

Khannanov 2021.

4 “Mais ce n'est pas tant la théorie de la génération de l'accord par la nature physique, ni méme le principe de
renversements a partir de la position fondamentale de I'accord parfait [...] qui sont les apports plus révolutionnaires,
mais plutot leur résultante logique [...] ligne de basse, virtuelle et sous-entendue, qui est constituée de la fondamentale

des accords.” (Bartoli 2001: 20).
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of defining the tonal-harmonic function is the
fact that it is not an abstract concept but rather
a skill, a mode of perception, a kind of ablation
(Aufhebung in Hegel's terms) that accompanies
the existing musical objects.

Igor Sposobin and his colleagues - the brigade
- suggest a tight-knit and eloquent definition of
tonal-harmonic function:

Lad function, or simply, function, is the role of
the sound or the chord in lad; in other words,

it is the connection and mutual relationships
of the sound or chord with other sounds and
chords of a given lad. Such a connection is
expressed not only in the consistency of the
intervallic relationships among the sounds
and chords, but also in the combination of
tensions and resolutions, appropriate for the
sequence of sounds and chords. (Dubovsky et
al. 1984: 20).

Quite reasonably, Sposobin et al. put function
in the context of tonality or mode (in Russian,
lad). A separate sound can acquire a function
only from the functional definition of the chord
(this is thoroughly demonstrated in the “Brigade
Textbook” in the subsequent chapters). There
has been music “without chords”, and melody
can exist without a chordal accompaniment.
However, the chords and functional logic underlie
monodic presentation and make melodies
harmonious. This explanation leads to the need
for the complete mastering of the functional logic
of the masterpieces of tonal music. Without such
skills as hearing functions in chord progressions,
improvising them at the keyboard, and
harmonizing an unfigured melody of any length
and complexity, the path to the profession, as
least in Germany and Russia in the second half of
the 19th century, was blocked.

The overall impression of a bystander is,
therefore, that contemporary theory has lost the
vital connection with the tradition of functional
harmony and looks upon it as a strange foreign
object. This vague object can be understood
today only in terms of “counterpoint,” “patterns,”
or “group theory,” all in the style of highly
advanced Augentheorie. In other words, this
vital tool of composition (the cornerstone of the
Kompositionslehre) and the path to understanding
the musical process by ear has been lost. Students
back then, in the functional period, did not
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work on the “written realization of the figured
bass”: they harmonized advanced chromatic and
modulating unfigured melodies. If today tonal
music still exists in the areas of pop, film and
media, any attempt to write, say, a symphony,
will inevitably lead to piling up “very complex”
chords that lack syntax and functional teleology.
There is much music written in the 20th century
that is labelled “neo-modal”, for lack of a better
definition. Fortunately, there is an interest in
today’s theory in the mechanisms that control, or
rather, that generate the linear unfolding.

Unfolding is an act of explosive and urgent
character: the chord has the urge to resolve; its
potential energy is realized in the kinetic energy
of a line. The energy of such an explosion is
limited; it carries the line only so far, after which
it fades and the line stops running (Schenker tries
to stretch a line ad infinitum, but it works this way
only on paper and in the graphic, visual domain).
Music follows the laws of physics and cognition.
Such is, in a nutshell, that famous connection
between Nature and Music, praised by Gioseffo
Zarlino, Rameau and Riemann. There are some
arched connections, very long-range, that unite
the large-scale form. However, the discovery of
such connections is not the matter of connecting
the dots on paper; they are intricate and more
complex than the basic “voice leading.” For the
most part, musical functional cycles are limited
to the size of a gesture, breath, thought, feeling -
all these natural human time perceptions, within
the normal length of approximately 7 to 8 units,
in normal tempo. These are the limits for plastic,
human, natural expression.

The fabric of linear unfolding is comprised of
various types of functional cycles. Thus, there is

—
a full functional cycle T - S — D - T, which occurs
less often than its shorter or longer versions. It is
~— -~
a prototype (a kind of Ursatz). The T - D - T and
Yy
T-S - D are partial (authentic and plagal), T - D,
\/ ’_\
I_—\S and S_—) are unresolved cycles, and S - T
and D - T are incomplete (semi-plagal and semi-
-

authentic, in Yavorski's terms). As seen in the
additional shapes, each function has its own
trajectory in virtual aural space. The dominant is
“hot and dry”: it has the tendency to ascend to the



tonic in a steep upward curve. The subdominant,
on the contrary, is “wet and heavy,” and draws
down in shallow curve. These metaphors are
translations from the non-verbal language of
sensations and skills. They are paradoxically
common and communicable among musicians
with a similar training.

The cycle that includes all available chords,
including the secondary triads, seventh chords
and other substitutes for primary functions, say, T
(I=vi) =S (IV=ii) D (V7 = viidim7) = T can be called
“a complete tonal-functional cycle.” We will add all
local S - D -Tcycles in the secondary keys and the
possibility of several hierarchical levels, in which
several cycles are included as sub-cycles into
larger ones. In addition to this variety, cycles do
not exist in abstract space (in graphic reduction);
they exist in real time — within the horizon of time,
in terms of Edmund Husser!™ — and they belong in
a metric grid that depends on metric feet (iamb,
chorée (aka trochée), dactyl, amphibrach and
anapest). This unity of heterogeneous parameters
is a discovery of Hugo Riemann, formulated as an
ideal model of the metric period (die achttaktige
Periode). Caplin (or, more precisely, some “later
theorists in various quarters”) describes this
achievement in the following way:

Though Riemann seemed to have established
an abstract, a priori model, he actually
took pains to justify his analyses in terms of
specific harmonic criteria, such as harmonic
rhythm and cadential action. His hypermetric
interpretations, though roundly criticized
in many quarters, were nonetheless highly
influential, not only in German theory, but
on some twentieth-century North American
thinkers as well. (Caplin 2002: 688).

In the footnotes, Caplin discloses these “later
theorists in their quarters” as “Viennese”; the ones
who maintained the Riemannian idea of metric
period (hypermetric structure), are marked as
the “Princetonian tradition,” which includes the
names of Roger Sessions, Edward T. Cone, Arthur
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Komar, and many other distinguished musicians.
Since William Caplin undoubtedly belongs to
this Princetonian tradition, together with so
many brilliant theorists, the author of this article
subscribes to its premises without hesitation.

As for the “Viennese” tradition, it is not
so Viennese as it presents itself. And as for
the work with a hypermetric heterogeneous
structure — that is, unique joining of parameters
of very different origins, such as metre, grouping,
harmonic progression, motivic-thematic structure
and formal design - the Viennese group still has
to offer something. The Ursatz is homogeneous
and simply does not fit into this description.

Riemann’s invention stands on the shoulders
of the giants. Thus, the idea of the reciprocal
identification of elements of harmony and metre
comes from Rameau’s idea of I‘accord parfait as
something that occurs only in special places in
the form (primarily, at the cadences). Francois-
Joseph Fétis underlines this specific marker of the
perfect chord as the agency that generates the
sense of tonality:

[..] by an ascending or descending
progression on all the degrees of the scale,
the mind, absorbed in the contemplation of
the progressive series, momentarily loses the
feeling of tonality, and does not find it again
until the final cadence, where the normal
order is re-established.'®

In the examples related to this statement,
Fétis insists that a continuous connection of
chords does not generate tonality; only chords
on scale steps one, four and five are called
perfect chords, and they occur as such only at the
cadences. This profound observation comes from
Rameau, whom Fétis quotes as a good example
of understanding of harmony and, consequently,
tonality. Thus, the triad on scale step five does not
necessarily generate tonality; in order to do so, it
must be placed in the right position within the
metric grid and formal design. Riemann’s metric
period is one of the most important achievements

15 Husserl offers a view on time as limited by human perception, time-consciousness, as a kind of horizon (limited in its
beginning and end by the limits of human life). He discusses this at length in his lectures on time-consciousness
(Edmund Husserl, On the Phenomenology of the Consciousness of Internal Time (1893-1917); Vorlesungen zur
Phanomenologie des inneren Zeitbewultseins, Gesammelte Werke, vol. 10, Springer Verlag, 2012).

16 ]

..] par une progression ascendante ou descendante sur tous les degrés de l'échelle, l'esprit, absorbé dans la

contemplation de la série progressive, perd momentanément le sentiment de la tonalité, et ne le retrouve qu'a la

cadence finale, ou se rétablit I'ordre normal.” (Fétis 1867: 26).
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in music theory in general, and in the theory of
tonality and Classical form in particular. In most
cases, the D - T is represented by the iamb; S - D
- T by the anapest; T - D, so favoured by Wagner
and Pyotr Tchaikovsky - by the chorée. Riemann
pointed directly at the causal relationship
between poetry (prosody) and tonal-harmonic
functions in his dissertation Musikalische Syntaxis,
as seen in quotation below.

Although Hugo Riemann maintained the
prevalence of the iamb in the music of Beethoven,
analysis reveals the presence of both disyllabic
and trisyllabic patterns and all the wealth of
Greek prosodic patterns. One can add the idea
of metrotectonism,” introduced by Russian
theorist Georgy Conjus,'® as an interpretation
of Beethoven’s large-scale metric ideas.
Consequently, it makes all the difference if, say,
the chord progression T— D - T begins on a weak
beat, on a strong beat or on the second beat. The
meaning of the phrase will change significantly if
one places this functional cycle on different beats
in a measure. As will be shown in the analysis
below, functional cycles play a form-building
role when they interact (become conjugated, in
Yavorski's terms) with the metric system of beats,
durations and accents.

I1l. Metric period

German and Russian theories relied heavily on
the idea of the interaction of tonal-harmonic
function with the metric position in the temporal
grid. Riemann pointed directly at the causal
relationship between metre, poetry (prosody)
and tonal-harmonic functions in his dissertation
Musikalische Syntaxis:

It is therefore understandable that a thesis
appears all the more easily understandable

when it brings the tonic to the good part of
the measure; indirect theses will therefore like
to begin with an upbeat and direct theses -
full-time. Thus, for example, in Schumann’s
Kreisleriana No. 5, the third subject represents
the anapaestic metre | _ _ _ | and consistently
makes indirect theses.””

In this profound reference to the music of
Schumann, Riemann provides his view on the
origins of tonal-harmonic function. In the theme
from Piece No. 5 of Kreisleriana, Op. 16, one can
hear three functions, S - D - T. These chords
acquire (underline, emphasize) the functional
syntax by virtue of being placed in the pattern of
the anapest, on the pattern of the weak, heavier,
and heaviest elements. The teleological power
of the anapest, its strong rush toward the goal,
results from the fact that it contains not one
(@s in iamb) but two leading elements. So, the
difference between iamb and anapest is the same
as the difference between the incomplete tonal
functional cycle D — T and the complete one, S -
D -T(Ex.4).

Anapest and the metric grid prepare the
topology of syntax; the chords fill this with the
flesh and bones that participate in the functional
rush towards the tonic.

The power of the anapest is clearly heard in
a poem from the Russian Silver Age, written by
Alexander Blok:

Ya poslal tebe tchernuyu rozu v bokale

Zolotogo kak nebo Ay[.]?°

Moisey Harlap, a prominent music theorists
and literary scholar from Leningrad, created
the foundation for the Russian understanding

Conjus 1933. This is an interesting precursor of many of the latest developments in North American theory (such as, for

example, the excursions into metric block structures in Beethoven by Richard Cohn). Conjus has analysed a large corpus
of Beethoven’s compositions and has discovered a wealth of hypermetric uniform structures - architectonic “bricks,”
multiples of four, that form pyramidal structures, underlying the surface elements.

Conjus was the teacher of Igor Vladimirovich Sposobin, the leading professor of harmony and form at Moscow

Conservatory; this connection explains the unfading interest of Soviet music theorists in the idea of metric period and in

the interaction of harmony with metre in musical form.

“Es ist daher begreiflich, dass eine These desto leichter verstandlich erscheint, wenn sie die Tonika auf dem guten

Takttheil bringt; es werden also gern mittelbare Thesen auftaktig beginnen und direkte These volltaktig. So hat z. B. bei
Schumann, Kreisleriana No. 5 das dritte Thema anapastisches Metrum | _ _ _| und macht durchweg mittelbare Thesen.”

(Riemann 1998 [1877]: 76).
20

the journal Russian Thought (1910), volume XI: 2.
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Example 4. Robert Schumann, Kreisleriana, Op. 16, Piece No. 5.
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of rhythm, based upon Greek rhythmopoeia,
adjusted to the 19th-century types of syllabic,
tonic, and syllabic-tonic poetry. It has been
widely accepted also because of the strong link
to German 19th-century tradition. The poetic foot
and the complete corpus of prosodic structures
became common in Russian research and musical
pedagogy. Boleslav Yavorski and Georgy Conjus,
as well as Georgy Catoire, established a system of
interaction of metre with harmonic function that
inherits the basic ideas of Riemann and, in many
aspects, exceeds and develops them further. In
particular, Yavorski's idea of intonatsia-oborot
[Russian intonatsia-turnabout] - the focal point of
Design of Musical Speech of 1908 and later works
such as Exercises in Lad Rhythm (1915) — as being
principally a two-part structure comprised of
predictusandictus, replicatesthe theory ofiambism
of Riemann. Riemann’s chapter in Musiklexikon,
translated into Russian and published by
Nikolai Findeisen in 1901 (Riemann 1900-1904),
presented the idea and it became ubiquitous at
the Soviet conservatories in courses in analysis
of musical work. Valentina Kholopova wrote a
Candidate dissertation Questions of Rhythm in
Music of Composers of the 20th Century (Kholopova
1968), in which the Greek rhythmopoeia is applied
to the music of Igor Stravinsky, Sergey Prokofiev
and Dmitri Shostakovich.

Yuri Kholopov was one of the avid supporters
of the theories of function and rhythm of Rameau
and Riemann, which he called “classical European
music theory.” He adhered to Riemann’s iambism
and interpreted it in the following terms:

The morphological law of music is revealed in
that the logically light expresses the meaning
of the unstable and forward directed, while
the logically heavy is stable and conclusive.
(Kholopov 2012: 65).

In his course in harmony at the Moscow
Conservatory in 1982, Kholopov explained the
iambic essence of classical music in a different
way. Musical form as a process is perceived in
real time, from left to right. While we hear the
first measure, we are unable to conclude whether
it is heavy or light. Kholopov referred here to
Moritz Hauptmann. It is neutral and unmarked
by default, and as such, cannot take the position
of the heavy or marked until the second measure
occurs. That makes the second measure heavy
by logic of succession. William Caplin (2002: 688)
describes these developments in Hauptmann and
the “mature style of Riemann.” Of course, from
the point of view of descriptive, historiographic
method, there have always been cases of chorée
(trochée) as opposite of iamb. The question is,
however, whether trochaic structure is conducive
of movement. It is helpful to refer to dance
culture - including Classical dance, epitomized
by the minuet. Any dance pas begins with the
preparatory step (the so-called “position” in
ballet). Very often, when music in triple metre
begins on the strong beat, that beat remains
de-emphasized, while the second receives all
the weight. Such is the rhythm and consequent
phrasing principle for the waltz and the minuet,
as well as a number of Renaissance dances, such
as the pavane, bransle, and bass dance. There is
much to be discussed, perhaps, in terms of the
phenomenology of time perception. For this
article, it is sufficient to suggest that the iamb
functions as a constitutive pattern for the creation
of movement in music.

IV. Heterogeny

The fourth point, which comes from the
previous one, is the further metric hierarchy of
heterogeneous elements. Gravitation of unstable
towards stable pitch (the key term of Yavorski
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and of the whole Soviet tradition that followed)
is immeasurable and abstract. It becomes real
when it starts interacting with rhythm and an
accented unfolding structure. The specificity of
it is that accent is created not so much by the
concatenation of beats with assigned patterns
of heavy and weak, but by the interaction of
functions of chords. It is the cognitive mechanism
of implied resolution that dwells in the dominant
(dominant seventh chord, more precisely) that,
by virtue of its gravitational pull towards the
tonic, generates temporal structure, durations,
accents and, ultimately, metre. There is a circulus
in definiendo: reciprocally, the dominant-ness of
a chord is emphasized by its placement in the
metric grid. In this sense, the discovery of the
metric period by Riemann offers one of the most
advanced tools for analysis and a method for the
creation of music.

Itis nevertoo late to return to Riemann’s metric
period;?' it can be used in analysis and compared
with other currently available approaches. In
addition, the author is keen on conveying some
ideas of Soviet Beethoveniana, those with the
same sad fate as Riemann’s. Ultimately, after
synthesizing the ideas of phrasing, functional
cycles in  harmonic progression, metric
concatenation and formal divisions into one
wholistic paradigm, the further task of this paper
will be, quite naturally, the discussion of musical
narration and dramaturgy. All this has been done
in the past and deserves reintegration in the wake
of 2020, the 250th anniversary of Beethoven's
birth.

V. Beethoven'’s unique forms

Beethoven’s form is absolutely unique. It presents
the ideas more clearly than, say, Joseph Haydn's

21

and Wolfgang Amadeus Mozart's masterpieces,
which were still under the strong influence of
Baroque styles and techniques. The watershed
in the Classical period - the French revolution -
streamlined harmonic progression and form. Just
as architecture, painting and fashion became
simpler in design, Beethoven's forms were
cleared of Baroque obscurities. While Haydn’s and
Mozart’s slow movements experienced the strong
influence of Bach’s sons, primarily that of Carl
Phillip Emmanuel and Johann Christian Bach, and
manifested adherence to Baroque binary forms
and to the French rondo,?2 Beethoven’s andante
and adagio forms have become clearly tripartite
— just as described in A. B. Marx as the “Ruhe
- Bewegung - Ruhe” principle. And the three-
part design is not just an old-fashioned view of
form, overridden by Schenker’s two-part model
(an Ursatz with an interruption). The difference
between Marx and Schenker on this point is
fundamental. The form of Classical and Romantic
works is based not simply on a statement
(Satz) but on the opposition of the statements
(Urgegensatz). Thus Schenker was not the first
theorist to write about the proto-structure; his
perception of protostructure contradicts all the
achievements of music theory in understanding
the inner forces of the music of the 18th and 19th
centuries. In this music, there are no two elements
that are placed next to each other without some
kind of contrast, tension, and opposition. As Marx
defines it:

[...] So here again we encounter the original
opposition [Urgegensatz — 1. Kh] and the
basic form of all musical formation, rest, —
movement, - rest, which we first [did] (Vol. 1,
p. 23) in the opposition of tonic and scale, then

As already mentioned, the metric period became known to wider circles of Russian music teachers from the Russian

translation of the Musiklexikon (Riemann 1900-1904). Conservatory professors were exposed to this idea by reading
Riemann in the original, for example, the System der Musikalishen Rhythmik und Metrik (1903), his Grose Kompositionslehre
vol. 1 (Bd. 1), Der homophone Satz (1902) and his dissertation Musikalische Syntaxis. Grundriss einer harmonischen

Satzbildungslehre (1877; see Riemann 1998 [1877]).
22

The term “French rondo” was common in German and Russian Formenlehre in the past two centuries. It refers, among

others, to the 3rd Rondoform in A. B. Marx’s classification of Five Rondo forms and presents the simplest structure of
intermittent chain of refrain and couplet. Marx places it within the smaller forms (kleine Formen), which manifests a
simple and non-hierarchical structure, which is perhaps not at all appropriate for the movement of a monumental

symphonic cycle, except for the Finale.
23

“[...] so tritt uns hier wieder der Urgegensatz und die Grundform aller musikalischen Gestaltung, Ruhe - Bewegung

- Ruhe, entgegen, die wir zuerst (Th. 1, S. 23) im Gegensatze von Tonika und Tonleiter, dann von tonischer und
dominatischer Harmonie, spater im dreitheiligen Liede (so wie, unentwickelter, im zweitheilignen und jeder Period)

gefunden hatten.” (Marx 1857: 103).
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of tonic and dominant Harmony, later found
in the three-part song (just as, undeveloped,
is found in the two-part and every Period).?

The lapidary motivic construction of
Beethoven's primary themes, their inborn
revolutionary and conflicting character, does
not mesh with the idea of powdered wigs, and
Robert Gjerdingen’s description of the Classical
style as “galant”?* would have seemed ultimately
inappropriate to the headstrong Northerner who
was the first composer to break with a subservient
role in society.

Looking through the primary themes of
Beethoven’s sonata allegri, one can notice
significant preference given to sentence form.
Unlike the slow and pedantic period, the sentence
allows to create a powerful uninterrupted surge
of harmonic tension. Quite regretfully, current
theory ascribes the invention of sentence form
to Schoenberg: pages 41 through 45 of the first
volume of A. B. Marx’s Lehre are dedicated to the
detailed description of this form?*> and this great
theorist, a younger contemporary of Beethoven,
demonstrated the complete knowledge of its
structure and application in composition. In the
third volume Marx describes the forms of the
themes of sonata allegri, and here one can find an
exhaustive description of the sentence (Satzform)
as the form of theme favoured by Beethoven. In
general, Beethoven's sonata allegros work with
unprecedented levels of energy (in Ernst Kurth's
terms; Kurth 1968). This powerhouse uses the
potential energy of the tonal-harmonic function
- the term that has been repudiated by Schenker
and his followers. The results of this tragic
decision are seen, surprisingly, not in research but
primarily in music theory pedagogy. Knowledge
of harmony has become almost extinct. The goal
of the author is to demonstrate the significance
of the tonal-harmonic function for Beethoven'’s
form building. The form-building role of harmony
has been thoroughly and ubiquitously discussed
in the German, Russian and, more generally,
European musical-theoretical traditions of the
19th century.
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Schenker (1979 [1935]) interpreted
Classical form as a single tonal-harmonic cycle
(uninterrupted or interrupted only once). He
did not reject the ideas of initial tonic, terminal
dominant and its resolution. In this, his theory
did not depart from that of Rameau and Riemann,
despite his claims. However, Schenker made two
fundamental errors regarding the structure of the
tonal-harmonic cycles in the body of the work.
His first error was that he assumed that there is
only one overarching cycle, while there are many
cycles that form larger clusters, hierarchically
related, yet irreducible to a single master cycle.
His second error was the idea that the strong
forces that move along Classical form are
generated by separate tones by mere adjacency.
Although stepwise motion is known to be a
prominent characteristic of melody, adjacency
alone cannot explain its structure in either static-
crystalloid or dynamic-processual aspects. The
tones are parts of the intervals; the intervals are
parts of the chords; the chords emit stronger
forces of tension and resolution, thus laying
the ground for the interplay of tonal-harmonic
functions. The functions are, in the end, the most
powerful, and they are responsible for the linear
unfolding of the Classical form. The tones do not
predetermine or constitute the intervals; intervals
cannot predetermine or constitute chords. This
system does not work both ways: it is bottom-up
oriented, and upper-level structures cannot be
reduced to the function of the whole and to the
lower-level components.

VI. Analysis of Adagio cantabile: tonal-
functional cycles, metric period and phrasing

Due to the limited space of the article, the author
suggests focusing on the analysis of a single
theme. The theme of the Adagio cantabile, the
slow movement of Piano Sonata Op. 13, has
been analysed by many great theorists of the
past. There are many editions of the sonata as a
whole and of this theme in particular. Placement
of the slurs is telling; it rarely follows the tonal-
functional cycles. Paradoxically enough, the first
edition is already very unorthodox in this respect
(Ex. 5).

24 sych is the definition of Classical style in his book Music in the Galant Style (2007).

25 Marx 1857, vol. 1: 41 (the description of Satz and Periode form as such) and Marx 1857, vol. 3: 256 (Satz and Periode as the
forms of the Primary theme in sonata allegro form, with numerous examples from the music of Beethoven).
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Example 5. Phrasing of the theme in the first edition, Vienna: Eder, n.d. [1800].

Adagio cantabile
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Example 6. Phrasing of the theme by Hans von Biilow, Sigmund Lebert and Immanuel Faisst.
Adagio cantabile /._" /—\
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Example 7. Phrasing by Alfredo Casella in bel canto style.
Adagio cantabile
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Example 8. The opening functional cycle of the theme.
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This is rather peculiar: the D flat in m. 2 is,
obviously, an anacrusis to C (Fa to Mi), yet it is torn
away from it. The first slur ends on an anacrusis.
The B flat at the end of m. 3 is also an anacrusis to
E flat. Both are separated from the tones to which
they lead. The phrasing here does not follow the
tonal-functional cycles according to Riemann;
neither does it use the idea of the fundamental
bass of Rameau. Perhaps it conforms to the regola
dell’'ottava® or basso continuo. One way or the
other, the result is “chopping music into chords
and disregard for linear unfolding.”

In the consequent, the phrasing becomes
even more difficult. The run B flat — C - D flat that
reaches the E flat is separated from the goal note.
The E flat, A natural and D flat are connected
by the slur. The D flat at the beginning of the
penultimate measure is, in fact, a predominant
(subdominant) function that is tied to the
dominant (four sixteenth notes), but all three,
predominant, dominant and tonic, are separated
from each other. This strange phrasing has
travelled, without any change, into Schenker’s
edition (see Beethoven 1918-1921).

An interesting alternative is offered by the
instructive edition of Hans von Bilow, Sigmund
Lebert and Immanuel Faisst. In the antecedent,
they played with the slurs by connecting two of
them end to end. The consequent is phrased by
a longer slur from E flat to D flat that houses two
smaller slurs. This interpretation is more linear
and less abrupt. However, the long slur ends,
unexpectedly, at the predominant that prepares
a Perfect Authentic Cadence (Ex. 6).

The most radical of all is the phrasing
suggested by Alfredo Casella in Ricordi’s edition.
He simply united all the notes of the theme under
one long slur. This must have been the influence
of the Italian tradition of singing, the bel canto at
its best. Indeed, it makes sense not to divide the
divine flow of Beethoven'’s cantabile (Ex. 7).

All three versions have valid reasons to exist.
The first comes from the tradition of performance
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on the instruments of the time (Hammerklavier),
quite different from the modern piano in respect
of the length of decay of the sound, which,
perhaps, explains the placements of the slurs.
The second is an attempt to deal with the elusive
articulation of the consequent. The third offers
a radical solution which, nevertheless, is rooted
in the most important source for all Viennese
Classical music, in the Italian vocal style. Still,
it remains absolutely unclear how to phrase
the theme and what criterion to choose. None
of these editions takes into account the tonal-
functional cycles and the rules of harmonic
progression. Most of them separate the dominant
from the cadential six-four!

It is appropriate to remember here that
Leonard B. Meyer suggested metric hierarchy as
the sole determinant of phrasing in his famous
correction of the Leipzig editions of Mozart's
Theme and variations from K. 331 (Meyer
1973). His contribution, however, did not make
performances of Mozart's music more flexible
and more organic. The secret of phrasing can
be revealed in the combination of harmonic and
metric approaches. Hugo Riemann provided
a very elegant solution: a synthesis of tonal-
functional cycles of tension and resolution with
metric functions of the light and heavy measures
in the eight-measure-long metric period.

From this perspective, it is not difficult to hear
that the theme of the Adagio cantabile from the
Pathétique presents five tonal-functional cycles.
They generate the breathing curves and natural
phrasing. The first cycle is partial, T- D - T. It
is necessary to consider its metric placement
immediately: the first tonic is weaker than the
last, which fits into Riemann’s idea of iambism.
The first measure is weak in comparison with the
second. Thus, this gesture may be represented as
an anapest, weak-weak-strong, or in Riemann’s
terms, light-light-heavy (Ex. 8).

| -1-h?

T-D-T

26 The rule of the octave is used by the proponents of partimento, Robert Gjerdingen and Giorgio Sanguinetti as an
opposite of Riemann’s tonal-functional harmony and tonality, as well as an alternative to Schenker’s graphic reductions.
It remains to be seen how Beethoven’s own placement of phrasing slurs can be explained in the language of this theory.

27 | will use letters | - for light and h - for heavy, for the convenience of notation. They correspond to Riemann'’s leicht und

schwer.
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This cycle is rendered as a standard chord
progression that was given the name “the leap
of the fifth"?® in the Russian “Brigade Textbook”
in harmony, first published by Igor Sposobin and
colleagues in 1937 (Dubovsky et al. 1984). The
soprano of V4/2 has its fifth, and the soprano of
16 has the fifth. This resolution is not standard (the
soprano could resolve down to A flat). Sposobin
and the brigade placed special emphasis on leaps
of fifths and leaps of thirds as means of artistic
expression. The leap of the fifth is a standard
harmonic progression, commonly known in
Russia and studied at the early stages of musical
training. Its voice leading advantages are well-
known. This leap in Beethoven’s Adagio is also a
manifestation of the rhetorical figure exclamatio,
from the vocabulary of figures that was common
in the 17th to the early 19th centuries in European
music.

The opening T - D - T is self-sufficient. It is
a circular expositional progression (according to
William Caplin?®) and tonic prolongation (according
to Heinrich Schenker; Schenker 1979 [1935]). There
is no necessity to add the fourth chord, especially
because its soprano is shifted to the right and
is given the melodic function of an eight-note
anacrusis. There is a tradition of interpreting
the initial statement in the theme of the Adagio
as a “double neighbour” figure. In this case, the
E flat and the tonic chord under it are reduced
and eliminated. This is another clear example
of how a pre-established idea does not fit into
musical practice and square pegs are hammered
into round holes. If this is a “double neighbour,”
a figure that would satisfy graphic analysis, then
the rugged edges of the leap of the fifth have to
be “reduced” as well, in order to make the voice
leading smooth. And if the prolongation dogma
is accomplished - the first chord comes back as

the fifth chord - the question remains what to
do next. If this is a prolongation, then landing
on the tonic should be perceived as reaching the
local goal. However, the fifth chord happens to
be in the middle of an intensive development,
unfolding, motion upward.

Here, perhaps, a pre-conceived and, virtually,
dead-end doctrine of “voice-leading” that hovers
above any analysis today, plays a foul joke on
theorists. The “double-neighbour” may satisfy
an office-based (Russian kabinetnyi) musical
amateur, but musical practice can blow away all
such artificial and shaky value judgments. It is
impossible toimagine a singer who would not take
a breath between the third and the fourth note in
this magnificent melody. A true cinematographic
gag will be created if a singer covers the first five
notes in one breath and then, by quickly taking a
damaging short gasp at the edge of the fifth note,
continues with the second phrase. What would
happen with the singer is not difficult to foresee:
the third note, the high E flat, will be held as long
as the appropriate agogic would allow. And each
leap, in the upper voice and in the bass, will be
savoured by singers far more than the boring
succession of adjacencies.

Returning to first three chords of Adagio,
one may notice that tradition has established
this short yet eloquent chord progression as an
isolated, self-sufficient musical phenomenon. In
the partimento tradition such blocks or patterns
form larger works; however, they exist as such;
they are being learned and memorised and used
as a motto (a kind of opening motivic gesture that
initiates the development in the aria in Italian
opera). Following this hermeneutic idea, without
fear of becoming “less formal and scientific,” an
analyst can gain a powerful understanding of the
musical expression as a whole, of that finished

28 Knowing that instruction in counterpoint and harmony suggests stepwise motion as the optimal way to lead voices,
the authors of the “Brigade Textbook” anticipated the situations when the melodic voice leaps. These cases are not
dismissed by them; chapters 7 (Leaps of the thirds) and 16 (Leaps from the dominant seventh chord) are dedicated to
these special conditions. Such leaps happen to carry much weight in tonal compositions. When it is necessary to change
the spacing from close to open, a leap in the upper voice can do the job. Leaps in melody are very expressive. “Dominant
second chord (V4/2) at its resolution to tonic sixth chord allows for the leaps of the fifth of the V4/2 to the fifth of 16. Such
aleap is used in the upper voice, contrary to the motion in the bass.” (Dubovsky 1984 [1937/38]: 105).

29

In the opening chapter of his Classical Form: A Theory of Formal Functions for the Instrumental Music of Haydn, Mozart,

and Beethoven (1998), William Caplin provides his view on harmonic progressions in three categories: circular
(prolongational), appropriate for the beginnings, sequential (used for the middle and development sections) and
cadential. The opening three chords fit well into Caplin’s first category.
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Example 9. The events at the beginning; motif and two submotifs.
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product that is the only concern for the user -
the listener. The motto, the opening gesture of
an aria, fits well with Beethoven’s Adagio, since
it is cantabile — able to sing. The first note can be
detached, on a smaller scale, from two others.
Remembering the references to Pushkin’s poetry,
we can make a prosodic profile of the first motif
(Ex. 9).

There are two motifs (submotifs): one in
pyrrhic (one-syllable, strong) and another iniamb.
The opening, in compliance with Asafiev’s idea of
initium, consists of one beat, trochaic in nature.
It must have a long ascending curve — a kind of
hyperbole, the Auftakt, as discussed earlier. Yet,
appropriate for the beginning, the first tone of

the melody has time to fade away. The second
submotif, an iamb, is a rising gesture that does
not yet put the music into gear, but it is more of
a motion-kind, in comparison with the static first
tone. The first gesture can be labelled as suspiratio,
the second as exclamatio. After all, the genre
of the Adagio is the equivalent of an elevated
speech, a smorgasbord of rhetorical gestures
and strategies. Our analysis of the first three
chords may as well lead into the last segment of
this paper - the discussion of dramaturgy. Three
chords contain a universe.

Schenkerian analysis of the Adagio cantabile
(Schenker, Supplement 1979: fig. 155) passes
through this extremely important element of
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musical speech as if it did not matter “for the
unity of the whole.”

It is, of course, the analysis of the whole
movement, aiming at covering “how the whole
thing is put together.” However, the complete
theme of the Adagio is reduced to three descend-
ing tones, obviously in complete disregard of its
complex heterogeneous structure. There is no
consideration of harmonic progression, nor is
there any idea regarding metre and rhythm, let
alone any traces of analysis of musical form. There
had been counterpoint, a category in the history
of European music theory. What is suggested
in this graph is not related to any of the several
manifestations of counterpoint in its real history
from Mediaeval organum to the Baroque fugue.
Voice-leading - a household term for composers
and teachers of theory of the 19th century
- is reinterpreted here beyond recognition.
There are also some higher levels in the theme,
those related to dramaturgy, semantics, and
hermeneutics. None of these seem to matter to
Schenker. The advantage of his system is obvious:
it is wholesome, non-contradictory and clearly
formulated as a theory. Any valid scientific theory
must have one governing principle, to which
all the elements are submitted by the power of
logic. Schenker’s system is non-eclectic. However,
Schenker looks at music through the keyhole of
his own amateur, fantastic gadget. All the most
important aspects, Schoenberg’s “favourite
notes,” are, indeed, reduced.

This may lead to a larger question: is reduction
a valid universal tool in music analysis? There is
traditional harmonic reduction. It has been used
in examples 1 through 5. Yet, such reduction
eliminates only the figuration and textural effects
but leaves the harmonic progression intact. Is it
plausible to reduce music any further than that,
even for analytical convenience? Can we eliminate
the chords from a harmonic progression (i.e. can
we eliminate the words from a sentence) without
violating its meaning? What if, for the sake of
balance, an analyst uses not the reduction, but
induction — a method of acquiring more and more
information in addition to the already existent
notation? The product of such analysis will have
not fewer but more features; the graph will not
get smaller and smaller with each step but will
grow larger and larger, gaining all the elements
that did not fit into the original notation.

The normal and natural phrasing should
match the tonal-functional cycles. Since the first
three notes in the melody form a motif - motto -
there is no necessity to connect them by means
of alonger slur with the following group of eighth
notes. The second cycle begins with the anacrusis
in the second measure. The D flat, the anacrusis,
is the dominant that resolves into the tonic; the
cycle runs through a digression and leads into
a full secondary cycle (5-D-T) in the key of the
dominant. The poetic metric pattern here - the
foot - is compound. It has three syllables of the
anapest, each of which is subdivided into iambs.

Example 11. The second tonal-functional cycle of the theme.

L

- L - H

(D-T) - (D-Tp)

S - D - TinDominant
|
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Therefore, its functional distribution is more
complex (Ex. 11).

So, metrically, it is the anapest (weak-weak-
strong) with three iambs inscribed into a lower
hierarchical level, and functionally it is a set
of mini-cycles. As mentioned earlier, the iamb
is prone to the creation of hierarchy. Here, on
the smallest level, it created one that is realized
in anapest, which is a more complex version
of the iamb. The first iambic gesture resolves
the dominant to the tonic; next, the dominant
resolves deceptively into the submediant. That
chord is reinterpreted as the subdominant,
followed by dominant and tonic, all in the key of
the dominant. Thus, within six eighth notes, the
functional ear distinguishes three mini-cycles
overlaid on a large-scale cycle. Even on this
lower level, the heterogeneous elements, such as
harmony, melodic shapes, metric conditions and
rhythmic grouping, generate a perfect musical
form, complete and irreducible to its elements.

The next gesture is a digression (Ausweichung)
into the key of the subdominant. It happens after
the unresolved dominant. The subdominant
after the dominant is allowed only between the
sentences of a period. Therefore, there is a break
in the train of thought.3® We will return to this
unexpected leap in logic later, in the discussion
of hermeneutic and musical dramaturgy. These
smaller details and finer events matter no less
than the overall arch that returns to the tonic at
the end of the theme. In fact, this digression to the
subdominant via its dominant is self-sufficient.
We can mark it as a very small event, with a slur
that unites only these two notes, E natural and F.

The next motif also consists of two notes. It
is the familiar “leap of the fifth” that involves the
dominant 4/2 resolving in to the tonic 6th. We
have to isolate it as the reminder of the first leap
of the fifth at the very beginning of the theme
- this is how motivische Arbeit manifests itself as
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Example 12. The first of two elements of
fragmentation/continuation.
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Example 13. The second element of fragmentation/
continuation.
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Beethoven’s compositional strategy. He placed a
return — a reminiscence - of the initial motif, the
motto of the movement, into the middle of a local
unfolding, hiding it in the flow of fragmented
elements. This second pronouncement proves
our point that the initial motif - a thematic
unit — was of three chords, not five. Yet, it is the
famous feedback in Classical form, the element of
strategy that is dubbed by Viktor Tsukkerman as
“derived contrast.”3" If Schenker was looking for

30 Another notable case of such a sudden break from dominant to subdominant between two phrases is found in
Mozart’s slow movement of keyboard sonata K. 332. In contrast with the condition of full attention, controlled by short-
term memory, here the composers (Mozart as well as Beethoven), lose the thread, become “spaced out,” completely

immersed in meditation.
31

Viktor Tsukkerman’s book Analysis of Musical Works. General Principles of Development and Form-building in Music. Simple

Forms (Moscow: Muzyka, 1980) deserves a special study, especially its opening section on principles of development.
“Among the various types of contrast in music, one plays the important role of connecting themes and uniting the
elements into one coherent whole. It is the birth of the new by means of processing the old. It is taking place mostly in
sonata allegro, in which the Subsidiary theme is produced by means of recycling the elements of the Primary. Such type

is called ‘derived contrast.” (Tsukkerman 1980: 13).
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Example 14. Cadential function of the theme.
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Example 15. Subdivisions within the terminal dominant and tonic.
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unity (Einheit) he could have noticed this beautiful
reminder of the head motif, this time without the
initial tone (Ex. 13).

The two short gestures, both iambic
resolutions of dominants in to tonics, move the
form forward by means of fragmentation. If the
initial motif was two measures long, and the
following motif was of the same length, these two
are twice as short. This idea has been known to
German and Russian theorists for a long time. Igor

|

il

Sposobin in Musical Form (1984 [1947]), as well as
Leo Mazel and Viktor Tsukkerman (1967), called it
drobleniye (fragmentation). This term was in use
throughout the Soviet Union before the Second
World War, several decades priorto the publication
of Schoenberg’s Fundamentals of Musical Compo-
sition (printed 1967). Two prominent Soviet
theorists describe a great number of so-called
“scale-structures within a theme”3? (masshtabno-
tematicheskie struktury), among which droblenie s

32 sMusical work carries proportional segments, small and large. They form a rhythm in a general sense, the rhythm of a
large plan. The regularities of elements of different scale are different in various cases [...]. In this chapter, we will discuss
the relationships of segments of different scale within a single theme; scale-thematic structures.” (Mazel’, Tsukkerman

1967:393).
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Example 16. Complete theme: prosody, phrasing, functional cycles, figures, rhetorical disposition, dramaturgy

and dynamic profile.
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zamykaniyem (fragmentation with circling) is the
most common. The last tonal-functional cycle in
the theme serves exactly such a formal function -
circling, rounding up. It begins with the anacrusis
A natural (the leading tone to the subdominant
represented by the supertonic) and forms the last
arch, a complete tonal functional cycle S-D-T, the
cadence.

Since the last dominant is broken into 4
sixteenth notes and the last tonic is given with a
suspension, the beat subdivisions form another
metric segment, three subdivisions; the anapest
consists of three groups of two, each rendered as
the chorée that appeared for the first time in the
theme. It mirrors the compound anapest in m. 3
with three iambs as subdivisions (Ex. 15).

The latter creates an additional pattern of
symmetry with the similar anapest in segment
2. At the beginning of the theme of the Adagio
there is an iamb, and at the end a chorée.

The complete theme thus receives an
interpretation - phrasing and dynamic profile —
that conforms with a number of heterogeneous
parameters that interact and generate a synthetic
structure (Ex. 16).

The dynamic profile reflects Riemann’s
interpretation of Beethoven’s music as based
primarily on iambic structures (either iamb or
anapest). This is seen clearly in the complete
phrasing model of the theme. With the exception
of the firstand the last gesture — the pyrrhic single-
beat opening and the trochaic weak ending (the
amphibrach), most of the motifs and phrases
are built as movement towards the tonic, the
resolution of the light function of the dominant
in to the heavy function of the tonic. Again, in
Asafiev’s terms, initium — motus — terminus. The
iamb here is not as monometric as in the allegro
movements. It is rather irregular, following the
turns of thought and meditation. The slurs and
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forks mark real corporeal gestures and breathing
curves. The graphic induction — that could be a
working term for such all-out analysis - includes
a multiplicity of heterogeneous parameters,
diachronous and synchronous, paradigmatic and
syntagmatic.3

Unfortunately, these traditional symbolic
graphic means cannot represent in earnest the
musical events of a continuous and dynamic
nature. Beethoven’s Adagio cantabile is written
for the keyboard, but it implies singing - a full
S.AT.B. texture. As mentioned earlier, harmonic
progression deals here with energy in Kurthian
terms and its level is already quite high at the
first note in the melody and the first chord in
the progression. The current is already at full
speed. This background voltage is produced by
the figuration in sixteenth notes, shared by alto
and tenor. Wave-like continuous movement is
unstoppable. The tension is created by cyclic
repetitions and the change of voice (alto-tenor-
alto-tenor) that join, contrapuntally, the metric,
tonal-functional, prosodic, rhetorical and
dramaturgic functions.

These manipulations of a contrapuntal melody
in the middle of the texture are responsible for
the background flow of the arabesque that pre-
exists the functional cycles and voice leading
accelerations and decelerations. Thus the voice-
leading and harmonic-functional cycles are
placed, from the very beginning, into the energy
field. The resolution of the unstable functions
(dominant or both subdominant and dominant)
into the stable function (tonic) follows the
trajectory of gaining more energy and releasing
it.

VII. Fragmentation and metric-harmonic
hierarchy

Of course, one can add to the model above
some longer slurs, in compliance with Riemann’s
metric hierarchy. Thus, two longer slurs that end
on the half cadence and on the last function of
the perfect authentic cadence would mark larger
sweeping gestures that rush toward their goal,
fuelled by the higher-level functional cycles. And,
on the third level of metric hierarchy, we can
return to Casella’s one uninterrupted slur.

The overall metric grid in this theme is a
standard 2 + 2 + 1 + 1 + 2. By the way, this large-
scale fragmentation with summation is self-
similar to the smaller one that happens within the
first four measures: the quarter notes move into
fragmentation into eighth notes and the music
ends on a longer note.

Each cycle is not simply a line (a curve) of two
or three functional markers. It is the all-inclusive
and complete heterogeneous and continuous
heap or braid that is comprised of many strands. It
is not discrete but analogue; it is rendered not as
a form-crystal but as a form-process (to use Boris
Asafiev's terms). Many factors take part in the
creation of this meaningful movement forward:
harmonic  function, optimal voice-leading
gestures, breathing curves of phrasing, motivic
work and motivic extraction, rhythmic grouping,
and metric elements, akin to poetic feet. All these
interact in a very complex system of relationships
that unfolds in time. To reduce all this complexity
to several discrete elements (scale steps) that
mark a single harmonic cycle, as Schenker
suggests, is simply unacceptable. This analysis
also suggests logical and communicable phrasing
and interpretation of accents, without which
articulation would look and sound as foreign to
musical meaning. In fact, no pianist plays this
theme following the interruptions between the
slurs proposed by the editors. Fragmentation
occupies an important place in the teaching of
Arnold Schoenberg. We begin slowly, then start
moving faster at fragmentation segment, but
then, rather logically, slow down towards the end.
Schoenberg would interpret this theme as written
in a hybrid form. The 19th-century Formenlehre is
much more diverse and inclusive than has been
presented sofar.lt suggests many more structures,
beyond sentence, period, and hybrid, and many
substructures. Valentina Kholopova, the leading
professor of analysis at Moscow Conservatory,
counted 45 types of period form in her course in
Analysis of Musical Works in 1970-80.

VIIl. Voice-leading vs. tonal-harmonic
function

The close kinship of melody to harmony (to
tonal-functional harmonic progression) cannot

33 For other examples of such hybrid analysis see Khannanov 2008.
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be rejected. If Rameau suggested that “music is
called melodious when each participating voice
reflects the beauty of harmony” (Rameau 1722:
xij), he wrote this in the Vocabulary of terms to
his Traité not merely for intellectual amusement.
Rather, it was — in the 18th century as today - the
postulate, a maxim that explains the relationship
of melody and harmony. We can add another
metaphor: that harmony is frozen melody, and
melody is melted harmony. And here, again, it
is very difficult to agree with Schenker: he relied
solely on an absolute preference for stepwise
motion, on adjacency of tones in melody. This
has been echoed in neo-Riemannian theory
as the main criterion of voice-leading - its
smooth, parsimonious character. Beethoven’s
melody completely overturns these strange and
superficial judgements. It contains 16 intervals,
eight of which are steps, the other eight leaps.
Schenker rather carelessly reduced in his graph
the first leap in the melody (from B flat up to E
flat); it did not fit into his idea of Urlinie (in this
case, descending C - B flat - A flat line). Nobody
managed to ask Schenker during his life about the
sources for such an imaginary line. They cannot
be found in any previous theoretical traditions.
Considering leaps as something anti-melodic
is rather naive. The upward leap of a fourth at
the beginning of the Adagio cantabile is more
melodious than any step. In fact, the steps of
minor or major second are rather neutral with
regard to melodic tension. As for the bass line,
Beethoven would rarely satisfy the aficionados of
basso continuo. Despite their complaints about the
crude character of Rameau’s invention, the bass
does not always move stepwise. It is not in the
character of the bass. Leaps of a fifth and a fourth
are as aesthetically pleasing in the bass, more so
than dragging it up and down in stepwise motion.
The Baroque walking bass is a sign of mannerism;
it hides in plain sight the fundamental nodes at
the most important metric moments. Moreover,
in the context of harmonic progression, bass
motion is functionally distinct from the motion
of soprano and alto and tenor; each voice must
have its specific ways of unfolding. In Beethoven’s
bass line, again, there are 16 intervals, eight of
which are leaps. With all that, nobody, not even
Schenker himself, can accuse Beethoven of “bad
voice leading.” The term voice leading has been in
use in many national traditions (conduit de voix in
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France, Stimmfiihrung in Germany, golosovedeniye
in Russia, etc.). None of these traditions would
maintain that voice leading is a generative
agency that constitutes musical structure. Voice
leading can be good or bad: it is the quality of the
finished product, a polish, the icing on the cake
and, from the standpoint of the musician, a sign
of professionalism and talent. Each composer
comes with his or her own specific voice leading
strategies and each national and period tradition
established its own predilections in this respect.
Voice leading does not generate the structure;
it completes it. Harmonic function in interaction
with metric function generates the harmonic
progression and a meaningful syntax.

Voice leading and tonal-functional cyclicity
are heterogeneous with regard to each other.
They represent different components that music
synthesizes in harmonic progression. There
is a dialectic relationship between the two. A
progression may manifest ultimately smooth
voice leading, but the tonal-functional syntaxes
can be completely torn apart. Many linear
descending chromatic progressions provide
examples of this. Fryderyk Chopin’s Prelude No.
4, Op. 28, as well as the descending chromatic
progressions in Mazurkas Op. 6, No. 1 and Op. 68,
No. 4, Alexander Scriabin’s prelude No. 2, Op. 22
- all these examples are commonly interpreted
as “non-functional.” There is nothing further
from the truth: tonal functional cycles that hide
beneath chromatic slides produce a number of
elliptical, torn-apart cycles of tension-resolution.
The unresolved dominants do not cease to be
dominants. They point to the potential tonics.
Functional harmony here exists, but it is not
smooth. And, on the contrary, the progression
may look absolutely fragmented; chords
displaced and distributed in different octaves and
the rules of voice leading for the seventh chords
completely violated. Such is, for example, the
opening of Chopin’s Scherzo No. 1, Op. 38. Not
only is the predominant chord separated from the
dominant by three octaves, but it is ii4/3 and the
dominant is V6/5. They cannot connect properly;
all the rules of voice leading are broken. Yet the
tonal-functional syntax that underlies the chords
is as smooth as it can get; it is, simply, the S-D -T.
Levelling this magnificent dialectic and reducing
all the angular and rugged aspects into one
“smooth” geometric line would incur irreparable
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damage to masterpieces in music, including
Beethoven’s Adagio.

If Beethoven started his melody with a step
followed by a leap in the opposite direction, it
means that such was his idea. It is not the subject
for reduction. In the next segment, Beethoven
introduced motion that is contrasting to the
previous segment: it is an arpeggiation. Again,
it is not the subject for the reduction. And it is
not just an arpeggiation: it is accompanied with
reharmonization; the arpeggio of the given triad
ends up in a digression to the key of the dominant.
Then Beethoven decided to give us an inverted
sigh motif with a strong local leading tone. All
these phenomena exist in the Classical style and
cannot be reduced without damaging the idea
of the composer. In general, analysis does not
need reduction; rather, it requires induction - the
acquisition and gathering of the elements that are
not present in the score but implied by tradition
and knowledge. For example, the tonal-harmonic
functions are not present in notation; the analyst
is obliged to apply them to notation as they
became an important component of the training
and thinking of composers and performers after
1722, and especially after beginning of the 19th
century.

XI. Dramaturgy

The analysis of the first 8 measures of the Adagio
cantabile would be considered incomplete if we
failed to delve into the paradigmatic dimension
of this music, the one that deals with images,
symbols, references, with the domain of musical
meaning. The syntagmatic — technical and end-
lessly complex — is just one of two components.
The very existence of the syntagmatic dimension
(both as a crystal and as a process) is destined
to express - in this case, to ex-press — some
important references to the extramusical domain.
Itis this domain that is of interest to many listeners
for whom the discussion of music in technical
terms lies beyond the economy of their interests.
Beethoven’s melodic and harmonic talent, his
sense of form, brings music closer to expression in
a natural language. The term Klangrede essentially

describes Beethoven’s musical thought. What
does the Adagio want to tell us?

First of all, there are various types and
channels of expression. One distinction that
was established in the Italian Baroque divided
music into that for singing and that for playing
on instruments, i.e. cantare vs. sonare. Beethoven
wrote a sonata in which the slow movement
is cantabile. One of the leading 19th-century
pianists, Anton Rubinstein, suggested “singing
on the piano.” This thesis has been rejected in
current early-music circles; they seem to object
to it out of a sense of contradiction alone. The
fact is that Beethoven has left a masterpiece
- a cantabile for piano. Alfredo Casella, in his
edition, put one long slur over all the notes of the
melody. This strongly suggests that Rubinstein’s
testament was true. However, how it is possible
to sing on the piano? It is a percussive instrument.
There are some suggestions on sound production
and touchée that were promoted by the Soviet
piano school of Konstantin lgumnov.3* The hand
has to be compact: the finger that plays should be
in the centre of gravity of the palm. It should be
lowered into the keyboard absolutely vertically.
The descent on to the key should be smooth and
in slow motion (comparable, say, to the lowering
of the pickup arm on to the turntable). The
finger should not hit the key; it has to immerse
into the key as any extremely heavy object. The
arms and shoulders should be absolutely relaxed
(larger musculature) but the fingertip should
be as hard as the diamond tip of a drill bit. The
smaller musculature of the hand should be
trained for that purpose. This unyielding yet free
and flexible lowering of the finger into the key
allows the pianist to achieve the most profound
and resonant sound. The firm touch creates an
effect similar to vocal resonance. Taken in such a
way, the piano sound starts singing. It is easy to
connect it to another sound - by dragging the
hand on the keyboard without any attempt to lift
it. Some motion of the finger that takes the next
note, reminding one of an attempt to “get up,” is
also advised.

The first three songful notes of the Adagio
are remarkable. There are three notes - it is a

34 These postulates were given to the author in 1974-1982 by his professor in piano at the Specialized Music School of Ufa,
Alexander Frank, a student of Konstantin Igumnov, Moscow Conservatory graduate of 1941. These are, however, rather

standard requirements in the Soviet piano school.
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number that symbolizes perfection. It is also a
complex gesture. There are two types of gestures
used in the theme: real gesture - a reflection of
movements of the hand in the air, rhetorical in
character; and metaphoric gesture, the one that
is initiated by the images of the text (commonly
— verbal; here - musical). The famous suggestion
of the ancient teachers of rhetoric - to raise one’s
hand to attract the attention of the listeners - is
clearly expressed at the beginning of the theme.
The second motif provides a contrast with the
first (as it should in a period form). It contains a
short elaboration on the topic suggested in the
first. Notably, the first motif is static (anchored
in the tonic); the second is moving. It creates
the image of standing up and walking around
or rushing forward. However, both the first and
the second motif end on the same note, the E
flat (the dominant). The speaker touched upon
the same subject but did it in two different ways.
Both motifs have the ending reminiscent of
the question, with the rising tone of the voice,
characteristic of verbal questions in many natural
languages (including German). There is a speech-
like logic (Klangrede). To follow this analogy, after
the contrasting element with elaboration, the
period asks for the repetition of the head motif. It
is normal, after a digression, to return to the topic.

The intricate inner logic of Beethoven’s theme
suggests a different path. As already mentioned,
in William Caplin’s terms the form of the theme
is the hybrid (the beginning as in a period and
the ending as in a sentence). It remains to be
explained, however, why the hybrid is used here.
In the middle of his musical speech Beethoven
seems to abandon the topic that he brought
up at the beginning. He has left two questions
unanswered. Perhaps, it was impossible to provide
such an answer. Two short motifs of fragmentation
seem to come from a different discussion,
together with its own conclusion. The break that
we have mentioned above, the sudden digression
after the dominant of the half cadence on to the
subdominant, must have meant something for
Beethoven. In addition to one suggested earlier
- being suddenly spaced out — another possible
explanation is being overwhelmed by emotion,
soaring on the waves of wide breath. The flux
overpowers the normal course of events. It can
be called “the ecstatic digression.” It is also the
answer of a philosopher: if the direct answer is
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impossible, the thinker provides a different one,
with a pacifying idea, albeit unrelated to the
question. Just as in a catechism, a student poses
a difficult, tragic question (the follow-up of the
pathétique character of the first movement); the
teacher does not answer but leads the student
away from it to the reconciliation by offering
a general conclusion. The topic was local; the
conclusion all-embracing and universal.

One aspect of the 19th-century tradition that
had been inherited from earlier periods is the use
of rhetoric in analysis. It is a great tool that helps
to clarify the design of the musical work, just as
it helps to understand the higher-level structure
and meaning of a literary composition. In current
theory, Warren Darcy and James Hepokoski have
made a successful attempt to bring rhetoric back
into the discussion of sonata form (Hepokoski,
Darcy 2006). For the theme in question, the
rhetorical disposition shows significant deviation
from the common model:

Normative segments of rhetorical disposition:
expositio — elaboratio — confirmatio — conclusio

Licentious disposition of the theme of Adagio:
expositio — elaboratio - (digressio — conclusio)

Obviously, after the elaboratio, the theme
does not come back but digresses, and the
general conclusion does not seem to belong to
that elaboration. This brings another possible
interpretation: the theme as a narrative. Robert
Hatten suggested that narrative occurs only in
those places where composers take licenses.

The first concerns what | call expressive genres
that coordinate larger scale organization of
the expressive “plot” of a movement. Since
expressive genres are negotiated with formal
schemes such as sonata, they can help explain
events and formal departures that might
appear incompletely motivated from a purely
formalist perspective. (Hatten 1991: 75).

He understands the narrative as an additional
dramatic  profile, ranging from abstract
storytelling to the hidden programme.

Viktor Bobrovsky, in his Functional Foundations
of Musical Form, introduced an interesting idea
(Bobrovsky 1978). It was not accepted by many of
his colleagues (Yuri Kholopov rejected it publicly
in his lectures at the Moscow Conservatory in
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the 1980s), but it opens a new perspective on
musical form. According to Bobrovsky, form is
not something set in stone; a composer may
change the plan of the form in the process of its
unfolding. There are famous examples, such as the
Subsidiary of Tchaikovsky’s Romeo and Juliet, the
one that seems to begin as a small ternary but in
the recapitulation suddenly expands into a large
ternary form. Bobrovsky calls this “compositional
modulation,” by analogy with modulation in
harmony. On a smaller scale, within the theme,
we can suggest that after the HC, Beethoven
decided to change the plan of the form and to
lead itinto something that granted it the status of
an individual design.

Another innovation of Bobrovsky concerns
the further development of the idea of formal
function. Unlike the Schoenberg-Ratz-Caplin
model presented in Caplin's book Classical Form:
A Theory of Formal Functions for Music of Haydn,
Mozart, and Beethoven, the Russian idea of formal
function exceeds the limits of intra-thematic
structure; most of the discussion of formal
functions in Sposobin’s Musical Form (1984 [1947])
and in Sergey Screbkov, Yuri Tyulin and a number
of other theorists concerns extra-thematic
elements, the functions of the themes and larger
form segments. However, within the theme of
the Adagio, we have discovered the basic idea,
contrasting idea, fragmentation-continuation
and cadential function. This distribution agrees
with Caplin’s model of a hybrid. Bobrovsky went
further. He introduced compositional functions
(those that generate compositional modulation,
as discussed above) and dramaturgic functions®
Indeed, even within the first eight measures of
Beethoven’s theme, one can hear more than
just a familiar concatenation of patterns. There

is a short yet powerful drama. The first segment
introduces the characters. The second segment
plays the role of entanglement in its turning
motion with acceleration. The two sigh-motifs
work as antinomy, collision. The last segment -
the long-awaited dénouement - concludes the
theme with catharsis.

The music of the Adagio beyond the theme
offers much to consider. Due to the limits of
this article, it seems unreasonable to delve into
a detailed discussion of the Adagio cantabile
as a whole. It will suffice here to mention the
main controversy: the problem of overall form
definition. Caplin (1998: 233, 284 n. 4) offers two
interpretations, as presented in pedagogical
practice: rondo and large ternary. The same
approach is taken by Valentina Kholopova:

The features of rondo appear in large ternary
form in various aspects. Some forms allow for
different interpretations. For example, the
Adagio cantabile from Beethoven'’s sonata Op.
13 can be interpreted either as large ternary
with truncated recapitulation,3” A B A| C | A,
or as five-part rondo, A| B| A| C| A. (Kholopova
2001: 92).

The five sections of the Adagio call for the
idea of the French rondo. On the surface, the
divisions make exactly such an impression.
However, there is another interpretation, as a
large ternary form with truncated recapitulation.
The latter is less intuitive. However, it has merits
based upon philosophical and cultural references
appropriate for the time of the creation of the
Sonata Pathétique.

In general, it is not uncommon to see the slow
movement in the sonatas of Haydn, Mozart and
Beethoven written in rondo form. However, closer

35

36

37

“The functions of the first and all the following themes in a composition are different. [...] The function of a primary
theme is general; it receives special values in different compositional designs. [...] The function of non-primary [themes]
is dependent on the primary. This is often not the case. The introduction of the compositional function of a non-primary
theme is associated with turning on or off the functions. The general logical function of the exposition of a theme is
often combined with the general logical function of development.” (Bobrovsky 1978: 139).

“Every compositional function in a specific historic, stylistic and genre condition carries a certain expressive capacity.
Their choice is provided by the artistic creative idea of the work. [...] If compositional functions answer the question of
how the musical form is moving, the dramaturgical functions provide the answer to the question of what is moving.”
(Bobrovsky 1978: 56).

Caplin follows the tradition when he admits that large ternary and rondo are interchangeable. The connection occurs
when the recapitulation (the recapitulation of the A section in large ternary and the return of the last refrain in a five-
part rondo) is truncated: “The final return of the refrain usually brings back the original structure of the main theme,
although an abridged or incomplete version appears instead. [...] Here, as in the case of the third part of the large
ternary, it is best perhaps to characterize the reappearance of the main theme as functional return rather than a full-
fledged recapitulation.” (Caplin 1998: 234).
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to the second half of the Classical period, after
the French revolution, the forms became more
complex. The slow movements composed at this
time and in later periods are normally written
in large ternary form. The reason is the balance
in size and hierarchical complexity with the first
movement. The true counterpart of Classical
and Romantic sonata allegro is large ternary.
The French rondo is too light-weight. In the
classification of form in the German style, with its
division into kleine und groBBe Formen, the French
rondo is placed on the border line. In fact, the
French rondo is too simple and too flat for a slow
movement of a serious sonata-symphonic cycle.
It is often used as a form of Finale with exactly this
idea - simplification, resolution of all problems,
dénouement.

The main difference between the 5-part
French rondo and large ternary form is the quality
and the character of the middle section. In large
ternary we label it with an upper-case symbol (B)
in order not to confuse it with the local small b
section of the rounded binary or small ternary
form. In the case of the Adagio, the second middle
section, the one in G sharp minor, comes in great
contrast with the first middle segment. If the first
one, in F minor, sounds and looks like a traditional
small b section, of the type “standing on the
dominant,” in a key closely related to the main key
and without significantly contrasting elements
(definitely, without its own motivic-thematic
content), the second middle section, in G-sharp
minor, appears as completely self-sufficient. If the
first middle section enters with a weak degree
of contrast, the G sharp minor middle section
generates what Viktor Tsukkerman would label as
a conflict.

Conflictual opposition is the most powerful
and deepest type of contrast; it bears serious
consequences. The demonstration of the
struggle of contradictory — even antagonistic
- elements obviously requires a special
sharpness, or even abruptness of contrast.
(Tsukkerman 1980: 21).

Anew key isintroduced; a new theme based on
a new motif is present; the texture changes from
homophonic-harmonic to imitative polyphonic;
the tempo and pulsation is entirely different from
both aand the small b section in F minor. All these
factors together lead the author to conclude

lldar D. Khannanov

that the form of Adagio is not a French rondo,
but is in fact large ternary. The main criterion
is the relationship of the middle section to the
expositional section. In the French rondo each
episode is related by opposition to the adjacent
refrain, the Cis built in relation to A:

A-B-A-C-A

In large ternary, the small b section is related
to the a section only, but the large B is opposed to
the whole smaller form A, to both a, and small b:

A B A

7

(@a-b-a)

The large ternary form has two hierarchical
levels; it is the hierarchy of emergence type, the
most valuable in arts and in nature. There is also a
connection to philosophy: to Hegel in particular.
The small a interacts with the small b as thesis
and antithesis, and it results in negation. The
product of negation — Aufhebung - rises to the
next level as large A, which, in its turn, comes into
antithetical relation with the large B. The result
of this interaction spills into the higher level of
interaction of the three movements of sonata.

As for the recapitulation to the whole form,
in large ternary form it normally represents the
expositionasawhole; the aand the small band the
small recapitulation. However, the special design
of Beethoven’s Adagio cantabile may very well
interfere with this common distribution. Referring
again to Bobrovsky’'s compositional modulations
and specialized dramaturgic functions, it is
possible to justify the truncated recapitulation
as a part of large ternary outline, as the returning
compositional modulation (by analogy of the
returning modulation in harmony). In other words,
compositional modulation normally makes form
larger and more complex toward the end; the
opposite direction of compositional modulation
makes it smaller and simpler.

One overarching aspect of this Adagio that
can be seen in many of Beethoven’s works is
the sphere of the pathétique. It has also the
name appassionata. This type of expression,
often coupled with the Italian bel canto style,
raises the level of interpretation. This results in
unusual forms, specialized plans and unorthodox
segmentation.
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Conclusion

The model of the metric period explains how
tonal music works. Exactly the same claim is
made by the creator of graphic analysis Heinrich
Schenker. So, what is the difference? Riemann
does not prioritize a single parameter. He begins
with harmonic progression, which in itself is
the product of a synthesis of heterogeneous
components. The functional design of harmonic
progression is emphasized by the rhythmic
progression of light and heavy elements,
derived from Greek rhythmopoeia, the arsis-
thesis principle. Metro-rhythmic and harmonic
progressions interact and generate a hierarchy of
at least three levels within the period form (akin to
the three levels in Schenkerian theory). However,
these harmonic and metric structures would have
remained abstract geometric toys if they were not
illuminated by considerations of musical content,
expressed in the categories of motif and theme
(as Riemann suggests in his System of Musical
Metric and Rhythmic; Riemann 1903). Motivic work
(motivische Arbeit) and derived contrast are some
of the components that make the overall scheme
very eclectic, yet they are absolutely necessary for
the organic function of the coherent whole.

The philosophers of the 1980s, Gilles Deleuze
and Félix Guattari in particular, came to the
realization of the necessity of heterogeneity
and multiplicity. These two terms have become
keywords for postmodernism. It is very difficult
to retain in one system the components of
principally different origins. The major goal of
the deconstruction of the previous tradition was
its specific isolationism and exclusionism. French
thinkers offered a different view of the world of
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phenomena (objects, events and processes).
It involves inclusivity, diversity, and equity.
The purity of the system, its black-and-white
quality, is sacrificed. Deleuze even suggested
a more drastic step: to replace system with
rhizome. It is a compromise, but a necessary one.
Postmodernists have revised some aspects of
Hegelian dialectic. In the triad thesis — antithesis
- synthesis, the antithesis is not just the opposite
of the thesis. It is a true Other. The real system —
and music is the ultimate example of it — unites
apples and oranges. This may bring back the
mysterious definition of harmony in Heraclitus,
but the musical meaning is coined not when
black meets white, but when incompatible
participants, such as harmony, metre, theme and
form, interact. Tonal form and its epitome in the
music of Beethoven, in this sense, stands alone,
in contrast to some interesting intellectual affairs
with music in the 20th century, based solely on
a single isolated theoretical principle (12-tone,
minimalist, spectralist etc.).

This brief analytical excursion into the theme
of Beethoven’s Adagio cantabile can serve
as a demonstration of the capabilities of the
traditional methods of analysis, established in
the late 18th and in the 19th centuries, under
the auspices of the conservatory movement. The
purpose of this rather transient description is to
bring the attention of the scholarly community
to the beauty and effectiveness of this tradition.
Today, when the name of Ludwig van Beethoven
and his music experience new challenges, the
analytical technology developed at his time and
intended for use on his works, may present a
viable solution.
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Lauseehitus ja selle seos funktsionaalharmooniaga, meetriline struktuur ja dramaturgia
Beethoveni klaverisonaadi op. 13 aeglase osa peateemas

lldar D. Khannanov

Ludwig van Beethoveni muusikaline parand on olnud korduva Umbertdlgendamise, muutuvate
arusaamade ja Umberhindamise objektiks. See annab tunnistust tema muusika suurusest, mida saab
ehk vorrelda J. S. Bachi ja véhemal maaral teiste tdnapdeval tldtunnustatud heliloojate saavutustega.
Tema 250. slinniaastapdev on tunnistajaks veel Uhele Umbertélgendusele, mille eesmargiks on
kahjuks tema muusika vaartuse madaldamine. Siiski pole 16putud revolutsioonid ning tdisp66rded
tema muusika retseptsioonis ja tdlgendamises viimase 250 aasta jooksul suutnud eirata tuuma - selle
muusika arvestatavat panust tonaalsuse, harmoonia, meetrilise ja temaatilis-motiivilise struktuuri, vormi
ning dramaturgia arengusse. Tema muusika téuseb esile ka vordluses kahe teise helilooja, Wolfgang
Amadeus Mozarti ja Joseph Haydni loominguga, kellega koos temast tavaliselt rddgitakse. Nende
kahega vorreldes on Beethoveni muusikalised ideed kontsentreeritumad ja orgaanilisemad, sobivamad
uuele, galantsest stiilist Idhtunud komponeerimisviisile. Kdige hdmmastavam on tema oskus Gihendada
funktsionaalharmoonilisi jargnevusi klassikalise peateema range vormilise raamistikuga, suure lause
ja perioodiga. Seda oskust on margatud. Hugo Riemanni jambilisuse ja meetrilise perioodi ideed on
Beethoveni stiili peegeldused. Selle artikli autori arvates on meetriline periood tiks véheseid 6nnestunud
muusikaanaltutilisi tooriistu, mis vdimaldab omavahel edukalt hendada muus osas heterogeenseid
elemente, nagu naiteks meetrum, ritmiline grupeerimine, funktsionaalharmoonia jargnevused,
vormifunktsioonid ja |dpuks ka vormistruktuur ja dramaturgia.

Beethoveni muusikalise métlemise terviklikkus ning tema kaasaegsete ja jargijate teoreetilised
arutlused selle {ile on hammastavad. Uhtki seda muusikat moodustavast elemendist pole késitletud
isoleerituna, Ukskoik kui erinevate voi Ghildamatutena need ka paista vdivad. See sarnaneb poeesia
riitmi- ja riimikdsitlusega. Neljajalaline jamb muutus luule Gheks armastatumaks votteks just umbkaudu
Beethoveni eluajal. Véidakse muidugi vdita, et analoogia podhjal prosoodiaga véib Beethoveni
partituurides leida ka trohheilisi struktuure. Siiski ei taba need, kes Riemanni jambivalikut kritiseerivad,
pariselt marki. Tema jamb ei peegelda otseselt teoses sisalduvat riitmi; pigem viitab ta mistahes tempo-
raalses protsessis osaleva taju paratamatule loogikale. Mistahes muusikaline objekt, mistahes riitmi-
voi helikérgusstruktuur peab olema mingil viisil ette valmistatud, umbes nii, nagu valmistatakse ette
tantsusamm mone tehnilise ja markamatu sissejuhatava liigutusega. Tugev 166k on sellisena identi-
fitseeritav ainult vordluses eelneva nérga 166giga. Sedalaadi arutelu ei olegi nii abstraktne ja speku-
latiivne, kui esmapilgul voib paista. Vorreldes Beethoveni Adagio cantabile (klaverisonaadi op. 13 Il osa)
erinevaid véljaandeid véib margata, kuivord mitmeplaaniline ja keerukas on fraseering ning kui erinevad,
et mitte 6elda konfliktsed on agoogilised lahendused, mida véljapaistvad toimetajad on pakkunud. See
viib omakorda olulise kiisimuseni: mis tildse on fraseerimiskunst ning milliste kriteeriumide péhjal tuleks
otsustada artikuleerimist puudutavate kiisimuste Gle? limselt ei ole tegemist teisejargulise kiisimusega
ja selle vastus(t)el on reaalne méju analiiisile, kompositsioonile ja interpretatsioonile. Uks lihtsamaid
ning samas ka veenvamaid lahendusi on fraseerimine ldhtuvalt funktsionaalharmoonia jargnevustest.
Kuna need muusikat pingestavad ja lahendavad jargnevused on seotud tugevate kognitiivsete mehha-
nismidega, on nad Uldiselt tajutavad erineva muusikalise ettevalmistusega kuulajale. On lilearune 6elda,
et neid jargnevusi on palju: vdga harva moodustavad need tervikliku ja I6petatud jargnevuse T-S-D-T.
Kui neile lisada veel jargnevused lahisugulus- ja kaugematesse helistikesse, laheb pilt paris kirjuks.
Teatavas méttes panevad need jargnevused muusika hingama ja Zestikuleerima. Uht péhimétet ei saa
siiski ignoreerida: funktsionaalsus péhineb hasti arendatud akordistruktuuril ning akordijargnevust ei
saa taandada isoleeritud intervallijargnevusteks, mille tekitavad liine moodustavad helid. lImselt tuleks
Jean-Philippe Rameau’l ja Riemannil pidada Heinrich Schenkeriga maha veel (ks tdsine virtuaalne
arutelu.

Laiemas plaanis peaks seesugune arutelu lilkkuma edasi muusikalise struktuuri vahetult tajutavatelt
elementidelt muusikaga kaudsemalt piirnevatele aladele. 19. sajandi muusikaesteetikas ning eriti
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vene ja lda-Euroopa 20. sajandi muusikaanallitsis maaratleti muusika kdrgemate tasandite poeetikat
muusika dramaturgiana. Viktor Tsukkerman ja Viktor Bobrovski on selle uduse idee oma téo6des ka
mdistena defineerinud. Puhtale instrumentaalmuusikale omane dramaturgia on ilmne ka Beethoveni
meistritoddes, sealhulgas Adagio cantabile’s. On veel palju teisi olulisi aspekte, milles kajab vastu
Immanuel Kanti ja Georg Wilhelm Friedrich Hegeli klassikaline filosoofia ning mida ei saa anallsis
ignoreerida, kui eesmargiks on muuta kuulaja teadlikuks ihest ajaloo kdige enam arenenud, ideaalsest ja
taiuslikust kompositsioonimudelist, s.o0. Beethoveni kompositsioonist tema ,Pateetilise” klaverisonaadi
nditel.
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Baroque Elements and Specific Orchestral Functions in
Beethoven’s Triple Concerto Op. 56

Edim Rakochi

Abstract

This paper discusses the uniqueness, in style and genre, of Beethoven'’s use of the orchestra in the Triple
Concerto. The orchestration of the Triple Concerto is characterised by its reliance on tutti, the limited
role of orchestral soloists (unlike in Beethoven's other concertos), and infrequent alternations between
instrumental groups. This is closely linked to an element of the Baroque (indicated through the concept
of the concerto, which derives from the Italian verb concertare “to agree”, the triple concerto model, and
the choice of soloists) in the Classical concerto (indicated through the use of sonata form, the manner
of presenting the material, and the instrumentation). The orchestra acts as a genre-creating factor as a
result of the undisclosed competition between the Baroque concerto grosso, the Classical solo concerto,
and chamber trio models. The orchestra becomes a form-defining factor thanks to its use to mark the
boundaries between the sections of sonata form, here smaller than is usual in the Classical sonata, a
fact which occasionally makes the succession of episodes similar to ritornello form; furthermore, it is the
orchestra that is significantly associated with a surprising synergy of Classical and Baroque elements to

form a hybrid model of the concerto.

Historically, Ludwig van Beethoven’s Triple
Concerto for Piano, Violin and Cello with Orchestra
Op. 56 lies beyond the mainstream of research
and “remains Beethoven's least-known concerto”
(Dean 1971: 323). Although these words were
written 50 years ago, they are as relevant as ever.
This is surprising, given that the Concerto was
written during the years of Beethoven’s particular
creative activity around 1803-1804. The Concerto
is thus a contemporary of such masterpieces as
the “Eroica” symphony (it is worth mentioning
Michael Thomas Roeder’s statement that
“Beethoven interrupted work on the most radical
of that period’s works, the ‘Eroica’ symphony, to
concentrate on the Triple Concerto” (Roeder 1994:
195)), the Fourth Piano Concerto, the Razumovsky
Quartets Op. 59, the Kreutzer Sonata for violin and
piano, and the opera Fidelio. The exact dates of
the Triple Concerto’s composition are unknown.
According to Levy Hammer, “[t]he first reference
to a concerto for piano, violin, and cello is in the
letter of 14th October 1803 from the composer’s
brother Carl, acting as a secretary, to the publisher
Breitkopf & Hartel. It is not known whether Carl
refers to a discarded concerto in D for the same
instruments or to the surviving Opus 56" (Hammer
2006: 2). The same information is provided by
Michael Steinberg (Steinberg 1998: 76). Hammer
suggests that the famous performance by
Archduke Rudolph (piano), Ferdinand Seidler
(violin), and Anton Kraft (cello), which took place
in 1808, was not the first performance of the

Concerto. He writes that the Concerto’s premiére
took place in the palace of Prince Lobkowitz in
1804, and that the composer was at the piano
(Hammer 2006: 4).

The first obstacle to understanding the
significance of the Concerto is its relatively few
performances. Hammer emphasizes that in
the 2005-2006 season, among 677 scheduled
performances of works by Beethoven in the
USA, only 7 of these were of the Triple Concerto
(compared to 60 scheduled performances of
the Fifth Piano Concerto and 55 of the Violin
Concerto) (Hammer 2006: 5). It is clear that this
is due not only to some of the work’s musical
qualities, but also to the difficulty of getting three
first-class soloists on one stage.

There are probably two more reasons for
the relatively scant attention paid to the Triple
Concerto (which “remains the least popular and
probably the most enigmatic of all Beethoven’s
concertos”; Kirillina 2007: 325) by researchers
and listeners. It is very common to think about
the artistic qualities of Concerto as mediocre
compared to the composer’s other works in the
concerto genre. Leon Plantinga considers the
Concerto “overly high minded” (Plantinga 1999:
161); it seems to him that the composer’s “ideas
never quite manage to come clear” (Plantinga
1999: 166). Antony Hopkins suggests that the
Triple Concerto is “a lowering of his [Beethoven's]
high standards” (Hopkins 1996: 87). Abraham
Veinus states that the Triple Concerto is one of
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Beethoven'’s least known works for two reasons:
because it is difficult to get “three excellent
soloists together on the same platform”, and
because “audiences seem to expect Beethoven
always to be making grandly dramatic gestures”
(Veinus 1964: 147). Roeder opines that, compared
to other works of the same period, “unfortunately,
the Triple Concerto does not [match] its
contemporaries in stature” (Roeder 1994: 195).

At the same time it should be noted that
some musicologists offer more positive opinions
promoting the Concerto’s attractiveness. For
example, Donald Tovey writes very precisely
that “if it were not by Beethoven, but by some
mysterious composer who had written nothing
elseand who had the romantic good fortune to die
before it came to performance, the very people
who most blame Beethoven for writing below
his full powers would be the first to acclaim it as
the work of a still greater composer” (Tovey 1981:
79). Michael Steinberg calls the Triple Concerto
“a wonderful work”, “formal, at times reserved in
manner, spacious, and rich in themes” (Steinberg
1998: 78). Marc Moskovitz and Larry Todd consider
it “the most curious outlier that has befuddled
audiences since its creation” (Moskovitz, Todd
2017: 94). Such conflicting and even controversial
opinions, covering a wide range of interpretations
from enthusiasm to rejection, emphasize a certain
obscurity in the Concerto, and simultaneously its
undoubted singularity among all Beethoven's
concertos.

Possible reasons for the limited scholarly
interest in the Concerto might be its afore-
mentioned lesser popularity among performers
due to its originality within the genre. The two
obstacles are interrelated. Despite the title
“Concerto”, it is obvious that the work combines
the features of an instrumental concerto and a
piano trio (Roeder 1994: 195); Moskovitz and Todd
addtothislist “aViennese rendition of a symphonie
concertante” (Moskovitz, Todd 2017: 94). Kirillina
writes about the piece’s “counterpoint of genres”,
apparent through a combination of chamber and
symphonic approaches (Kirillina 2009: 449). Karl
Schénewolf points to the mysterious collision

of definitions in the title of the work, “Grand
Concerto Concertant”, used in the first edition
of 1807 (Schonewolf 1961: 414-415). Kirillina
believes that the term “Grand” is used in the
sense of “significant in content”, and “concertant”
is a deviation towards “entertainment”. Leon
Plantinga connects Beethoven’s interest in the
symphonie concertante with “the composer’s
hopes for a sojourn in Paris” (Plantinga 1999:
184). Unlike Kirillina and similarly to Plantinga,
Moskovitz and Todd interpret the term konzertant
differently, convincingly tying it to “the French
symphonie concertante, a hybrid genre from
the eighteenth century” (Moskovitz, Todd 2017:
94). Kirillina sees ambiguity in the title “Grand
Concerto Concertant”, “an amazing dissonance
between the epic scale of form and the complete
absence of internal conflicts” (Kirillina 2009: 449).

Ultimately, such a categorical approach seems
somewhat superfluous, though there really is not
the slightest contrast between the themes of the
exposition, in the first movement, in particular. All
the themes of the exposition (except for a short
“purple patch”, to quote Tovey)' are in the major
mode, in close keys, and employ dotted rhythms.
Nevertheless, the first part of the development
contains a very dramatic episode. Its reliance
on more general forms of movement (endless
figurations) only emphasizes the difference from
the exposition, which is saturated with many very
similar themes. Therefore, dramatic episodes
in a minor mode are present in the Concerto,
bringing, at least for a short time, disturbance,
instability and, thus, contrast to the well-balanced
tranquillity of the exposition.

This review of the existing literature allows us
to draw two conclusions. First of all, it seems that
of all Beethoven'’s concertos the Triple Concerto
provokes the most far-reaching issues and
questions related to the handling of the concerto
genre in stylistic terms due to the uniqueness
of its orchestration, style, genre mixtures, the
coexistence of Baroque and Classical elements,
and all the ins and the outs of its presentation.
Secondly, although musicologists studying the
Triple Concerto analyse different aspects of the

Tovey used the expression “purple patch” in a number of his analyses of Classical music to describe a modulation to an

unexpected key area quite distant from the tonic and dominant of the main tonality. Tovey describes the unexpected
appearance of A flat major in the orchestral exposition of the Triple Concerto as “a beautiful purple patch” (Tovey 1936:

98).
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work, including the particularities of its harmonic
language and musical form (Simpson 1996;
Hammer 2006), the peculiarities of the Concerto’s
musical themes and their interaction (Veinus
1964: 148), and its relationship to the Classical
style (Rosen 1997), the functions of the orchestra
in Beethoven'’s concertos (and the features of the
orchestration of his concertos in general) and
the role of the orchestra in the creation of this
juxtaposition of styles and genres are still rarely
analysed (Rakochi 2015).

This explains the relevance of the current
study. The main purpose of this article is to
investigate the functions of the orchestra in the
Triple Concerto (particularly with regard to the
genres to which it is related, a combination of the
solo concerto, concerto grosso, and chamber trio)
in order to determine the role of the orchestra in
the manifestation of each of them, and to discuss
its role in the creation of a hybrid concerto model
in which Baroque and Classical stylistic elements
overlap.

Despite the considerable amount of
discussion and the number of radically opposing
views, analyses of the distinctive features
of the musical form and style of the Triple
Concerto are, paradoxically, fewer than for any
of Beethoven’s other concertos. (One can see
the same situation in research on the history of
the concerto as a musical genre.) Attention is
usually divided approximately equally between
his six solo instrumental concertos, with a more
detailed analysis of the Third, Fourth, and Fifth
Piano Concertos and the Violin Concerto; much
less attention is paid to the Triple Concerto.
Sometimes the Triple Concerto is only briefly
mentioned (for example, in Arnold Alschwang’s
monograph (Alschwang 1977), Carl Dahlhaus’
approaches to Beethoven’s music (Dalhaus 1991),
Joseph Kerman's Concerto Conversations (Kerman
1999)) or even completely overlooked (Suchet
2013). Even William Kinderman, in his monograph
on Beethoven, only mentions the Triple Concerto
in a single phrase, stating that “a sense of
deepened contrast or conflict”, inherent to
Beethoven's works of the time, was replaced “with
its superficially brilliant yet rather conventional
rhetoric” (Kinderman 1997: 97).

Let us begin with the Concerto’s genre
specificity. The above observation that the Triple
Concerto combines features of an instrumental
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concerto and a piano trio is quite fair in essence.
However, there are still no criteria with which to
assess the balance of symphonic and chamber
origins. Clearly, the fact that the combination of
an orchestra and a soloist (or soloists) throughout
a work of a certain length, musical form, and
appropriate approach to the solo and orchestral
parts is sufficient to identify the genre features
of the instrumental concerto. Exceptions are
possible (such as, for example, Johann Sebastian
Bach’s Italian Concerto BWV 971 or Robert
Schumann’s Concerto without orchestra in F minor
Op. 14 for piano). In order to understand the
figurative meaning of the “concerto” in these
cases, it is necessary to consider the meaning of
the term and to reveal the genre-creation role of
the orchestra. This will lead us to the role played
by the orchestra in bringing a Baroque scrim to a
Classical concerto.

The interpretation of the term “concerto” has
not yet been unified. In general, approaches to the
term can be divided into three main groups. (1) A
concerto is the coexistence in complete harmony
of a soloist (or soloists) and an orchestra (i.e. the
term derives from the Italian verb concertare “to
cooperate”, “to agree”) (Johann Quantz, Heinrich
Christoph Koch); Michael Talbot notes that this
meaning “survives in such cognate English
phrases as ‘in concert’ or ‘a concerted effort™
(Talbot 2005: 35). (2) The word “concerto” derives
from the Latin verb concertare “to fight”, “to
contend” (Johann Mattheson, Johann Walther).
(3) The third is a dualistic approach, in which
both meanings are combined (Boris Asafiev,
Arthur Hutchings). Whatever the interpretation
of the term “concerto”, it is quite obvious that the
embodiment of the concerto principle requires
two sides, because it is their interaction that
becomes the main determinant of the concept of
a certain concerto-like piece (harmony, conflict,
or parity between them).

Indeed, any competition in music is
impossible when there is a single performer
because there is nothing to contend against. If
there are two identical (for example, two violins)
or similar instruments (trumpet and cornet), the
competitive origin will hardly appear due to the
well-balanced ensemble. Only in the case of a
significant difference in strength, timbre, quantity
and method of performance between the parties
is a concerto manifested clearly (it is also worth
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mentioning the completely different psychology
of the soloist(s) and orchestral musicians
(Merlin 2012: 163)). One can easily compare
the appearance of the concerto principle in
Arcangelo Corelli's Concerti Grossi Op. 6 (where
the difference between the concertino and grosso
groups is minimal), with that in the solo concertos
of Antonio Vivaldi and, subsequently, Wolfgang
Amadeus Mozart (the contrast arose, first of all,
as a result of the reassessment of the role of the
orchestra in the concerto). This leads us to the
conclusion that the presence of an orchestra is
a prerequisite for the appearance of a concerto.
Thus, Bach’s Italian Concerto or Schumann’s
Concerto without orchestra should be called
concertos only metaphorically (to paraphrase
Gino Roncaglia’s statement about the concerto
grosso in Alessandro Stradella’s serenatas and
oratorios; Roncaglia 1940) because the musical
form and ways of presenting material is concerto-
like but these works do not rely on the immanent
opposition of sides. These “concertos” could be
interpreted as “piece vs. orchestral model” as
Federico Garcia considers Bach’s Italian Concerto
(Garcia 2005: 4-6). The comparison of the traits of
a piece for a single instrument with a concerto-
like composition (which has two or more unequal
sides) reveals how much they differ. Therefore,
the orchestra is the main genre determinant,
regardless of the leading or subordinate role that
it plays in relation to the soloist(s).

Taking these explanations as a starting point
it is clear that the primary form in Beethoven's
Triple Concerto (which relies on the contrast
between the two unequal forces) is a concerto,
and the secondary one is a trio, and not vice
versa (because the trio presupposes the similarity
of forces). The Concerto contains a sufficient
number of orchestral tutti that it behaves similarly
to the way an orchestra usually behaves in an
instrumental concerto (to open the concerto
and to mark the boundaries of the sections).
At the same time, the short length of a number
of the tutti (e.g. I, mm. 114-118, 132, 149-150,
165-166, etc.) makes them very similar to the
tutti injections in a Baroque concerto (just a few
examples: Vivaldi's Opus 3, Concerto 7, I, mm. 42—
47; Christoph Graupner’s Concerto for 2 Flutes in
D major, GWV 316, I, m. 33; Quantz’s Flute Concerto
QV 5.174, lll, mm. 44-45). The expressive function
of the tutti in the Triple Concerto is among the
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most effective, because the listener waits not for
a specific soloist to enter after each manifestation
of the thematic material in the orchestra, as in
any other Beethoven concerto, but for any one
or combination of three soloists. In this way,
the expressive function of the tutti is combined
with the genre-defining function because
the sequence of exposition of the material by
soloists and orchestra, despite their different
duration, contributes to the embodiment of the
concerto principle. The exclusion of the orchestra
would radically transform the genre, whereas
transformation of the trio of soloists into a duet or
even a single soloist, while changing the concept
of the composition, would leave the genre of the
concerto intact.

The expectations of the soloists’ entrance
are especially noticeable after the orchestral
exposition, with its sketchy presentation of
the themes, and at the interruption of the
development at its climax (which is stressed
by the sudden pronounced shift from G major
to C major and emphasised by an unexpected
forte (Ex. 1)). The orchestra seems to proclaim:
“Attention please! The soloists will enter in a
moment!” Obviously, such an effect can occur
only in the instrumental concerto genre.

The above considerations demonstrate that
the balance between symphonic and chamber
genres in the Concerto is in favour of the
former, and it is the orchestra that becomes the
fundamentally crucial factor in determining the
relationship between the two origins.

This symphonic genre (the concerto) has a
very particular treatment in Beethoven'’s Opus 56
thanks to the Baroque scrim, which makes this
work one of the most unusual in early nineteenth-
century music. The notion of this concerto’s
Baroque features, or rather its possible reflection
of the traditions of the Baroque concerto, can
be found in the works of numerous researchers.
Hammer emphasizes that “Beethoven was
surely familiar with the rich Baroque concerto
tradition” (Hammer 2006: 6). However, there
is some terminological confusion here, as the
author further points to the flexibility of the
Baroque concerto and recalls, as an example,
Bach’s Brandenburg Concertos (Hammer 2006:
6). Therefore, the thesis, which is fair in essence,
is somewhat vague in content. It can be seen that,
in relation to Beethoven’s Triple Concerto, we



should talk about the manifestation of features of
the concerto grosso, the traditions of the Baroque
concerto, and the rethinking of the concerto
principle. Kirillina points to the Baroque tradition
of the group concertant in the concerto grosso,
and even in the genre of the triple or quadruple
instrumental concerto (Kirillina 2007: 449).2 These
scholars are correct in mentioning such Baroque
traditions, but they have not paid much attention
to their detailed analysis in the Triple Concerto,
and neither have they emphasized the fact
that the Concerto’s scoring is a very important
element in establishing its unique Baroque scrim.
Therefore, we should consider the role of the
orchestra in such a mixture to clarify its impact
on the interpenetration of elements of the two
styles to create a convincing artistic model by
offering arguments in favour of a Baroque scrim
in Beethoven'’s Triple Concerto.

The first and most important manifestation
of the Baroque is the embodiment of the
concerto principle by Beethoven in the Triple
Concerto. During the seventeenth century a
harmonious combination of all forces prevailed.
In the eighteenth century, with the birth of
the instrumental concerto, the competitive
principle gained the upper hand, and dominated
through the late eighteenth and nineteenth
centuries. Simon Keef notes that “piano-
orchestra competition - with its related notions
of confrontation, conflict, and struggle - has
often been recognized [...] as a central dramatic
component of the late-eighteenth-century
concerto” (Keefe 1999: 170). However, instead of
the sharp antagonism inherent in the interaction
between an individual and the orchestra, the
Triple Concerto relies on a soft contrast of a group
and the orchestra. This model requires conceptual
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changes: in addition to altering the relationship
between soloists and orchestra, and impacting
the musical form, there seems to be a reliance on
consensus and agreement as in early eighteenth-
century concertos, rather than on competition, let
alone conflict, as in those of the late eighteenth
century. The approach to the orchestra plays
a key role in bringing elements of this “retro”
version of the content of the term “concerto” to
this composition of the early nineteenth century.
The orchestra does not contradict the soloists in
the Triple Concerto, but acts as a consolidating
factor for them thanks to its regular use in the
background, with barely audible harmonic
backdrops (sustained long notes that are almost
too quiet to hear) or as a kind of sound amplifier.
This subordinate role of the orchestra (typical of
double, triple, and quadruple concertos) brings a
change in the balance of power which results in
the transformation of the concerto model.

Such an effect occurs, for example, in
the second episode of the finale, when four
wind instruments join the piano, playing the
characteristic rhythmic formula of the polonaise,
but are then silenced when the violin and cello
start playing (mm. 190, 194, 198, etc.; see Ex. 2). The
woodwind’s tone is weak, and these instruments
act not as an independent element, but as a
piano amplifier, although the piano and the
woodwind have different musical material. Such
an approach to the woodwind makes them the
piano’s co-players, to use Kerman'’s term (Kerman
1999: 44), and emphasizes the fact that, in this
work, Beethoven interprets the concerto concept
as one of permanent cooperation between
dissimilar instrumental parts “in harmony”. Such
an approach does not exclude possible contrasts
from time to time as a means of development.

2 Moskovitz and Todd point to the revival of the symphonie concertante (Moskovitz, Todd 2017: 94-95). Although the
symphonie concertante is not a baroque genre (it appears in the 1760s) its roots should be sought in the “pure” Baroque
concerto grosso. The traits of the latter appear in symphonies concertantes at the level of the constitution (several soloists
and not a big orchestra, unstable quantity of movements); conception (the soloists and the orchestra cooperate in
harmony, they do not compete in rivalry); the treatment of the group of soloists (they compete with each other rather
than with the orchestra). All these traits are combined with the Classical sonata form and a Classical structure of the
orchestra to create a hybrid musical genre. Drawing on these observations it should be noted that Beethoven might not
have been interested in the “pure” Baroque concerto grosso, but rather used the symphonie concertante as a modified

“Classical” version of the concerto grosso.
3

This is typical for the type 5 sonata form (according to James Hepokoski’s and Warren Darcy's classification; Hepokoski,

Darcy 2006: 344-345), which combines elements of ritornello, aria, and sonata forms. Donald Tovey also draws attention
to the genetic affinity between ritornello and sonata forms by treating the first tutti in the Classical concerto as a true
ritornello which “does not merge into pure symphonic writing” (Tovey 1981: 16).
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Example 1.1, mm. 68-82.
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One can hear the opposition of the two groups,
the piano-and-wind and the violin, cello and
orchestral string ensembles. Beethoven creates
these in-the-orchestra ensembles by involving
the orchestra with the soloists and vice versa.
The violin and cello are accompanied by accents
on the orchestral string instruments in the same
episode. Therefore, every soloist finds temporary
allies in the orchestra, and the contrast appears
not through a battle between the soloists and
the orchestra but through the dynamic co-play
of different solo-and-orchestra ensembiles. This is
an unusual approach for the Classical concerto in
its persistence and regularity, but it is completely
in step with the “retro” version of the concerto
principle, as expressed in this unique work. Jane
Stevens also points out that “the eighteenth-
century concerto structure had traditionally been
based on the textural contrast between solo and
tutti” (Stevens 1971: 86).

Besides the reassessment of the concerto
principle, the choice of the soloists should be
listed as another argument in favour of the
Baroque scrim in the Triple Concerto. The roots
of the configuration of the soloists should be
sought in the trio sonata for two violins and
basso continuo (the harpsichord or organ and the
violoncello or the violone) and even in an earlier
group of four musicians (two violinists, a cellistand
a keyboard player) who “were precisely the forces
needed for a trio sonata” (Talbot 2005: 41). Roeder
points out that “Corelli’s concerti grossi grew out
of his application of the concerto principle to
the trio sonata” (Roeder 1994: 27). Elaine Sisman
presumes that “the trio sonata concertino” was
adopted by Handel for his Concerti Grossi Op. 6
(Sisman 1986: 294); and David Yearsley, too,
notes the “prevailing trio-sonata texture of the
concertino” in Handel's concerti (Yearsley 2005:
62). Thus, one can trace the transformations of
the trio sonata structure up to Beethoven'’s Triple
Concerto through the concertos of Corelli and
Handel, in which the trio sonata had morphed
into a constituent part of the concerto grosso
genre. Taking into consideration the fact that the
Viennese classics and, in particular, Beethoven
were quite familiar with Handel's operas, oratorios
and concertos (in contrast to the works of Bach)
(Kirillina 2007: 217-218), it seems possible that
the trio-like concept of the group of soloists (two
string instruments and a chordal instrument) was
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chosen by Beethoven as a model for his Triple
Concerto, and this gives us the second element
of the Baroque. Of course, one should note the
consistent redistribution of the basso continuo
line between the piano, cello, and orchestra.
Furthermore, it is necessary to consider the quite
different role of the cello as a basso continuo
instrument to double the harpsichord with only
a sporadic melodic function (for example, in the
first movement of Vivaldi’s Concerto Op. 3, No. 7,
RV 567, or that of Op. 3, No. 1, RV 549) compared
to that in the Triple Concerto, where the cello is a
permanent soloist.

The third argument in favour of the Baroque
scrim in the Triple Concerto is the genre of
the triple concerto itself. Vivaldi and Bach
(in particular in his transcriptions of Vivaldi's
concertos), repeatedly featured three or even four
soloists. However, in the Classical era, composers
abandoned this format (Mozart’s Triple Concerto
K. 242 for three pianos is perhaps the only
exception). The reason for this can be seen in
the fundamental transformation of the concept
of the genre. Despite a certain competitiveness,
the Baroque concerto relied primarily on the
harmony of coexistence. Even the solo concertos
of Vivaldi, with all the contrast between their
tutti and solo episodes, do not imply a collision
of the two forces (the soloist and the orchestra)
as contrasting outlines: they do not conflict,
but complement each other. Such an approach
appears very clearly in a double and especially
in a triple or quadruple concerto, where the
orchestra becomes a mere onlooker, a secondary
player, or merely a background to make the
soloists in the foreground more prominent (see
Vivaldi's L'estro armonico Op. 3, No. 10 for 4 violins,
RV 580). The two sides harmoniously coexist. Such
an approach lies within the Baroque treatment of
the genre. Mozart, by significantly strengthening
the colourful role of the orchestra (thanks to
the use of all the groups of instruments) and
making the soloist’s part more individualized,
consolidated the concept of the concerto as
a dramatic composition. This is the essence of
the Mozartian and Beethovenian symphonic
concerto model: The two unequal forces have
the same significance. They cooperate as they are
in permanent dialogue, but the passion of their
communication can often lead them to conflict,
collision and struggle because of different “world



outlooks”. Such a concept of the genre (its roots
should be sought in the Latin concertare “to
contend”) crucially contradicts the Baroque
one (which was based on the Italian meaning
of the same verb “to agree”)* and helps explain
why double, triple or quadruple concertos went
out of fashion in the late eighteenth and early
nineteenth centuries.’

The above considerations do not in any way
call into question the stylistic affiliation of the
Triple Concerto. It is very far indeed from being
a Baroque concerto of any kind. After all, in terms
of its musical form (sonata form), presentation
of material (homophonic-harmonic texture),
orchestration (double woodwind), instruments
employed and other features, the Triple Concerto
definitely belongs to Viennese classicism.
However, the above analysis demonstrates
the importance of the orchestra’s role for the
manifestation of the Baroque concerto elements
in the Triple Concerto.

Let us turn now to other functions of the
orchestra in the work. In addition to the genre-
defining function mentioned above, the orchestra
can also be said to possess a form-defining
function. It is the orchestral tuttis (orchestral
ritornellos) that mark the boundary limits of the
form’s sections. This is especially evident in the
first movement with its opening ritornello in
the orchestral exposition, the subordinate-key
ritornello that connects the exposition to the
development, and the closing ritornello, after
the end of the recapitulation. The composer
gives the thematic material to the orchestra
(orchestral exposition), which fully corresponds to
the “Classical” construction of the first movement
of an instrumental concerto. The next four-bar
tutti (mm. 114-117) is quite interesting because it
combinestwo functions: emotional (to slow down,
sum up, and reassess) and thematic (to move
forward, develop, and forge new paths). On the
one hand, itis a local climax, a kind of exclamation
to which the soloists’ presentation of the first
theme has led us step by step. Thus, the orchestral
ritornello virtually sums up the presentation

4 See also Talbot 2005: 35.
5
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of the first theme by the soloists. On the other
hand, the orchestra performs a new theme (the
fourth one in the first movement exposition,
m. 114) which is so similar to the second theme
(m. 33) that the former might be considered a
variant of the latter. The inclusion of the orchestra
on the borders of the sections is not the only
manifestation of its form-defining function. It is
also necessary to point out a specific technique,
namely the “reproduction of orchestration”: this
is the use of the exact or almost exact repetition
of the orchestration while the musical material
may be different. Reorchestration was used at
the beginning of the development, and this
is an example of its form-defying function:
“reproduction of the orchestration” announces a
new section of the form.

The third function of the orchestra in the
Concerto (after the genre- and form-defining
functions) is to provide pedals. This function is
closely related to the particular treatment of the
concerto genre and, consequently, to the role
of the orchestra in this article’s reassessment of
the Concerto. The orchestra in this work does
not compete with the soloists, as is customary
in a classical instrumental concerto, but rather
collaborates with them. Thus, regular use of varied
forms of orchestral pedals paves the way for
the connection of the soloists and the orchestra
thanks to its ability to smooth down the contrasts
and to consolidate all the dissimilar instrumental
parts in this highly unusual Concerto. The main
purpose of the pedal in the Triple Concerto is to
create more volume, but a harmonic function and
an element of another timbre colour should also
be considered as important. Paradoxically, even
in cases of very dense textures, when it would
seem that the presence or absence of the pedal
might go unnoticed, it actually affects the volume
more than adding duplicate parts. This impact
of the orchestral pedal is related to the spatial
effect. This is evident when a sustained sound
is placed in the lower register, or doubled in the
middle one, or on the border of the middle and
low registers (the middle register is important

It is worth emphasising that the triple concerto genre was still extremely rare even in the twentieth century (there are

triple concertos by Alfredo Casella, Bohuslav Martin(i and Alfred Schnittke), probably for the same reasons. Infrequent
symphonies concertantes (Joseph Haydn, Mozart, Rodolphe Kreutzer, Giovanni Battista Viotti, Jean-Baptiste Davaux) to a
certain extent made up for the absence of triple or quadruple concertos.
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Example 2. I, mm. 186-195.
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Example 2, continued
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Example 2, continued
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Example 2, continued
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because it forms sequences of harmonics that
seem to envelop the musical material). Despite
the impossibility of clearly differentiating them,
it is these harmonics that add extra volume to
the presentation. Beethoven'’s use of pedal tones
in the Triple Concerto differs markedly from his
employment of the device in the work’s closest
“neighbours”, the Violin Concerto and the Third
Piano Concerto. Although he often uses pedal
tones in these works (the violin and horn pedal
in the second subject in the orchestral exposition
of the first movement of the Violin Concerto, and
the woodwind pedal in the first episode of the
finale in the same work, or the horn pedal in the
transition from the first to the second subject in
the solo exposition in the Third Piano Concerto),
the significance of the pedal is dissimilar in these
concertos. The pedal in the Violin and in the Piano
Concertos is accidental rather than a regular
feature. The pedal is often placed in the middle
voices (the Violin Concerto, |, mm. 47-48, 63-70,
etc,; the Third Piano Concerto, I, mm. 70-72, 80—
82, etc.). The use of the pedal in the Triple Concerto
has no counterpart in the other concertos in
terms of its frequency, variety of forms, impact
on sound volume, or as a regulator of dynamics,
or as a way to unite, amplify or transform the
expressiveness of the three very different soloists.
Therefore, careful consideration of Beethoven’s
orchestration of the pedal is obviously important,
as it is one of the most distinctive features of the
Triple Concerto’s orchestration.

In no other Beethoven concerto does the
orchestra sustain pedal notes so often or for
so long. At the same time, the pedal is never so
diverse in density, orchestration and timbre as in
the Triple Concerto. Below are some examples.
The oboe and bassoon pedal (exact octave
duplication, mm. 126-129 of the first movement;
Ex. 3) shades the new figuration in the solo violin
part.

The cadenza-like development of the
dramatic A minor theme (from m. 141 of the first
movement) by the three soloists takes place
against the background of two French horns (Ex.
4).

Beethoven transforms the pedal according to
its purpose, the density of the musical material,
and the dynamics; he thus adjusts the pedal
very thoroughly. For example, the light pedal of
the strings at m. 204 adds a touch of mystery to
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the piano, but the pedal also acts as a crescendo
amplifier in sudden dynamic waves between the
piano and the forte (mm. 204-208), and is finally
transformed into an active element of the episode
(mm. 209-210) by stressing the sforzando (accent
duplication of syncopations to break down steady
metric pulsation) (Ex. 5). The spatial effect here is
enhanced thanks to duplication of the in-the-
orchestra (cellos and double basses) and out-
of-orchestra (piano) soloists. The duplication of
the piano’s low notes by the string instruments
creates strong accents, and the force of the
reverberation of the low notes, despite their short
duration, increases significantly. Stable pedals
can accentuate the soloists’ virtuosic figurative
display.

The bassoon pedal in mm. 268-272 (Ex. 6)
provides a different effect. It unites the solo
and orchestral instruments to avoid the sound
dispersion that might arise due to breaks and the
use of notes of short duration.

The first section of the development, with
its stunning cadenzas by the soloists, is the most
dramatic episode of the first movement, as the
soloists perform non-stop passages with sudden
shifts of key and leaps in pitch. This takes place
against a constant background of long pedal
notes in all the string instruments (from m. 277).
The pedal provides strong resistance to broken
chordsinthesolo parts; the stringsin the orchestra
sound neat, not intrusive, but it is obvious that if
one abandons them, the sonic volume of this
most dramatic episode of the first movement
would largely disappear, and the spatial effect
would weaken. Such episodes probably confirm
Steinberg’s opinion that Beethoven “just wants to
show the unexpected possibilities of material that
many people might find unpromising” (Steinberg
1998: 78). The intensity of the diminished seventh
chord, the unrestrained movement of continuous
triplets, and the unexpectedness of remote key
shifts are obviously examples of a masterful
transfiguration of the emotionally restrained and
seemingly ineffective themes of the exposition.
The first section of the development qualitatively
transforms the material in the presentation of the
soloists.One should also pay attention to the oboe
and the bassoon, with their half-measure motives
performed at a middle pitch as a specificanswer to
the ensemble of soloists. This means that not only
the soloists but also the orchestra are involved in



Example 3. 1, mm. 124-130.
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the process of development. The woodwinds play
piano constantly, their interjections are vague,
and the instruments are not always audible. The
wind timbre seems to be dissolved in the string
timbres, but it adds relief to the presentation by
creating a new layer with thematic intonation

r

and, as a result, by making the presentation more
sophisticated and refined. The woodwinds bring
a different colour to the performance as well. This
is an example of masterful orchestration, a well-
thought-out approach to each and every line in
the orchestra, with a new variant of the pedal,
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Example 3, continued
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used according to the aesthetic purposes of the
composer. See Ex. 7 for the beginning of the
episode (orchestration remains unchanged up to
m. 299).

One can also recall the double bass pedal in
the passage before the development (orchestral
tutti), or the horn and low strings pedal at
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the beginning of the recapitulation (@ pedal
combined with an orchestral crescendo). Such
diversity of form, density and timbre in pedals
testifies to Beethoven’s subtle sense of orchestral
colour and to the careful thoughtfulness of
orchestration. The latter aims not to separate
the orchestra from the soloists or to place them
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Example 3, continued
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in opposition, but to unite all the participants The fourth (after genre-defying, form-

harmoniously. Such an approach hasbeenalready  defying, and pedal) function of the orchestra in
discussed as an argument in favour of a features  the Concerto is as a background to the soloists
of a hybrid concerto: the style-defining function  (the pedal can be a background too, but the
of the Classical (by structure, list of instruments  latter appears in the Concerto in more forms). The
and their use) orchestra in the Concerto appears most common is the use of a repeated backdrop
through the Baroque-like concept of the genre. (one-note repetition). In this way, the composer
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Example 4. | mvt.,, mm. 141-144.

_"—”-'—._-_--__—___-__-_-_-—‘-‘-\—.\_\__
= 9 (8] I % ] |
Cor. :%9{3 5 ie i
S ——
oo P oo oo p e e E:ggzgé_}ii}#
)
V-no conc. :@‘)U
o 3 3 3 3 3 3 3 3
ey - - - -
A 3 5 3 3 Foooooos04e,,
o T e — p—r
Ve. conc. | (et ge = ==
~e) e T 3 3 3 3
- . . - ﬁ
f)
:é')n i y 3 = -
) AI -~
. ) =
Pianoforte
| .
f’: N — - /]
| -~ [
.‘. -
= f)
; 7 ; N
V- (s f £ - r T T
F= =
J el
V-ni Il [ &) | £ - £ T T
P ] ]
[ ]
; N
ve [Bee—1—— — {-
™ z o
P
0 2 I n 1
Ve.e Bassi |- : £ = £ J I I
< & \\_________/ﬁi—i—
P»

dialectically combines the stasis of repetition and
the dynamism of the developing musical material.
The repeated background (eight notes repeated
without a break) is, in most cases, played by the
violins; for example, at the beginning of a solo
exposition, when the violins “shade” the theme in
the cello solo presentation due to the continuous
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repetition of the same note (Ex. 8). An example
of development can be observed when the first
violins begin, and after three measures are joined
in unison by the second violins, condensing the
background, but without timbral transformation.
Apparently, the composer did not want to distract
thelistener from the violoncello solo, and any new
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colour in the orchestra would indeed distract.
The violas’ light syncopated accents sound only
during the soloist’s pauses, and thus fill in the
short breaks (although, of course, the violas do
not compete with the soloist).

Beethoven used in the first movement from
8 to 10 themes (according to different scholars),

which are quite close to one another. Researchers
have criticized the absence of “sufficient intrinsic
interest” (Dean 1971: 323), their similarity (C or G
major, dotted rhythm), and the absence of any
bright or distinctive melodic motives, all of which
create certain difficulties in their perception. To
some extent, reorchestration simplifies the task of
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Example 5.1, mm. 203-210.
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coping with the unusual similarity of all the themes
in the exposition. Beethoven repeated the same
orchestration as if at a distance, strengthening
not only its form-defining but also its expressive
functions. Therefore, this is an example not only
of repetition but also of slight transformation:

96 | Res Musica nr 13 /2021

p

Beethoven does not employ the second violins,
and a short viola counter-melody is performed, as
if complicating the presentation of the solo cello
with a polyphonic texture. However, the violas
sound more distinctively in the recapitulation.
Such changes may be due to Beethoven’s desire
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to develop the thematic material slightly. One can
compare the beginning of the solo exposition (Ex.
8) with its reorchestrated version (Ex. 9).

It is worth mentioning the light sustained
background (oboes and clarinets) in the first
episode of the finale (Ex. 10). The woodwinds are

barely audible against the piano passages (m. 80,
finale), but with the introduction of the violin
solo (m. 81) and a more transparent texture, the
woodwinds are also made more prominent. This
leads to the formation of subtle nuances, not only
in the density of the presentation, but also in
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Example 5, continued
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shades of colour. This type of background could, in
my opinion, best be described with the adjective
“shimmering” - a “shimmering background”.
Such orchestration compensates to some extent
for the lack of dramatic clashes in the Concerto,
clashes often expected from Beethoven'’s works.
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Conclusions

The orchestration of the Triple Concerto has
certain unique features when compared to
Beethoven’s other concertos. The first feature is
that the orchestral tuttis are shorter than usual.
This occurs in the orchestral exposition, which
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and thus combines the function of presentation
with the function of introduction (to the solo
exposition). The solo exposition is much longer,
more intense in development, and full of
dramatic collisions. The explanation for the short
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tutti is the presence of three soloists. Beethoven,
trying to avoid the growth of the movement to
an unreasonable length, was obliged to present
the material in the orchestra in a more abstract
manner. Robert Simpson points out that “[tlhe
Eroica sought the expansion of the symphonic
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Example 6., mm. 268-271.
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horizon; the expansive process in the Triple
Concerto was a subject of another, more physical
discipline, the accommodation of three soloists”
(Simpson 1996: 112). Recall, for example, the
second subject in the orchestral exposition
performed by the woodwinds, when the second
subject presentation seemingly breaks up
unexpectedly at the climax. However, the sudden
A flat major compensates for the break (Tovey’s
“purple patch”), the Neapolitan subdominant (IIL’)
in relation to G major.

The second feature of the orchestra’s
presentation is the absence of internal orchestral
soloists and the relative lack of attention given
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to alternations of timbre in the orchestra. In his
other concertos Beethoven repeatedly used in-
the-orchestra soloists, thus emphasizing the
presentation and giving it a noticeable timbral
and textural contrast. The following could be
pointed out as particularly striking examples:
the clarinet solo in the second movement of
the First Piano Concerto; the woodwind section
solo in the finale of the Second Piano Concerto;
the horn in the first movement and the timpani
in the finale of the Fifth Piano Concerto; and
the bassoon in the finale of the Violin Concerto.
Such a trait is absent in the Triple Concerto. The
likely reason is the risk of distracting the listener
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from the timbral diversity in the trio of soloists.
Therefore, unlike in Beethoven’s other concertos,
the exposition of the material in the orchestra is
much more homogeneous in terms of timbre.
This explains the frequent tutti. The contrasts in
the orchestral parts consist of rare alternations
between the string and woodwind instruments,
as, for example, at the end of the exposition in the
first movement.

The third feature of the orchestration in the
Triple Concerto is the less frequent occurrence of
dialogues between the orchestra and the soloists.
It cannot be said that such dialogues are absent;
one finds some examples in the coda of the first

movement or at the end of the first refrain in the
finale. However, they are not heard often, and this
proves the reliance on another, hybrid model of
the concerto which combines a Baroque concerto
grosso, a Classical solo concerto and a chamber
trio. This explains the infrequency of dialogues,
their short duration, and the uniqueness of
the solo group to embody the non-conflictual
coexistence of all the participants. The soloists,
especially in the cadenza-like episodes, compete
with each other against an orchestral pedal. The
orchestra, of course, can and sometimes does
get involved in these competitions. However,
unlike a concerto with one soloist, the interaction
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Example 7.1, mm. 277-281.

\

//"___-\"\.
~ v p— =
P Il F— - L
Oboe | = - - e - e
"4
. P o b J
Fagotto iji - - -
e | 3 ‘ﬁb! g
p Ere  , M s £ =2 SR 3
Veno EA T 1 oL oo T | I o ; ;
conc, PP~ ¢ SESS=Susris
’ cjf B - -5+ [ 3 —_— E Y
L ‘; E] - . .
- . -}
_ ba, RanfPRRE . o BEERS
Ve. ) S s == i —1 L o ——
z f|____J 3 3 ] * 3 3 3
F]
3 . .o e o
. Ty i s o
. ., e RAEEE E
o 1 | I Y oo |
{7~ = e I ' £ -
U r = 1 1
o) f 3 i 3
Pianoforte
3
ba . p—— ; 3
o T v 3 — =——1— T T ¥ —
1 .  ——a L = = -
] 0 O . - —
}5 3 o b? -'L 5 =
LA
i
V-nol a5 8] 8] L8}
o) = [ —
Je ofp
s
V-no Il || Hf -
A3V B
(3 -»>8 8 i
e e
Jp 7/
Viola ﬁ? t I
’ 1 = > >
- >
Ve |Eay:
¢ Basso ﬂ bo o o
= ‘ﬁ;‘““-——————“’”’

between the orchestra and the soloists takes a
different path: the orchestra “co-plays” with the
soloists rather than contradicting them, and thus
it should be treated as an unseparated part of the
“soloist’s society”.

The fourth feature of the Triple Concerto’s
orchestration is the use of pizzicato in the
orchestral strings, far more common here than
is the norm in Beethoven's other concertos.
In the orchestral works of the late eighteenth
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and early nineteenth centuries, this method
of sound articulation was not widespread. Of
course, it was not as exotic as col legno or the
single-string playing used by Nicold Paganini,
Henry Vieuxtemps, or Henryk Wieniawski in solo
works and later in orchestral literature. However,
pizzicato was rare in Beethoven’s works (recall
the single use in the Violin Concerto). In the
Triple Concerto, on the other hand, pizzicato
is employed (exclusively in piano) in the first
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movement and in the finale. Presumably, this can
be explained by two factors. The first, and more
significant, concerns the soloists: diversifying the
presentation with a special technique of sound
articulation (for example, in the first episode of
the finale).

The second reason, on the contrary, is more
related to the orchestra: the use of a technique
allowing the orchestra to be almost inaudible
at times so as to spotlight the soloists, while

never excluding it entirely from the musical
development. Recall, for example, the first
exposition of the refrain in the finale, where the
orchestral strings emphasize the weak beats,
barely audibly, with pizzicato chords. Pizzicato is
almost impossible to hear. One must listen very
carefully, because the orchestra is not heard
as much as it is perceived: currently quiet and
inconspicuous, but potentially powerful and
all-embracing. It is important that the orchestra
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Example 8.1, mm. 77-84.
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is not excluded from the presentation of the concerto concept (“to agree”, “to act together”, “to

material, but constantly takes an active part either
in the foreground (in the tutti episodes) or in the
shadow of the soloists (as here, playing pizzicato
and pianissimo).

The orchestra in the Triple Concerto is a crucial
style-defining factor, contributing elements of the
Baroque to a Classical concerto. Baroque origins
are manifested, first of all, at the level of the
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"o

cooperate”, “to coexistin harmony”) which, in turn,
explains the presence of three (and not a single)
soloists, the choice of violin, cello and piano (as
a harpsichord “substitute”), and the subordinate,
secondary role of the “accompanying” orchestra.
The features of a Classical concerto can be found
in the sonata form, in the constitution of the
orchestra and in the methods of presentation of
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Example 9.1, mm. 246-255.
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Example 10. I, mm. 80-83.
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the musical material as a whole. The low-level
contrast between the themes (Veinus emphasizes
that “the melodies of the first movement are
graciously co-operative rather than distractingly
self-assertive” (Veinus 1964: 148)) proves that
even the “Classical” sonata form, the brightest
typological feature of the early nineteenth-
century concerto, could be adapted to a Baroque
concerto concept. This effect is completely new
in Beethoven’s approach to the concerto genre,
and this is a unique example. Such an approach
gives us a kind of a genre-related hybrid which
is ambitious and very promising. One may recall
Johannes Brahms’s Second Piano Concerto, in
which Classical and Romantic approaches at the

~

level of form and orchestration appear, or George
Gershwin’s Piano Concerto in F, in which a synergy
of Classical music and jazz appears at the level of
melody, rhythm, and orchestration. It is worth
emphasizing that the orchestra plays a key role in
all these cases.

The orchestra in the Triple Concerto acts as a
genre-creating factor, which, in the unannounced
competition between a symphonic concerto
and a chamber trio, unequivocally sides with
the former, and a form-defining factor due to its
ability to mark the section boundaries of the form,
to act as a kind of introduction or summation.

Research into the Concerto should, of course,
be continued, because it is impossible to reveal
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Example 11. lll, mm. 68-75.
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Example 11, continued
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Example 11, continued
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Example 12. lll, mm. 76-79.
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the full range of issues related to the functions of
the orchestra and the orchestration of the work
in one paper. The Baroque scrim over Beethoven
might be considered in a broader context as
well. For example, the second movement of
Beethoven’s Piano Sonata in F major Op. 54,
with its unusual two-voice texture is probably
modelled on the two-voice fugue in E minor
from Bach’s WTC (in Bach, the melody descends,
whereas in Beethoven it ascends). One might
also think in this context of Beethoven’s C minor
Variations WoO 80, which have a “Baroque feel”
as well.

This article offers, nonetheless, the beginning
of the discussion, and hopes to have sparked
interest in an oft-neglected but fascinating
work, Beethoven’s Triple Concerto. A number of
features require further investigation, including
the unusual orchestration of the beginning of
the Concerto, the singular process of birth of the
main subject in the orchestra, the unexpected
combinations of orchestraand solo ensemble, and
the various manifestation of these innovations in
a number of concertos of the composers of the
nineteenth and twentieth centuries.
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Vadim Rakochi

Baroklikud elemendid ja orkestri spetsiifilised funktsioonid Beethoveni kolmikkontserdis
op. 56

Edim Rakochi

Ludwig van Beethoveni kontsert klaverile, viiulile, tsellole ja orkestrile op. 56 (kolmikkontsert) jaab
véljapoole uurimuse peavoolu tdendoliselt seepdrast, et vorreldes tema teiste teostega samas Zanris
on selle kontserdi kunstilisest kvaliteedist tavaks modelda kui keskpdrasest. Vastandlikud ja isegi
vasturadkivad arvamused kolmikkontserdi kohta, mis ulatuvad vaimustatud télgendustest tdrjuvateni,
rohutavad teose teatavat ebamadrasust ja samas selle kaheldamatut ainukordsust kdigi Beethoveni
kontsertide hulgas.

Selle artikli pohieesmark on uurida orkestri funktsioone kolmikkontserdis — eriti silmas pidades sellega
seostatavaid Zanre, kombinatsiooni soolokontserdist, concerto grosso'st ja kammertriost —, et maaratleda
orkestri rolli nende Zanride manifesteerumisel ja arutleda orkestri rolli Gle hibriidse kontserdimudeli
loomisel, milles on Gihendatud baroki ja klassitsismi stiilielemendid.

Téhelepanek, et kolmikkontsert Ghendab endas instrumentaalkontserdi ja klaveritrio jooni (vt.
nt. Roeder 1994: 195), on podhiosas Usna tdéene. Levi Hammer (2006: 6) leiab selles teoses mdned
baroklikud jooned, Moskovitz ja Todd (2017: 94) juhivad tdhelepanu kontserdi ja symphonie concertante
kombinatsioonile ning Larissa Kirillina (2007: 449) kasitab teost kui ,Zanrite kontrapunkti”. Kuid
siimfoonilise ja kammerliku péritolu tasakaalu hindamiseks pole seni kriteeriume. Kuidas kontserti ka
télgendada, on Usna ilmne, et kontserdiprintsiibi rakendamine néuab kahte poolt (mille vahel véib
valitsedaharmoonia, konflikt voitasakaal), sest just nende interaktsioon on tikskdik millise kontserdizanris
teose kontseptsioonis peamiselt madarav. lgasugune vai(s)tlus on muusikas véimatu, kui meil on vaid tiks
interpreet, sest tal puudub diskussioonipartner. See viib jarelduseni, et orkestri olemasolu on kontserdi
tekke eelduseks. Orkester toimib solisti(de) oponendina ja ainult tdnu sellele maaravale jéudude
ebavérdsusele Gksikinterpreedi ja esitajate kollektiivi vahel saab véimalikuks kontsert kui voi(s)tlus ja
voib-olla kui konflikt. Vottes need selgitused aluseks, on selge, et Beethoveni kolmikkontserdi primaarne
zanr on kontsert ja sekundaarne on trio, mitte vastupidi.

Beethoven kasitab kontserti op. 54 véga eriliselt baroklike osutuste kaudu, mis teeb sellest teosest
varase 19. sajandi Uhe koige ebatavalisema kompositsiooni. Seoses Beethoveni kolmikkontserdiga
peaksime radkima concertogrosso’like joonte ja barokk-kontserdi traditsioonide manifestatsioonist ning
kontserdiprintsiibi Gimbermotestamisest. Esimene baroki manifestatsioon kolmikkontserdis seisneb
kontserdiprintsiibi kehastumise viisis. 17. sajandi valtel oli kontserdizanri kontseptsioonis valdav kéigi
joudude harmooniline Gihendus. 18. sajandil tuli seoses instrumentaalkontserdi siinniga selgelt esile
voi(s)tluslik podhimoéte, mis domineeris 18. sajandi 16pus ja kogu 19. sajandi. Kolmikkontsert péhineb
solistigrupi ja orkestri pehmel kontrastil nagu tavaks varase 18. sajandi kontserdis, ja mitte voi(s)tlusel
nagu hilisema 18. sajandi omas.

Beethoveni ldahenemine orkestrile, mis ei vastandu solistidele ega voistle nendega tavaliselt, mangib
votmerolli baroklike joonte toomisel sellesse klassitsistlikku Beethoveni kontserti, varase 19. sajandi
kompositsiooni. Kolmikkontserdis ei vastandu orkester solistidele, vaid toimib neid liitva faktorina
tanu orkestri pidevale kasutusele taustal, vaevalt kuuldava harmoonilise foonina vdi omalaadse
helivdimendina. Selline orkestri allutatud roll tdhendab nihet jéudude tasakaalus, mille tulemusel
kontserdimudel teisenes.

Kontserdiprintsiibi imbermaotestamise korval tuleks valja tuua solistide valik kui teine argument
kolmikkontserdi barokse méjustatuse poolt. Solistide konfiguratsiooni juuri tuleks otsida triosonaadist
kahele viiulile ja basso continuo’le. Arvestades toika, et Viini klassikud ja eriti Beethoven olid Usna
tuttavad Georg Friedrich Handeli ooperite, oratooriumide ja kontsertidega, naib véimalik, et Beethoven
vottis solistigrupi triosarnase kontseptsiooni oma kolmikkontserdi eeskujuks.

Kolmas barokse osutuse pooltargument kolmikkontserdis on kolmikkontserdi Zanr ise. Antonio
Vivaldi ja Johann Sebastian Bach kasutasid korduvalt kolme véi isegi nelja solisti. Kuid klassitsismiajastu
heliloojad loobusid formaadist, mis ei eeldanud tugevaid kontraste. Kontserdizanri klassitsistlik
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kontseptsioon (selle juuri tuleks otsida ladinakeelsest moistest concertare ‘vdistlema’) vastandub
baroklikule (see péhineb sama verbi itaaliakeelsel tdhendusel ‘ndustuma’) ja voib selgitada, miks topelt-,
kolmik- ja nelikkontserdid polnud hilisel 18. sajandil ja varasel 19. sajandil moes. Ulalmainitud seisukoht ei
sea mingil moel kiisimargi alla kolmikkontserdi stiililist kuuluvust. Teos on barokk-kontserdist tdepoolest
vaga kaugel. Loppude I16puks kuulub kolmikkontsert muusikalise vormi (sonaadivorm), materjali esituse
(homofoonilis-harmooniline faktuur), instrumentatsiooni (puhkpillide kahene koosseis) seisukohast
selgelt Viini klassitsismi. Siiski nditab eelnev anallils orkestri keskset rolli barokk-kontserdi elementide
manifesteerumisel kolmikkontserdis.

Vo6ib delda, et lisaks stiili maaravale funktsioonile on orkestril ka vormi maarav funktsioon tanu tutti'de
rollile, mis markeerivad vormiosade piire. Orkestripedaali funktsioon on tihedalt seotud kontserdizanri
erilise kasitusega. Selles teoses orkester ei vdi(s)tle solistidega, vaid pigem teeb nendega koostd6d. Seega
sillutab orkestripedaalide erinevate vormide pidev rakendamine teed solistide ja orkestri sidususele
tanu nende pedaalide véimele pehmendada kontraste ja liita kdik erinevad instrumentaalpartiid. Veel
Uks orkestri funktsioon kolmikkontserdis on toimida taustana (ka eelnimetatud pedaal véib olla taust,
kuid viimane esineb kolmikkontserdis enamates vormides). Kdige levinum taustana toimimise viis on
repetitiivne foon (lihe noodi kordused). Sel viisil kombineerib helilooja dialektiliselt korduse staatika ja
muusikalise materjali arengu diinaamika.

Nende faktorite analiilis vilbb meid jargmiste jareldusteni. Kolmikkontserdi orkestratsioonil on
vorreldes teiste Beethoveni kontsertidega teatud unikaalsed jooned: (1) lihemad tutti'd, esitlemaks
materjali nii kompaktselt kui voimalik; (2) orkestrisiseste solistide puudumine ja vdiksem rohk
orkestrisisesel vaheldus(rikkus)el, et mitte juhtida kuulaja tdhelepanu kérvale solistide triolt, ning (3)
harvemad dialoogid orkestri ja solistide vahel, kuna solistid voistlevad enamasti Gksteisega. (4) Siiski on
koige ebatavalisem tunnus kolmikkontserdis orkester, mis on otsustav stiili mdarav faktor, tuues baroki
elemente klassitsistlikku kontserti ja seega luues hiibriidse kontserdimudeli.
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The High-Classical German Instrumental Style as the Foundation
of Anton Bruckner’s Thematic Designs

Edward Jurkowski

Abstract

Anton Bruckner’s symphonies have long been recognized as vital contributions to the canon of late-
Romantic western art music. Yet this body of work has not been without controversy. One frequent
criticism involves the vast length of his themes and the enormous size of each movement - features that
have often been attributed to Bruckner’s unremitting adulation of Wagner. Rather than situate Bruckner’s
art as a product of post-Wagnerian aesthetics, in this paper | argue that it is more profitable to examine
Bruckner’s melodic style as an expansion upon the instrumental themes of the high Classical German
style, paradigms formalized in William Caplin’s Classical Form (1998). By outlining the relationships
between the thematic material from Bruckner’s and Beethoven’s works, | show that the foundation of
Bruckner’s melodic style is more reactionary than has been acknowledged. More specifically, | show
that the themes from these works are enlarged - in Caplin’s terms, loosened - versions of Caplinian
theme types. Through the course of the discussion, | identify in Bruckner’s symphonies comparable
loosening techniques, suggesting stylistic conventions. | end with some remarks about further areas of
inquiry with respect to the relationship between the thematic construction and formal designs in other

symphonies by Bruckner.

Anton Bruckner’s symphonies have long been
recognized as vital contributions to the canon of
late-Romantic western art music. Yet this body
of work has not been without controversy. One
frequent criticism involves the vast length of his
themes and enormous size of each movement
- features that have associated with Bruckner’s
unremitting adulation of Richard Wagner.
Concomitantly, a prevalent assessment found
during Bruckner’s day was that the composer’s
music was formless, judgments found in reviews
by such varied critics as August Wilhelm Ambros,
Eduard Hanslick, Max Kalbeck, and Gustav Démke.
The latter’'s 1886 Viennese review of the seventh
symphony is not atypical: “Bruckner lacks the feel
for the primary elements of musical formal shape,
[but also] for the coherence of a series of melodic
and harmonic components parts.”?

Rather than situate Bruckner’s music within
the realm of post-Wagnerian aesthetics, in this
study | argue it is more profitable to comprehend
Bruckner’s melodic style as an expansion upon
the instrumental themes of the high Classical
German style, paradigms formalized in Caplin
1998. At first, it would seem Bruckner’s music

1

would be an incongruent body of literature to
associate with William E. Caplin’s theoretical
model - one that the author has primarily
used to comprehend late eighteenth-century
instrumental music. Yet as | explore below,
underlying the expansive length of Bruckner’s
thematic material is a refined logic that can be
reliably illustrated using Caplin’s model. | begin
with some examples from Ludvig van Beethoven,
a composer that features prominently in Caplin’s
theoretical treatise. While illustrative, the choice
of Beethoven is not accidental. As a touchstone
for nineteenth-century Viennese composers, it
would be typical for a broadly learned composer
as Bruckner to know Beethoven’s musicintimately.
For instance, Derek Watson (1975) describes
that Beethoven’s works were part of Bruckner’s
musical studies during his early years at Linz and
would have been very familiar with at least half
of the symphonies by no later than 1839, i.e., by
the age of seventeen.? Further, Beethoven, along
with Johann Sebastian Bach, Wolfgang Amadeus
Mozart, Franz Schubert, and contemporaries
such as Franz Liszt and Wagner remained close
to Bruckner throughout his life. Given Bruckner’s

For a summary of Bruckner’s relationship with Wagner and late 19th-century Wagnerian politics, see Notley 1997.

2 Domke, Gustav, Wiener Abendpost, 30 March 1886; citation appears in Korstvedt 2004: 170.
3 Foranother perspective of Beethoven’s influence on Bruckner, see chapter 5 from Horton 2004.
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knowledge of and penchant for this repertoire,
it does not seem unreasonable to assume that,
on some level, he would employ elements
from this music in his own compositional work.
William Carragan (2017), for one, has studied
Beethoven’s influence on the three-themed
exposition in Bruckner’s sonata designs. | then
turn to Bruckner’'s work and illustrate how Caplin’s
theoretical model can explicate the logic of
their design. For comparison, | will examine the
main themes from seven various movements of
Bruckner’s symphonies. | end with some remarks
about further areas of inquiry with respect to the
relationship between the thematic construction
and formal designs in other symphonies by
Bruckner.

In essence, Caplin conceptualizes form as a
recursive system of formal functions. For instance,
a piece in sonata form design consists of three
large-scale functions - exposition, development,
and recapitulation. However, each of these
functions itself contains a series of functions.
Continuing with sonata form, an exposition
contains a main theme, transition, subordinate
theme, and codetta function. And as Caplin
has written extensively, themes themselves are
constructed from constituent functions - as
an illustration, the main theme function of our
imagined sonata movement might be a sentence,
containing presentation, continuation, and
cadential functions.*

At the basis of Caplin’s theory is that Classical
themes are generated by the systematic ordered
compilation of component functions. Themes
typically are paradigmatically eight measures in
length. At the heart of any theme is the “basic
idea” (hereafter, “Bl") — in essence, a two-measure
cell that contains a characteristic melodic,
harmonic, rhythmic, and dynamic motive. An
exhaustive survey of Caplin’s various categories of

themes is beyond the scope of the present study;
however, page 63 in Caplin 1998 contains a useful
summary.> Before we begin to explore some
examples, let me state the obvious — namely,
that there are likely as many non-eight-measured
as there are eight-measured Classical themes.
However, these variants alter in some way our
expectation of a functional component within
a normative eight-measure archetype. Further,
themes that are multiples of eight measures
are prevalent: for instance, a sixteen-measure
period may be designed with antecedent and
consequent phrases that are either a sentence or
hybrid-type of theme.®

As means of departure to this study, let us
look at four examples of Caplinian theme types
using the thematic material from Beethoven’s
symphonies.” Example 1 contains the main
theme from the first movement of the fifth
symphony. It is a model sentence: a BI, with its
characteristic rhythmic motive and harmony
asserting the tonic, is immediately followed by a
second BI, formulating a “presentation phrase.”
The repetition of the Bl is on the dominant, a
category of repetition Caplin refers as “statement/
response.”® The second half of the theme -
Caplin’s term for the latter half of a sentence is
the “continuation phrase” - incorporates two
functions: a continuation function - one might
appropriately view this as the area for some type
of development process - followed by a cadential
function. Note that sixteen notated measures in
the excerpt equal eight real measures. By contrast,
an eight-measure theme placed within an
extremely slow tempo can encompass only four
notated measures. Simply put, tempo can affect
the number of notated measures that constitute
an eight-measure paradigmatic theme.

Example 2 illustrates the opening theme of
the third movement from the eighth symphony,
displaying a traditional period theme type.

Along with Caplin (1998), Caplin, Hepokoski, Webster (2009) and Caplin (2013) contain useful summaries of formal

4
function theory.

5 Chapters 3, 4, and 5 of Caplin 1998 contain extensive discussion about sentence, period, and hybrid theme types,
respectively.

6 Chapter five from Caplin 1998 contains a survey of such large-scale themes.

7" For ease of reading all orchestral excerpts will appear in piano reductions: the Beethoven reductions are by Franz Liszt;

. all but one of the Bruckner reductions are by August Stradal, by many accounts Liszt’s greatest pupil.

Caplin identifies three categories of repetition for the presentation phrase of a sentence: exact repetition, repetition on

the dominant (labeled “statement/response”), and a catch-all third category, sequential repetition, for repetition on any

other scale degree. See Caplin 1998: 39.
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Example 1. L. Beethoven/Liszt: Symphony No. 5, Mov. 1, mm. 5-21.

(Opening Motive)

Main Theme = Sentence
Presentation Phrase
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Distinctive here is the antecedent phrase’s two-
measure Bl that is followed by a two-measure
contrasting idea (hereafter, “Cl"). By definition, a
weak cadence, typically a Half Cadence (HC), must
appear in m. 4; a repetition of both the Bl and CI
leads to a stronger Perfect Authentic Cadence
(PAC), rounding off the consequent phrase.

A hybrid related to a period can be witnessed
in the main theme of the first movement of
the seventh symphony, shown in Example 3°
Caplin (1998) views these eight measures as the
“A" section of a small ternary (mm. 67-96), the
entirety of which constitutes the main theme.”®
Like the prior example, a Bl is followed by a Cl;
the BI/Cl complex repeats itself and ends with a

PAC. Caplin makes a distinction between a period
and a hybrid such as the current example by the
nature of the cadence found at the end of the Cl
of the first BI/Cl complex. More specifically, the
distinguishing feature between the BI/Cl complex
here and the antecedent phrase of a period is the
absence of a cadence in m. 4, generating what
Caplin terms a “Compound Basic Idea” (hereafter,
CBI).M

As noted above, there are many themes that
do not conform to the expectations of an eight-
measure, in Caplin’s terms, “tight-knit,” theme -
and are, instead, “loosened.” Since these labels are
essential to the ensuing discussion, let us pause for
a moment and briefly characterize the descriptive

° Caplin refers to this category of hybrid theme as a Hybrid-4. Chapter 5 from Caplin 1998 explores these categories of

hybrid theme types.
10 see Example 6.9 from Caplin 1998.

M See Caplin 1998: 61 for a detailed explanation of a Compound Basic Idea.
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Example 2. L. Beethoven/Liszt: Symphony No. 8, Mov. 3, mm. 3-10.

Main Theme = Period
(Intro) An lsticcdcn t Phrase
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Example 3. L. Beethoven/Liszt: Symphony No. 7, Mov. 1, mm. 67-74.
(Intro) Main Theme = Caplin Hybrid-4
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terms tight-knit and loose-knit. Caplin’s definition
of tight-knit identifies “a formal organization
characterized by the use of conventional theme-
types, harmonic-tonal stability, a symmetrical
grouping structure, form-functional efficiency,
and a unity of melodic-motivic material.” (Caplin
1998: 257). Conversely, loose-knit is a “formal
organization characterized by the use of non-
conventional thematic structures, harmonic-
tonal instability (i.e., modulation, chromaticism),
an asymmetrical grouping structure, phrase-
structural extension and expansion, form-
functional redundancy, and a diversity of melodic-
motivic material.” (Ibid.). There are three crucial
points to make here. First, no one characteristic
is less valuable than the other; said differently,
a theme possessing one loosening attribute is
not necessarily more or less tight-knit than a
second theme possessing a different loosening
characteristic. Second, these loosening features
need not work in isolation; in fact, different
characteristics frequently work in tandem. Third,
it is important to recognize that looseness is not
a pejorative term; rather, it describes deviations
from the normative expectations of a given style.

As illustration of a loose-knit theme, consider
the main theme from the first movement of the
first symphony, shown in Example 4. Underlying
this twenty-one-measure theme is a sixteen-
measure enlarged sentence - that is, an eight-
measure presentation phrase consisting of a
four-measure CBI that is repeated, followed by an
eight-measure continuation phrase containing
both continuation and cadential functions. Here,
Beethoven's theme is loosened in four ways.
First, instead of a two-measure Bl followed by a
two-measure Cl, the Bl is itself expanded to four
measures, generating a six-measure CBI. The six-
measure CBI is repeated via sequential repetition
with a focus on D-minor. In short, a normative
eight-measure presentation phrase is loosened
through expansion to twelve measures. Second,
the four-measure expanded Bl and two-measure
Cl generates an asymmetry to the CBI, which
normatively is a two-plus-two design. Third, rather
than the continuation and cadential functions
appearing successively in the continuation phrase,
here both functions appear at the same timein the

Edward Jurkowski

continuation phrase, forging what Caplin terms
an “Expanded Cadential Progression” (ECP)."?
Finally, as the result of the loosening elements in
the presentation and continuation phrases, the
asymmetrical twelve- plus nine-measure design
disrupts the archetypical symmetry of two eight-
measure phrases.

With illustrations of four Caplinian theme
types, let us now turn to a few examples of how
Caplin’s model can explicate the underlying
design of a Brucknerian theme; we begin with
the third movement from his seventh symphony.
Example 5 is the initial “A” portion of the ternary
designed scherzo (the movement itself is a
ternary design - i.e., a scherzo-trio-scherzo). The
eighty-nine measures are quintessential Bruckner:
extensive motivic repetition, presented in an
aggressive, motoric rhythmic style with many
sequential passages. As my analysis suggests,
these measures underscore a large compound
sentence theme type. Here, the presentation is a
compound basic idea (Bl followed by a Cl), which
asserts the tonic A minor and repeats exactly.
However, the presentation function is loosened
by the sequential repetitions of the second Cl.
The continuation portion of the theme begins
in m. 29, signaled by the change in dynamic
level (the abrupt piano from the forte in the
preceding measures) and return to the motivic
material from the Bl. Two model/sequences
follow. The first, mm. 29-40, contains three, four-
measure units connected by the rising chromatic
sequential material. Interestingly, fragmentation,
a compositional technique typically used to
identify the outset of a continuation function is
not associated with this first model/sequence, but
only with the second beginning in m. 41, which
introduces two-measure units that drive towards
the cadential 6/4 harmony in m. 53 using one-
measure fragments derived from this second
model/sequence. Delaying fragmentation in the
continuation phrase until after the statement of a
model/sequence is one compositional technique
Caplin (1998) identifies to loosen a continuation
function.” It is a strategy we will observe in other
Bruckner themes.

In short, the “A” section of the scherzo
is closely modeled after a classical scherzo:

12 For discussion about the Extended Cadential Progression, see Caplin 1998: 61 and 254.
13 Caplin (1998: 99-101) discusses model/sequence preceding fragmentation as a particular loosening strategy in a

continuation phrase.
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Example 4. L. Beethoven/Liszt: Symphony No. 1, Mov. 1, mm. 13-33.

Main Theme = Compound Sentence
Presentation Phrase
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underlying these eighty-nine measures is a
large sentence theme type, a design typically
found in similar-styled High-Classical Viennese
movements, albeit smaller in scope. However,
here every aspect of this sentence theme is
expanded and loosened, including the twenty-
one measures that articulate the minor mediant
harmony of the codetta function. Further, what
upon first hearing may seem like a colorful series
of sequential harmonies in fact plays a vital role
as a developmental process within the theme’s
continuation function.

While an enlarged sentence is a frequently
encountered foundation for the “A” section of
Bruckner’s various scherzi, occasionally other
strategies are employed. Consider, for instance,
how an asymmetrical period forges the design
of the opening “A” section, mm. 1-48, from the
second symphony'’s third movement scherzo (see
Example 6). To begin, the underlying structure is
a sixteen-measure period, where the constituent
antecedent and consequent phrases are eight-
measure sentences.' Here, the antecedent phrase
is a twelve-measure sentence: following the four-
measure presentation function (the presentation
contains a statement/response design) is an
enlarged continuation phrase loosened by the
expanded cadential function. More significant,
though, is the loosened consequent phrase,
a thirty-six-measure expanded sentence. The
phrase is loosened by a third statement of the
Bl in m. 17, which is itself expanded, and then
subsequently followed by enlarged continuation
and cadential functions. Note the PAC articulating
the minor dominant in m. 48 that concludes this
theme; this modulating period is altered in the
recapitulation, where the PAC articulates the
tonic C minor.

The two Bruckner examples illustrate how
enlarged themes correspond with a high-level
formal function - that is, the formal unit of a
movement. Let us now turn to a lower-level formal
function, one corresponding with a portion of a
formal section - and, specifically, the main theme
of a sonata design. As a first example, consider the
main theme from the final movement of the first
symphony, shown in Example 7. Here we find a
relatively tight-knit eight-measure sentence: an
initial two-measure Bl is repeated exactly (albeit
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with some minor surface variants), leading to a
two-measure continuation function, followed
with a two-measure cadential function that
ends the theme on a half cadence. The cadential
dominant harmony in m. 8 dramatically dissipates
in dynamic level and rhythmic energy, and over
the span of the following fourteen measures there
is a gradual increase in these two parameters,
segueing to the transition beginning in m. 23,
which leads to the subordinate theme at m. 42.
To sum, this is a relatively tight-knit theme, whose
expanded length of twenty-two measures can be
understood by the substantial loosening of the
cadential function.

As a next illustration, consider the main
theme from the final movement of the seventh
symphony, shown in Example 8. In essence, the
theme is an eight-measure sentence slightly en-
larged into a nine-measure theme via a couple of
interesting ways. The presentation phrase begins
conventionally with a two-measure Bl that asserts
the tonic E Major. A sequential repetition of the
Bl shifts the harmonic focus to VI. Things become
interesting in m. 4 - specifically, fragmentation
and a model/sequence begin before the tempo-
ral conclusion of the second statement of the BI,
generating a type of functional elision, explicat-
ing the expansion of the continuation function.
Finally, the theme ends with a clearly articulated
A-Flat Major via a PAC, appreciably loosening the
theme’s initial tonal focus of E Major. The choice
of harmony is noteworthy: the transition begins
in m. 10 with the dominant harmony of B Major,
and over the course of the ensuing twenty-four
measures, orients itself towards A-Flat harmony
via a series of harmonies related chromatically,
the harmonic focus of the subordinate theme
beginning at m. 35.

Example 9 presents the main theme from
the first movement of the fifth symphony (the
exposition follows the extensive introduction in
mm. 1-50). Underlying this theme is a sixteen-
measure enlarged sentence. Here, the scope
of the presentation aligns with conventional
classical design - i.e., a 4-measure CBI (a two-
measure Bl and Cl) that is repeated sequentially
in the relative major. By contrast, the continuation
phrase is considerably loosened, primarily
through two model/sequence elements, both of

4 See Caplin 1998: 65-69 for a survey of compound period strategies.
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Example 5. A. Bruckner/Hynais: Symphony No. 7, Mov. 3, mm. 1-89.

Part A = Compound Sentence
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The High-Classical German Instrumental Style as the Foundation of Anton Bruckner’s Thematic Designs

Example 6. A. Bruckner/Stradal: Symphony No. 2, Mov. 3, mm. 1-48.

Part A = Period
Antecedent Phrase = Sentence

Missig schnell. ) (Continuation function)
BI BI repeated (on Dominant)
; "h‘ - . " ' T ] 't
e e
it '_ - . —l | - _' Ir —
o ¥

..I I i‘ :&'I—'l—"‘: j i: - -

(Cadential function) .
) J 4 ke
R _f’l'lil- R )
SopLEr aFoFof aflefuEr
E= EESSSS =
| !

;jﬁ SE=ar=—ci==—1:
1 T T I
| & i_L ad *

Consequent Phrase I V)

BI repeated
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Example 6, continued
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Example 7. A. Bruckner/Stradal: Symphony No. 1, Mov. 4, mm. 1-8.

Main Theme = Sentence

Presentation Phrase . | BI d
Bewegt und feurig. (s - 120) Iepeate

: 4—”.—_—_\\ = oo
Bl > 28 » # .4 T E W2

L]

o - _ e e
S%ﬁ&_ —— as = '—_‘_;ﬁl : S e F— E=T=
- = y
I o - ol f‘lf - . =
)-CF?}L" = = = - ‘E:.t:'.:':?"-— e P
e - — n e 1. ; =1 % B
oy 2 %ﬁ =

Continuation phrase

es 2EERee aPe,

— ——— T"F__‘\

Example 8. A. Bruckner/Hynais: Symphony No. 7, Mov. 4, mm. 1-9.

Main Theme = Sentence
Presentation Phrase Model
BI BI repeated ode Sequence

Frag

PP (estimme) § —

] g

1
o P;l - . - . i g
I
Sequence (Cadence)

2 bg'Z B
=

Continuation Phrase

L1 1R
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which contain extensive fragmentation, and an
enlarged cadential function. Once again a model/
sequence initiates the continuation phrase and
appears distinct from fragmentation, which
emerges later in the theme, generating a loose-
knit quality to this portion of the phrase by this
criterion. In short, the initial portion of the theme
is tight-knit, but the continuation and cadential
functions enlarge the theme from the expectation
of sixteen to twenty-four measures. Finally, the
asymmetry of a presentation/continuation phrase
design of eight vs. sixteen measures generates an
overall loose-knit quality to the theme.

Let us now turn to the main theme from the
first movement of the sixth symphony, seen in
Example 10. Like the prior example, an enlarged
sixteen-measure sentence underlies the theme’s
design of the twenty-two measures (a two-
measure introduction precedes the onset of the
main theme). The presentation portion of the
theme in this case, though, is slightly loosened:
the two-measure Cl of the CBI is repeated in
each instance, expanding the presentation
into a twelve-measure phrase rather than its
normative eight measures. Analogous with
the expansion of the Bl from Beethoven's first
symphony in Example 4, here the repetition of
the Cl generates an asymmetry in the CBI - a two-
plus-four construct rather than the normative
two-plus-two. As contrast, the remainder of the
theme is enlarged from eight measures to ten:
specifically, the continuation portion contains
one model/sequence pattern leading to the
cadential arrival on the dominant in m. 21, which
extends this harmony for three measures until
m. 24. Once again, the asymmetry of a twelve-
measure presentation phrase placed against a
ten-measure continuation phrase engenders a
subtle looseness to the theme overall.

As a final illustration, Example 11 displays the
main theme from the first movement of the eighth
symphony. Once again, an enlarged sixteen-
measure sentence serves as the foundation for
the twenty-measure theme (the opening two
measures serve as introductory material). The
presentation phrase is intriguing. The opening
CBI consists of a BI articulating a iv harmony,
which is responded by the Cl confirming its
dominant. In the sequential repetition of the CBI,

Edward Jurkowski

the Il harmony of the Bl is answered with a minor
mode version of its iv harmony. Although the next
eight measures contain the melodic and rhythmic
material that maintain the rhetorical gestures
of the preceding CBIs, | interpret the model/
sequence in m. 9 initiating the continuation
phrase. Further, the harmonic material is unstable
and consists of a series of chromatic harmonies
linked by common tones. The underlying strategy
is found in the bass: the C-Flat of the A-Flat minor
harmony in m. 8 is reinterpreted as B-natural and
chromatically rises over the next eight measures
to arrive as the third of the G-Major dominant
harmony in m. 16, initiating the cadential function,
leading to the implied PAC in m. 20.

I will have more to say about these first move-
ment main themes shortly. For now, though,
let us turn our attention to the transitions that
follow the latter five themes we have examined.
Returning to Examples 7 through 11, in four in-
stances the transition to the subordinate theme
repeats the opening material in similar format at
a louder dynamic and thicker texture (the excep-
tion is the main theme from the final movement
of the Symphony no. 7). In their writings, James
Hepokoski and Warren Darcy refer to such a tran-
sitional strategy as a “Dissolving Consequent.”"
The repetition of the opening presentation
initially suggests a large-scale antecedent/con-
sequent structure. However, the continuation
portion of this consequent veers from the design
of the main theme, ultimately evoking the respec-
tive modulation to the subordinate key area.

Figure 1 lists the theme type of the main
themes and the transitional strategies from the
first movements of Bruckner’s nine numbered
symphonies, plus the early “Null” D minor
symphony. Clearly, interesting patterns emerge.
In six of the ten symphonies, the main theme is
an enlarged compound sentence. The remaining
four symphonies are enlarged hybrid-3 themes -
in Caplin’s terms, a theme that begins with a CBI
complex and is followed by a continuation phrase.
In short, either a sentence, or some sentential-like
design underlies the first-movement main themes
in all Bruckner's symphonies. The transitions are
also remarkable: all but two are of the dissolving
consequent type. The fourth symphony contains
new melodic material but utilizes a rhythmic

5 The dissolving consequent transition is discussed in Hepokoski, Darcy 2006: 101-111.
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Example 9. A. Bruckner/Stradal: Symphony No. 5, Mov. 1, mm. 55-78.

Main Theme = Compound Sentence
Presentation Phrase
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Model 2 S ]uence ﬁ ﬁ (Cadential function)
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Figure 1. Design of Main Themes and Transitions in the First Movements of A. Bruckner’s Symphonies.

Symphony
“Null”
1(1885/86)
2(1877)
3(1889)

4 (1874)

5

6

7
8(1890)

9

Main Theme Category MT measure nos.

Sentence
H3 (CBI + continuation)
H3 (CBI + continuation)
H3 (CBI + continuation)
Sentence

Sentence
Sentence
Sentence
Sentence

H3 (CBI + continuation)

1-16
1-27
1-25
1-67
1-51

51-78
1-24
1-24
1-22
1-75

Dissolving Consequent (abridged)
Dissolving Consequent (abridged)

Transition Category
Dissolving Consequent
Dissolving Consequent

Transition based upon

final motivic idea from MT

Dissolving Consequent
Dissolving Consequent
Dissolving Consequent
Dissolving Consequent

Transition based upon
new melodic material

Tr measure nos.
17-32
28-45
25-62

68-100
52-70

79-100
25-48
25-50
23-50
76-96
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Example 10. A. Bruckner/Stradal: Symphony No. 6, Mov. 1, mm. 1-24.

Maestoso  (1niro)

4sy P PEEEe prde 2 prppee pede
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2 g
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Example 10, continued

Continuation Phrase

Sequence
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-~ o -~
H = SRR ST
|5
rPp
= I @ T L™
o =i =1 I 1 - i ===
V—
Transition = Dissolving Consequent
A A
= h hca k »~ ' » o )
% o : ’] L3 d y T 'Ll EL T Eﬁ
1 - i 'l d -
o - - B A B
= |
- > " z = Y v S i BB i o |
e .t -!_ i ﬁ o IrJ Fil L L
_t;—j b i VS

Res Musica nr 13 /2021 | 131



The High-Classical German Instrumental Style as the Foundation of Anton Bruckner’s Thematic Designs

Example 11. A. Bruckner/Stradal: Symphony No. 8, Mov. 1, mm. 1-20.

Main Theme = Compound Sentence

(Introduction) Presentation Phrase
CBI
Allegro moderato. Bl
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Example 11, continued
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motive from the cadential portion of the main
theme. In fact, it is only the ninth symphony
that contains a truly different thematic/rhythmic
character in the transition. It should be noted that
not only does the ninth symphony contain the
shortest of any of these transitions, but likely as
compensation for this short transition, its main
theme is also the longest of any of these ten
symphonies - seventy-five measures in total.

A major premise of this paper has been to illustrate
the foundation of Bruckner’s melodic style is not
an unending, formless series of melodies; rather,
by using Caplinian theme types as the basis for
the above analyses, the underlying design of
Bruckner's melodies is highly rationalized, but
more reactionary than has been acknowledged.
More specifically, we have seen the themes from
these works are loosened versions of Caplinian
theme types that can be traced to paradigms
found in the thematic strategies of High-Classical
instrumental music. Further, through the course
of this study, | have identified in Bruckner's
symphonies comparable thematic designs and
loosening techniques in the works we have
explored, suggesting stylistic conventions. | end

(Tmplied PAC)

C.B. T. g
Celli.
Contrabassi. @

this study with suggestions for further areas on
inquiry.

First, as Darcy (1997) has discussed, one
fascinating aspect of Bruckner's symphonies
is their rotational organization. In addition,
Caplin (1998) has observed the consistent use
of modular model/sequence practice in various
theme types, as well as the core areas of a
development from a High-Classical sonata.'®
Since, model/sequence plays such a characteristic
role in Bruckner’s themes - for instance, we
have observed how model/sequence appears as
the initial compositional technique following a
presentation phrase, regardless of whether it is
accompanied with fragmentation - it would be
pertinent to study the evolving role of model/
sequence activity within the various themes from
each rotation.

As we have seen in this study, the typical
Brucknerian theme is a loosened version of some
Classical theme type. Yet there can be various
degrees of looseness. As a simple illustration,
one theme may contain two different loosening
strategies while another theme may contain
five different strategies. Another area of inquiry,
then, would be to compare the degrees of
looseness between the typical three-themes

16 See chapter 10 from Caplin 1998 for discussion about this topic.
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from an exposition, in order to generate some
hermeneutic narrative across both an exposition
and any subsequent rotation within a movement.
Further, such an interpretation might elicit
interesting comparison with other scholars
who have examined the dynamic qualities of
Bruckner’s music. Ernst Kurth is an obvious
starting point here.””

Finally, there is the issue of multiple versions
of these symphonies, one of the more challenging
areas of Bruckner scholarship. To give some sense
of the challenge at play, during Bruckner’s lifetime
alone there were twenty-one different versions of
these ten symphonies; and by 1925 there were
another ten performing editions, generated by
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Klassikalise instrumentaalmuusika stiil Anton Bruckneri teemade vormilise alusena
Edward Jurkowski

Anton Bruckneri siimfooniaid on pikka aega peetud hilisromantilise Idane kunstmuusika kaanoni oluliseks
esindajaks. Samas ei ole need teosed vabad vastuoludest. Sageli kritiseeritakse helilooja teemade ning
teoseosade ebatavalist pikkust, mida peetakse Bruckneri plsiva Wagneri-imetluse tagajarjeks. Bruckneri
eluajal valitses arusaam tema teoste vormitusest ja sellist hinnangut kohtab paljude erinevate kriitikute,
nditeks August Wilhelm Ambrise, Eduard Hanslicki, Max Kalbecki ja Gustav Domke kirjutistes.

Selle asemel, et paigutada Bruckneri muusika postwagneriaanliku esteetika konteksti, on minu
arvates palju tulemuslikum kasitleda helilooja kompositsioonistiili William Caplini 1998. aastal
formaliseeritud korgklassikalisele instrumentaalmuusikale iseloomulike teematiilipide valgusel.
Esmapilgul voib tunduda, et Bruckneri muusika ei peegelda Caplini teoreetilisi mudeleid, mida ta
kasutas eelkdige hilise 18. sajandi instrumentaalmuusika analiilisimiseks. Samas peitub Bruckneri pikalt
valjaarendatud teemade taga ka omalaadne rafineeritud loogika, mis véimaldab neid Caplini mudelitega
usutavalt seostada. Ma alustan paari nditega Ludwig van Beethoveni loomingust, mida Caplin oma
teoreetilises to6s palju kasitleb. Kuigi vaid illustreerivad, ei ole Beethoveni naited juhuslikud. 19. sajandil
Viinis tegutsenud ja seal hariduse saanud helilooja jaoks nagu Bruckner oli Beethoveni loomingu stigav
tundmine enesestmoistetav. Arvestades Bruckneri teadmisi ja siimpaatiat sedalaadi repertuaari vastu,
ei ole p6éhjendamatu oletada, et mingil tasandil kasutas ta beethovenlikke elemente ka oma muusikas.
Seejarel kasitlen Bruckneri teoseid ja nditan, kuidas Caplini mudelid vdimaldavad esile tuua nende
vormiloogika. Vérdlemise eesmargil anallisin seitsme eri teoseosa peateemasid.

Kasitluse lahtekohana vaatlen ma Caplini nelja teematiilpi Beethoveni siimfooniate temaatilise
materjali péhjal. Ndide 1 on peateema helilooja 5. simfoonia esimesest osast, mis vormiliselt esindab
suurt lauset. Ndide 2 illustreerib 8. simfoonia kolmanda osa avateemat ja esindab vormiliselt perioodi.
Perioodiga lahedalt seotud hiibriidteema avaldub 7. simfoonia esimeses osa peateemana ning on ara
toodud naites 3. Lopetuseks on ndites 4 illustreerimise eesmargil dra toodud arendatuma struktuuriga
21 takti hélmav 1. simfoonia esimese osa peateema, mis on 16-taktilise lause laiendatud variant.

Olles toonud naited Caplini nelja teematuilbi kohta, nditan, kuidas tema mudelid véivad olla abiks
Bruckneri teemade vormilise struktuuri méistmisel. Naide 5 on 7. siimfoonia kolmanda osa kolmeosalises
vormis komponeeritud Scherzo esimene (A) alaosa (kogu osa tervikuna on samuti kolmeosalise
struktuuriga, Scherzo-Trio-Scherzo). Mittekvadraatne periood on ka 2. simfoonia kolmanda osa Scherzo
esimese alaosa (taktid 1-48) vormiks, vt. ndidet 6.

Nimetatud kaks ndidet demonstreerivad, kuidas laiendatud teemad vastavad vormistruktuuri
slivatasandi funktsioonidele, s.t. kasitletava teoseosa vastavatele vormilksustele tervikuna. Edasi
kasitlen ma aga vormifunktsioonide avaldumist vormi madalamal tasandil, tdpsemalt mingi vormiosa,
antud juhul méne sonaadivormi peateemat moodustava alaosa puhul. Esimese nditena vaatlen ma 1.
siimfoonia finaali peateemat, mis on adra toodud naites 7. See on vordlemisi klassikaline kaheksataktiline
suur lause. Jargmise juhtumina kasitlen ma 7. simfoonia finaali peateemat, mis on &ra toodud
ndites 8. Tegemist on kaheksataktilise suure lausega, mis on laiendatud Uheksataktiliseks teemaks.
Naites 9 demonstreerin ma 5. siimfoonia esimese osa peateemat (ekspositsioonile eelneb siin ulatuslik
sissejuhatus taktides 1-50). Selle teema vormiliseks mudeliks on 16-taktiline laiendatud lause.

Siis vaatlen ma naites 10 dra toodud 6. siimfoonia esimese osa peateemat, mille 22 takti on 16-taktilise
lause laiendatud variant. Selle esitusosa (presentation) lahkneb siiski pisut konventsionaalsest esitusest.
Viimase, 11. nditena toon ma 8. siimfoonia esimese osa peateema. Analoogiliselt voib ka siin vaadelda
20-taktist teemat 16-taktise lause laiendatud variandina.

Naidetes 7-11 pbhineb sidepartii neljal korral peateema materjali kordusel, mis kélab niid valjemalt
ja taisorkestri esituses (erandiks on 7. simfoonia finaali peateema). Tegemist on vormilise strateegiaga,
millele James Hepokoski ja Warren Darcy viitavad kui ,hajuvale jarellausele”. Selle puhul ndib peateema

! ,Hajuva jérellausena” komponeeritud sidepartiid on kasitlenud Hepokoski ja Darcy (2006: 101-111).
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suures ulatuses kordamine sidepartii alguses viitavat perioodilisele, s.t. eel- ja jarellausest moodustuvale
struktuurile. Perioodiline struktuur aga ei realiseeru, sest oletatava liitperioodi jarellause (consequent)
teine pool (continuation) halbib peateema struktuurist ning paadib 16puks hoopis modulatsiooniga
korvalhelistikku.

Joonis 1 reastab Bruckneri Giheksa siimfoonia (ja lisaks ka varase d-moll, nn. nullsiimfoonia) esimeste
osade peateema tiilibid ja sidepartiis kasutatavad vormilised strateegiad. Siin ilmnevad selgelt huvitavad
jooned. Kuues siimfoonias kiimnest avaldub peateema liitlausena (compound sentence, 16-measure
sentence). Ulejaanud siimfooniad esindavad laiendatud Caplini hiibriidi nr. 3. Kokkuvétlikult saab
Oelda, et koigi Bruckneri teoste esimeste osade peateemasid esindavad kas laused véi lausesarnased
hibriidteemad. Sidepartiid on samuti markimisvdarsed: kahe erandiga esindavad need kéik hajuva
jarellause tuupi.

Selle artikli peamiseks eesmargiks on ndidata, et Bruckneri teemade stiil ei viljendu I6pmatute ja
vormitute meloodiate jargnevusena. Kasutades Caplini kirjeldatud teematiiiipe, saab viita, et Bruckneri
teemade vormiline alus on ratsionaalne, kuigi need eemalduvad ménikord klassikalistest mudelitest
suhteliselt kaugele. Tapsemalt voib Bruckneri teemasid kasitada Caplini kdrgklassikaliste teematiipide
vabamate variantidena. Selles kasitluses vaadeldakse Bruckneri teemade vormi ja seda, kuidas klassikalisi
konventsioone vastustatakse ka stiililist konteksti silmas pidades.
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Eesti emakeel ja koraaliviiside riitm!

Eerik J&ks

Abstract

It seems to be believed that rhythmic chorales could bring more freshness and momentum to hymn
singing in the Estonian language than isometric chorales. This study examines how the replacing of
isometric chorales with rhythmic chorales fits with the rhythm of Estonian, and whether there could be
alternative ways to sing more vigorously besides restoring the rhythm of the presumably original German
tunes from the 16th-18th centuries. In order to consider prosodic idiomaticism, an analytical method is
introduced to measure the compatibility of the rhythm of the Estonian text with that of the chorale
melody. In the quest for more vigorous singing, an artistic research approach is used. This study shows
that the isometric chorale is significantly better suited to the rhythm of the Estonian language than the
rhythmic chorale. An unaccompanied monodic performance style emerges from this study (narrative
style) by using isometric chorale scores, but without forcing equal rhythmical values on to each syllable.
The rhythm of the chanting arises almost exclusively from the prosodic rhythm of Estonian. It reveals a
new kind of chorale experience, which has a much more efficient flow of the musical/textual storyline as
well as greater completeness, with no less vigour than that pursued by the so-called rhythmic chorale.

1. Sissejuhatus
1.1 Artikli eesmark

Emakeelne koraalilaul tuli Eestisse koos luter-
lusega 16. sajandil. Poleemika eestikeelse koraa-
lilaulmise Gle on seda kirikulaulu Zanrit saatnud
kogu eksistentsi valtel (vt. nt. Siitan 2001, Raitmaa
2006). Lisaks vaimulikkonna ja muusikute Gleskir-
jutustele on huvitav poleemiline mérk ka rahva-
paraste koraaliviiside repertuaari olemasolu, mis
kéneleb kirikus viljeldavale koraalilaulule alter-
natiivi otsimisest.? Seda voiks tinglikult nimetada
rohujuuretasandi meloodiliseks poleemikaks.
Koraalilaul, nagu me seda tdnapdeval Eestis
valdavalt tunneme, on oma kuju saanud 19.
sajandil Punscheli reformi ajal.3 Esimene Johann
Leberecht Ehregott Punscheli (1778-1849) koraali-
raamat ilmus 1839. Punschellikule laulmisviisile

1

omistatakse Uhetaolisust ja staatilisust, mille too-
niandvaks elemendiks ei olegi niivérd laulmine
ise, vaid pigem silpide ebaloomulikule vérdusele
sundiv orelisaade, mille harmoonia vaheldub pea
igal silbil. Oluliseks faktoriks on samuti tempo,
mis arvestades saatefaktuuri on pigem aeglane
voi méodukas kui kiire ja voib teha koraali nii me-
loodilise kui sénalise tervikliku narratiivi tajumise
problemaatiliseks.

Intensiivsemalt kerkib koraalilaulu-teema-
line arutelu esile seoses suuremate kirikulaulu-
kogumike ilmumise v6i nende ettevalmis-
tamisega. Nilid, mil Eesti Evangeelne Luterlik
Kirik (EELK) on vétnud ette uue lauluraamatu
koostamise ja publitseerimise aastaks 2025, on
taas poOhjust toésisemalt arutleda emakeelset
koraalilaulu puudutavate teemade iile. Uheks

Artikkel on osa pikemaajalisest ettevotmisest ,Emakeelse kirikulaulu 6pik”, mille valmimist toetatakse ,Riigieelarve
sihtotstarbelisest toetusest 2021”. Opiku valmimistéhtajaks olen seadnud 2030. aasta septembri.

Rahvakoraali kohta vt. nt. Lippus 2003. Vt. ka Helen Kbmmus 2001. Helen Kbmmuse artikli I6pus on ulatuslik bibliograafia
(Kdmmus 2001: 79-82). Suuremaid ja kompaktsemaid rahvakoraalikogusid on nn. Kreegi fond ehk Cyrillus Kreegi
kolmehdalseks seatud rahvakoraalid, mis asuvad Teatri- ja Muusikamuuseumi kogus. Selle kogu mittetdielik koopia
koos Kadri Hundi koostatud vérsiméddu registriga on leitav ilmavérgus aadressil http://psalmus.eu/kreek/, vaadatud
28.07.2021.

Selle kohta vt. Siitan 2000. Vdga huvipakkuv materjal on Punscheli enda kirjutatud ringkiri aastatest 1825 ja 1826,
mille kasikiri leiti Viljandi Pauluse kiriku pdoningult ja mille tekst on 1993. aastal publitseeritud saksa algkeeles
koos eestikeelse tdlkega (tdlkinud Martin Terasmaa ja Toomas Siitan). Selles kirjeldab Punschel ,koguduselaulu
olukorda Liivimaal ja kutsub (les seda reformima eelkdige viisikoolide asutamise abil ning asutama selleks kohalike
kirikuépetajate Ghingut” (Siitan 1993: 3). Taisteksti vt. Punschel 1993 [1825-1826].
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teemavaldkonnaks on kindlasti eesti eriparase
keeleritmiga seotud problemaatika, mis
aktualiseerub isedranis seoses nn. koraalide
rutmiseerimisega.? Kuigi artikkel on saanud olulise
téuke just EELK uue lauluraamatu koostamisest,
ei tohiks seda kasitada pildena lahendada
Uhe reformatsioonijargse  denominatsiooni®
kirikulaulu probleeme. Artikli aines on marksa
laiem - see on eestikeelne kirikulaul séltumata
denominatsioonist.°

Artikli  eesmargiks on vaadelda eesti
keeleriitmi kokkusobivust koraaliviisi rGtmiga
kolme laulu naitel ja pakkuda lahendusi nii
Uksikutele episoodidele kui ka terviklauludele,
milles  muusikaritm  keeleritmist  halbib.
Uurimiskidsimusteks on: (1) kuidas moota eesti
keeleriitmi kooskéla koraaliviisi ritmiga (2) kas
vordsetes viltustes noteeritud ehk isomeetrilise
koraaliviisi ja mitmekesisema ritmipildiga ehk
ritmiseeritud koraaliviisi eesti keeleparasuses on
erinevusi (3) mis poéhjustab halbeid keeleriitmi
ja koraaliviisi ratmi vahel ning (4) mida saaks
teha nende halvete korvaldamiseks. Artikli
paralleeleesmargiks on tutvustada varasemaid
kasitlusi eesti keelerlitmi ja viisiritmi kooskélast
ning avada muusikateaduslikku métteruumi
teoloogia ja keeleteaduse suunas. Artikli eesmark
ei ole pakkuda ajaloolist tlevaadet suhtumisest
koraalilaulu alates selle Zanri algusest Eesti- ja
Liivimaal.

Selles uurimuses otsin ma tdnapdevast olu-
korda arvestades praktilisi lahendusi, millel oleks

populariseerimisele. Muu hulgas tdhendab see
konkreetseid ettepanekuid koraaliviiside ritmi
toimetamiseks ja tekstide méningaseks korrigee-
rimiseks, et soodustada sujuvamat, hoogsamat
ja keelepdrasemat laulmist. Eesmargiks ei ole
niivord ,teha korda” méned eestikeelsed kiriku-
laulud, kuivord pakkuda toimivat meetodit
kogu emakeelse koraalirepertuaari keele-
riitmi-kriitiliseks vaatluseks.

Kirikulaul nii naguigasugune vokaalrepertuaar
koosneb kahest komponendist: tekstist ja viisist.
Selles artiklis on tahelepanu all koraalide viisid ja
eestikeelsed tekstid. Originaalkeeles algtekstide
uurimine ei ole selle artikli eesmargiks, aga
vajaduse korral poordun episoodiliselt ka nende
poole.

Artikli sihtrihmaks on lisaks eesti muusika-
teaduslikule kogukonnale ka laiem ring kirikulaulu
huvilisi, olgu siis keeleteaduslikust, teoloogilisest
voi praktilisest huvist lahtudes. Oluliseks siht-
rihmaks on himnoloogia lidpilased Eesti
Muusika- ja Teatriakadeemias ja teistes dppe-
asutustes. Kuna emakeelset himnoloogilist
kirjandust on vérdlemisi vahe, siis on autorite
oluline eesbdigus aidata igas sellelaadses uuri-
muses tutvustada kirikulauluhuvilistele hiimno-
loogia valdkonda laiemalt. Samuti voiks artikkel
pakkuda huvi lauljatele ja koorijuhtidele, kes
puutuvad kokku eestikeelse vokaalmuusika
interpreteerimisega. Artiklis esitatud motted
voiksid ehk rikastada eesti keele kasitlemist ka
ilmalikus vokaalrepertuaaris.

eeldusi

aidata kaasa emakeelse koraalilaulu

Teised poleemilisemad teemad uue lauluraamatu koostamisel on lauldavate psalmide lisamine lauluraamatusse,
vaimuliku tekstiga regilaul ja rahvapérased koraaliviisid. Selle kohta vt. Tiitus jt. 2019, https://eelk.ee/wp-content/
uploads/2020/03/EELK-uue-lauluraamatu-kontseptsioon.pdf, vaadatud 8.04.2021.

Uhiselt usku tunnistav kogukond.

Artiklis kasitletavad kirikulaulud on kasutusel nditeks ka vabakoguduste kontekstis. Kogumikust ,Vaimulikud laulud”
leiab viisi ,Oh nuta oma hdda” sénadega ,Oh Jeesus, Sinu valu” (nr. 113). Rahvaparase koraaliviisina on laul kogumikus
sdnadega ,Ma olen maa peal vodras” (nr. 599, vt. ka noodindide 8, Ik. 172). Samas kogumikus leidub ka laul ,Véta ntud
Issandat” (nr. 30). Kogumik ,Vaimulikud laulud” koostati kasutamiseks kolmes denominatsioonis: Eesti Evangeeliumi
Kristlaste ja Baptistide Liit, Eesti Metodisti Kirik ja Eesti Kristlik Nelipthi Kirik (vt. Vaimulikud Laulud 1997). Need laulud
ei ole aga ainult reformatsioonijdrgsete denominatsioonide périsosa. ,Katoliiklik lauluraamat” sisaldab samuti laulu ,Oh
nuta oma hdda” (nr. 96) ja sama viisi sonadega ,Oh, Jeesus, Sinu valu” (nr. 95) (vt. Katoliiklik lauluraamat Laulgem Jumalale
2020). Luterlikul koraalil on olnud mdju ka eesti digeusu vagaduspraktikale. Reformatsioonijargsete koraalide eeskujul
on modningaid digeusu liturgiliste laulude tekste teisendatud koraalilaadseteks stroofilise varsstekstiga 16ppriimilisteks
luuletusteks (riimilaulud ehk kantid). Sellealastele puidlustele vihjab tore raamatupealkiri ,Eesti apostliku-6igeusu
kiriku Lauluraamatu viisid: neljahdalega: katse siindsaid salmimédodulisi viise koguda Lauluraamatu uue triki teksti
taiendamiseks ja viiside kogu laiendamiseks” (vt. Laredei 1933). Luterlike koraalidega nii viisi kui teksti osas tapselt
kattuvad juhtumid on siiski vaga tksikud. Nii on 1953. a. paguluses vélja antud digeusu lauluraamatus kategoorias ,muid
laule” ,Kalla, kallis Isa kasi” (vt. Eesti Apostliku-6igeusu Kiriku lauluraamat 1953). Kuigi praeguse Eesti Apostliku Oigeusu
Kiriku ldises liturgilises praktikas on kasutusel eeskatt 6igeusule pikema traditsiooni kaudu omaseid lauluviise ja
kombeid, on siiski teada, et ménes koguduses lauldakse siiani reformatsioonijargsete koraalide eeskujul siindinud laule.
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1.2 Artikli Glesehitus

Artiklil on viis alajaotust. (1) Sissejuhatuses juba
sdnastasin eesmadrgi, mida ma soovin artikliga
saavutada. Jargnevalt kirjeldan uurimuse inter-
distsiplinaarsust ning sellega seotud proble-
maatikat. Artikli interdistsiplinaarne iseloom
néuab sissejuhatusele Usnagi avarat pinda,
mistottu on tegu killaltki mahuka konteksti
loova hakatusega. Siinne artikkel on esmakordne
sellelaadne pohjalikum hiimnoloogiline
uurimus Eestis ja laialt avatud métteruumiga
soovin ma luua eeldused vdimalikult avara
arutelusfaari tekkimiseks. Sissejuhatus laheb
edasi moistete seletamisega, sh. jatkan mulle
nii siidameldhedast kirikulaulu terminoloogia
poleemikat. Samuti esitan oma vaate kirikulaulu
zanrilisele madratlemisele ja selgitan eesti
ning saksa keelemuusika erinevust (mdiste
Jkeelemuusika” seletust vt. Ik. 141). Viimati nime-
tatust vorsub probleemi pustitus ja sissejuhatuse
[6petuseks annan Ulevaate artiklis vaadeldud
problemaatikaga sarnaste teemade kasitlemisest.
(2) Alajaotuses ,Materjal ja meetod” tutvustan
anallisiks kasutatavat kolme kirikulaulu ja nende
artiklisse valimise pd&hjusi ning selle uurimuse
jaoks juurutatud meetodit, mis voimaldab
statistiliselt m6ota koraaliviisi riitmi sobivust eesti
keeleritmiga. (3) Alaosas ,Analliis” on valitud
laulude moédtmistulemused. (4) Sellele jargneb
JArutelu”, mille kdigus pakun lahendusi halbeliselt
ritmiseeritud episoodidele ja ettepanekuid
keelepdrasemaks ning hoogsamaks esitus-
praktikaks. (5) ,Kokkuvéte” sisaldab jareldusi,
méningaid ettepanekuid edasisteks sammudeks
ja l6ppsona.

Olen sellesse artiklisse lisanud tihe pikema ja
Uhe lihema ekskursi kasitletavate kirikulaulude
ajalukku. Need ekskursid on lisatud selleks, et
demonstreerida koraalide algupéraste variantide
ennistamisega seotud rohkeid probleeme.

1.3 Interdistsiplinaarsusest ja
liturgiateoloogiast

Selle interdistsiplinaarse artikli keskne diskursus
on muusikateadus, mis kilgneb lingvistika ja
teoloogia kui toetavate distsipliinidega. Muusika-
teaduse harudest on esindatud muusikalugu
(koraaliviiside kujunemislugu ja t66 algallikatega)

Eerik Joks

jamuusikateooria (analldtiline Idhenemine ritmi-
ja meetrumiklsimustele). Voib oelda, et teatud
maaral kasutan selles uurimuses ka kognitiivse
muusikateaduse td6vahendeid (muusika esita-
misest tuleneva kogemusliku teadmuse kasitle-
mine ja sdnastamine). Keeleteadusest rakendub
foneetika, tapsemalt 6eldes auditiivne foneetika.
Teoloogia laiast distsipliinide loetelust kasutan
liturgiateoloogilist Idhenemist.

Selles uurimuses on vaga oluline teha vahet
kahel erineval keeleteaduslikul 1dhenemisel: (1)
fonoloogilisel ja (2) foneetilisel. Kuigi ,praktikas
on foneetika ja hailikusiisteemide lingvistilise
uurimise ehk fonoloogia vaheline piir hajus”
(Hakkinen 2007: 19) (paksendus on minu lisatud —
E.J.), on teoreetilise, silpide pikkuste kategorisee-
rimise (fonoloogia) ja kéne flilsikaliste, ajajoonel
toimuvate omaduste (foneetika) kasitlemise selge
eristamine siinses uurimuses oluline. Kuna minu
uurimus on sligavalt seotud just kirikulaulu prak-
tilise poolega, siis tuleb silbi pikkuse kiisimustes
lahtuda ennekdike just lausumise realisatsioonist.
See saab eriti selgelt ilmsiks eestikeelsetes sdna-
des pikimana tunnetatud silbi tuvastamisel (vt.
seletust Ik. 155).

Interdistsiplinaarsust kasitlevas alajaotuses
sisaldub seletus liturgiateoloogia rolli kohta
selles uurimuses. Arvestades valdavalt muusika-
teaduslikku lugejaskonda véib teoloogiline vald-
kond olla ehk koéige vééram. Lugejate kokku-
puude keeleteadusega on kindlasti oluliselt
tugevam kui teoloogiaga, mistéttu lingvistikale
ma siinkohal eritdhelepanu ei pddra. Teoloogilise
ja keeleteadusliku suunitlusega lugejatele on
muusikateaduslikud kisimused artiklis Gsnagi
mahukalt avatud.

Artikkel on interdistsiplinaarne mitmes moot-
mes. Lisaks muusikateaduse eri distsipliinide
rakendamisele ja nende piiride {letamisele
lingvistika ja teoloogia suunal on oluline aspekt
minu kui kutselise kirikulaulja ja aktiivselt tegut-
seva kantori ning kirikulaululooja, sh. ka tekstide
kirjutaja kogemus artiklis pustitatud eesmarkide
saavutamisel. Resultaadini joudmisel oli maarav
roll pea kiimne aasta jooksul Tallinna Kaarli
Kirikus Puihalaulu Kooli” iganadalastel kirikulaulu-
koolitusteljalauldavatel palvustelningloomulikult
nende jaoks komponeeritud kirikulaulul ning

7 pihalaulu Kooli kohta vt. Eerik J6ks 2014b. Samuti vt. Pithalaulu Kooli veebikodu www.psalmus.eu (vaadatud 14.09.2021).
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kirikulaulu tekstidel. Teisisénu - liturgilisel
praktikal (sh. kollektiivsel praktikal) ja koge-
musel ning seda reflekteerival teoloogial on
selles uurimuses valtimatult oluline roll.?

1.3.1 Liturgiateoloogia rollist selles uurimuses

Liturgiateoloogilise panuse jaoks ammutan inspi-
ratsiooni Aidan Kavanagh' (1929-2006) ldhene-
misest, tema raamatu ,On Liturgical Theology”
viilendast  peatiikist ,Liturgical Theology”.
Kavanagh alustab oma kasitlust tddemusega, et
nii liturgia kui ka teoloogia on tdanapdeval vdga
ebamaarased moisted® (Kavanagh 1984: 73). See
tahendab, et piisavat selgust ei too raakimine
ainult ,teoloogiast” kui sellisest, vaid peab olema
tapselt maaratletud distsipliin ja kontekst, milles
konkreetset teoloogilist teemat kasitletakse.
Tsiteerides Urban Holmesi  (1930-1981),
kirjutab Kavanagh: ,Liturgia juhatab korrapdraselt
kaose piirile ja sellest regulaarsest flirdist
hukatusega stinnib teoloogia, mis on erinev
mistahes teisest teoloogiast.”'® Kavanagh jatkab,
et ,teoloogia” ei ole mitte esimene tulemus, mis
stinnib kokkutulnute'' toomisest kaose piirile
liturgilise kogemuse kaudu. Pigem tundub
esmajarjekorras slindivaks tulemuseks olevat
stigav muutus nende inimeste elus, kes liturgilises
aktsioonis osalevad. Ja see stigav muutus, kui-
tahes vaike see ka on, moéjutab nende jargmist
liturgilist aktsiooni ning toob kaasa korrektsiooni
jargnevasse liturgilisse toimingusse sisenemiseks.
Just nimetatud korrektsioon on kogu selles
protsessis teoloogiline. Nii siinnib teoloogia
- esimese instantsi teoloogia. Traditsioon on
sellele nimeks andnud theologia prima. Paljude
jaoks loob see kummastava olukorra. Alates
korg-keskajast, mil tekkisid likoolid ja teaduslik
meetod, ollakse harjunud mdttega, et teoloogia
on miski, mida tehakse akadeemiates raamatute
abil, teaduskraadidega eliidi poolt, produtseerides

,sedajatoda” teoloogiat.'*Vaib viita, et teoloogia,
mida me oleme kdige enam valmis tunnustama ja
praktiseerima, ei ole tegelikult ei primaarne ega
eostav, vaid hoopis sekundaarne ja tuletatud ehk
theologia secunda. (Kavanagh 1984: 73-75).

Kokkuvétlikult pliiab Kavanagh sedastada
tosiasja, et fundamentaalsel tasandil ei
siinnita mitte teoloogia liturgiat, vaid liturgia
teoloogiat. Kavanagh' Kkasitlus vdidab muu
hulgas, et liturgilisest aktsioonist vdib siindida
esimese instantsi teoloogia (theologia prima).
Siinses artiklis kasitletud teemade teoloogiline
kaemus, nii nagu kogu minu kirikulaulu-alane
teaduslik-loominguline-pedagoogiline tegevus,
on Uhemédtteliselt siindinud ja kasvanud pika-
aegse individuaalse ning kollektiivse liturgilise
praktika kontekstis, mida voiks Kavanagh’ sénul
nimetada siligavate sisekaemuste ja nendest
lahtuvate korrektsioonide jadaks. Seetdttu voib
selles artiklis sisalduvat teoloogilist komponenti
kasitleda kui theologia prima't voi tdpsemalt
Oeldes, selle refleksiooni. Kuigi theologia
prima refleksioon vodib juba tunduda theologia
secunda’na, pole see minu kavatsuses kindlasti
nii. Kuna ilma theologia prima kirjelduseta ei ole
minu meelest modeldav selle t66 olemuslikku
tervikut edasi anda, siis tuleb refleksioonist
stindiva véimaliku kahtlusemomendiga leppida.
Niisiis voib 6elda, et selles artiklis kirjeldan ma
Puhalaulu Kooli liturgilises praktikas stindinud
theologia prima't.

Miks aga on teoloogilise aspekti toomine niigi
toimivasse himnoloogilisse uurimusse Gldse
oluline? See aitab mitmekiilgsemalt seletada
emakeelses kirikulaulus toimuvaid protsesse
ja vahendada liturgilises kogemuses toimunut
kristliku traditsiooni, sh. selle vanimate kihistuste
kontekstis. Sellisele jarjepidevusele tdhelepanu
pooramine ja selle tunnetamine liturgilises
protsessis on osutunud vdgagi tdhusaks. lIma

Kirikulaulu saab edukalt kasitleda ja uurida ka teoloogiat vélistades. Nii on sellegi artikli muusikateaduslikud osised

paikapidavad ka ilma liturgiateoloogilise seletuseta. Ometi ei kujuta mina hiimnoloogiat ehk kirikulaulu uurimist ilma
teoloogilise panuseta kuidagi ette. Véljaspool liturgiateoloogia toetavat, aga asendamatut rolli ei ole minul uurijana
selles artiklis pretensiooni panustada akadeemilise teoloogia diskursusesse nt. piibliteaduse, religioonifilosoofia voi
stistemaatilise teoloogia vallas. Sama kehtib keeleteaduse kohta - lingvistika on selles uurimuses muusikateadust toetav
distsipliin ja mul ei ole kavatsust ega padevust antud teemas uuriva teadlasena kaasa raakida (vt. ka lk. 155).

Inglise keeles ,equivocal terms” (Kavanagh 1984: 73).
10

»He [Urban Holmes] also said that liturgy leads regularly to the edge of chaos, and that from this regular flirt with doom

comes a theology different from any other.” (Kavanagh 1984: 73).

n Inglise keeles ,assembly” (Kavanagh 1984: 73).

12 Inglise keeles ,producing theologies of this and that” (Kavanagh 1984: 74).
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selle komponendita ei oleks kiimne aasta jooksul
stiindinud raamatut ,Eesti laulupsalter” (Joks 2020)
ja mitmeid muid, killaltki mahukaid emakeelseid
kirikulaulu-alaseid kasitlusi, nii  teaduslikke,
loomingulisi kui ka pedagoogilisi (Joks 2015, 2016,
2017a, 2018, 2019, 2020-2021; Joks, Ounapuu
2021). Just Puhalaulu Kooli liturgiline praktika on
eostanud tédemused, mida ma kirjeldan alaosas
»1.5 Kirikulaulu Zanrite maaratlemine”. Nendeks
todemusteks on (1) kasitlus Puha Pauluse
(1. saj.) kirikulaulu taksonoomiast (vt. lk. 143) ja
(2) arusaam Soéna rollist emakeelses kirikulaulus
(vt. Ik. 146, sh. seletus suurtahe kasutamise kohta).
Koik need komponendid on olnud olulised, et
jouda selle artikli tuumani - eesti keele ja koraali-
viiside rltmini. Seetéttu ongi oluline neid selles
kirjutises puudutada.

1.3.2 Kokkuvotteks interdistsiplinaarsuse
teemal

Kokkuvotteks voib oelda, et siinne artikkel on
interdistsiplinaarne rakendusteadusliku himno-
loogilise suunaga uurimus, mis pldab leida
korvalekaldeid tanases koraalipraktikas ja selle
uutmise protsessis ning soovib pakkuda teadmus-
pohiseid lahendusi keelepdrasemaks ja atrak-
tiivsemaks emakeelseks koraalilauluks. Uurimus
véljub teoreetilise hiimnoloogia areaalist, kaasa-
tes minu kui praktiseeriva kirikulaulja kogemusi,
ja omandab osaliselt loomeuurimuse piirjooni.

1.4 Moisted ja nendega seotud poleemika

Piithalaul on kirikulaulu Zanr, milles kasutatakse
proosateksti. Puhalaulu siinoniiim on proosa-
tekstiline kirikulaul. Proosatekstina kasitatakse
koiki tekste, mis ei ole stroofilised varsstekstid, sh.
mitmed poeetilised Zanrid, nagu proosahimn,
psalm, kantikum ja vabavarss.'* Koraal ehk hiimn
on stroofilise varsstekstiga kirikulaul. Mbiste
skoraal” haarab endasse nii meloodia kui ka teksti.
Radkides kas ainult meloodiast voi ainult tekstist
on see vajaduse korral tdpsustatud. Koraali ja
himni ning koraali- ja hiimnilaulu on selles artiklis
kasitatud sinondidmidena.

Oma artiklis vaatlen ma koraali ja koraalilaulu
Uhehdélse ja ilma saateta vokaalmuusikana ehk
siis selle miinimumina, mis on vajalik, et kirikulaul
kuuldavaks saaks (Joks 2017b: 137). See ei tdhen-
da vastuseisu koraali instrumentaalsaatele, vaid
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veendumust, et emakeelses kirikulaulus uute,
keelepéraste lahenduste leidmise esimene samm
on leida dles ilma instrumentaalsaateta laulu-
esitus. Kui ,laul” on leitud, siis tuleb juba vastavalt
sellele kujundada saatefaktuur, mis laulmist
toetab.

Prosoodia on keeleteaduses koondmoiste,
mis hdélmab kéneldikude kestuse, haile valjuse
ja koérgusega seotud ndhtusi (Vaari jt. 2000:
806). Kaisa Hakkineni jargi on prosoodilised
ehk suprasegmentaalsed tunnused kestus,
rohk ja korgus (Hakkinen 2007: 83). Prosoodia
kolme tunnuse ehk moédétme ehk parameetri
koosmdjul, nende tahelepanelikul vaatlemisel ja
meloodikasse rakendamisel saab ilmsiks fenomen,
mida vdéime nimetada ,keelemuusikaks”.
Eestikeelses koraalilaulus, milles kasutatakse juba
olemasolevat meloodiamaterjali, mis voib olla ja
enamasti ongi parit ménest teisest keeleruumist,
on ennekdike olulised kaks esimest parameetrit
ehk kestus ja valjus. Puhalaulus on alati olulised
koik kolm parameetrit.

Hélve ehk hélbeline episood on juhtum, kus
sdna ritm ldheb vastuollu meloodias kasutatud
ritmiga. Narratiivne ehk jutustav koraalilaul
on tekstiritmist ja koneldhedasest tempost
inspireeritud laulmisviis, mis pltab ennekdike
jutustada koraalis sisalduvat lugu.

1.4.1Riitmiseeritud koraal ja koraali
riitmiseerimine

Selle artikli kontekstis néuab erilist tdhelepanu
moistekimp ,riitmiseeritud koraal”, ,koraali riitmi-
seerimine” ja ,isomeetriline koraal”. Tanapdeva
eesti kirikulaulu kogukonnas tegeletakse koraali
ritmiseerimisega, kuna arvatakse, et mitme-
kesisema riitmiga hoogsamad koraaliversioonid
voiks tuua varskust ja hoogsust emakeelse kiriku-
laulu viljelemisse. ,EELK uue lauluraamatu kont-
septsioon” sedastab, et ,lhetaolise ritmiga
laulmine véib olla monotoonne. Selleks et anda
elurodmu 1abi vaimuliku laulu, peaksid need
olema hoogsama riitmiga” (Tiitus jt. 2019: 27).
Miks ,koraali ritmiseerimist” kui protsessi tuleb
motestada eraldi ,rUtmiseeritud koraalist” kui
protsessi resultaadist, selgub allolevast arutlusest.
Selles ménevérra keerukas — kohati voib tunduda,
et koguni pdhjendamatus - terminoloogilises
poleemikas sisaldub ontoloogiline probleem.

13 piihalaulu masratlemise kohta vt. tapsemalt Joks 2017¢c: 55-56, 2017b: 135-136.
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Rltmiseerimisprotsessi lahtepunktis on alati
isomeetriline  koraal.  RUtmiseerimisprotsessi
tagajarjeks voib aga olla (1) lauluviisi kirjalikult
muutunud ritmipilt voi (2) isomeetrilisest
kirjalikust ratmipildist sindiv ja keelerttmist
téukuv ainult auditiivne riitmiseering. Nota
bene - isomeetriline kirjalik ritmipilt teisel juhul
ei muutu. Nende kahe resultaadi ontoloogia
on fundamentaalselt erinev. Esimesel puhul
on tegu marksa Uksikasjalikumalt fikseeritud ja
staatilisema olekuga ja teisel puhul on olek ette-
arvamatum ja diinaamilisem.

Et ,koraali ritmiseerimist” tdpsemalt seletada,
tuleb esmalt definitsiooni tasandil meenutada,
mida tdhendab méiste ,ritm”. Muusika elemen-
taarteooriast teame, et ,ritm on helide orga-
nisatsioon ajas” (Kostabi ja Semlek 1976) voi
teisisdbnu, ,ritm on meetrumile projitseeritud
ja selle kaudu korrastatud valtuste jargnevus”
(Kotta 2019). Kerri Kotta maaratleb riitmi meet-
rumi kaudu, aga ritm véib tekkida ka lahus
meetrumist. See on eriti aktuaalne puhalaulus,
kus laulu esitamise temporaalse struktuuri
madratleb valdavalt séna ritm, vialja arvatud
pikendatud noodid fraaside liigenduskohtades,
enamasti fraaside l6ppudes. Kogemus'* naitab,
et tulemus on pea eranditult mittemeetriline.
Seni on vaid Uksikutes palades tekkinud
sdnaritmi eripdra téttu proosatekstis moningane
meetriline tunnetus. Niisiis kuulub meetrumita
ehk mittemeetrilise kirikulaulu alla kogu
proosatekstiline kirikulaul nii ladina, eesti kui
mistahes muus keeles. Nootidel on kill silpide
pikkusest tulenevad valtused (riitm), aga need
ei allu meetrumi korraparasusele. See teadmine
on oluline, sest vodimalikult sobiva ritmikuju
leidmiseks koraalile véib olla vajalik kujutada
seda just meetrumivabas ritmipildis.”” Olgu riitm
meetrumile alluv véi mitte, on Uhembtteliselt
selge, et ilma ritmita ei ole lauluviisil véimalik
kuuldavaks saada. Niipea kui anname nootidele
véaltused, ongi olemas ritm. Seeparast voéib
mdiste ,rdtmiseerimine” teemaga vdahem kursis

olevatele inimestele olla ménevdrra eksitav, sest
tundub, nagu antaks koraalidele riitm, mida seal
varem pole ildse olnud.

Teine selle valdkonna termin, mis on méistega
Lratm” Usnagi labi pdimunud, on ,meetrum”. Kui
ritm on helide organisatsioon ajas, siis siinses
kontekstis voib 6elda, et ,meetrum on rohuliste
ja réhutute taktiosade korrapdrane vaheldumine”
(Kostabi ja Semlek 1976). Kerri Kotta maaratluse
jargi on meetrum ,vordse valtusega ajaiiksuste
perioodiline kordumine” (Kotta 2019). Teadmine
perioodilisest kordumisest voib meid koraaliteksti
lugemisel aidata leida laulmiseks sellele tekstile
kbéige omasema meetrumi.'®

Ritmiseeritud koraali moiste voeti kasutu-
sele 19. sajandi Saksamaal seoses saksakeelsete
kirikulaulude meloodilise ja tekstilise restau-
ratsiooniga. Rltmiseeritud koraali vastandiks
oli valdavalt vordsetes valtustes noteeritud
isomeetriline koraaliviis. Noodinadide 2, Ik. 158
kujutabki isomeetrilist koraali ,Kiriku laulu- ja
palveraamatust” (KLPR) ja noodindide 3, lk. 160
ritmiseeritud koraali EELK lauluraamatukomisjoni
proovividljaandest (LKPV). Viimati nimetatu on
publitseeritud seoses uue lauluraamatu koosta-
misega. Nditena toodud isomeetrilises koraalis
on valdavalt vérdsed noodiviltused ja pikemaid
valtusi  kasutatakse  muusikaliste  fraaside
liigenduskohtades — keskel ja I6pus. Riitmisee-
ritud koraalis on margatavalt mitmekesisem
ritmipilt ja erinevaid noodivaltusi kasutatakse
labivalt.

Eestis on ritmiseeritud koraali temaatikaga
siigavuti tegelenud muusikateadlane Pille
Raitmaa (snd. 1977), kes on seda teemat kasitlenud
oma magistritdos ,Arutlused koraalilaulu teemal
Liivimaal 19. sajandi teisel poolel ja 20. sajandi
algusaastatel” (Raitmaa 2006). Eesti keeleriitmi
ja koraaliviiside ritmi teemat Raitmaa oma t60s
ei kasitle, sest tema muusikalooline vaitekiri
kajastas pealkirjas viidatud perioodil toimunud
diskussiooni ja keeleritmi kisimused ei olnud
selles arutelus aktuaalsed.

14 Kirjutades kogemusest, viitan enam kui kolmesajale eestikeelsele proosatekstilisele kirikulaulule, mida ma olen
komponeerinud ja mida kéiki on korduvalt ldbi lauldud Tallinna Kaarli kirikus, aga ka mujal Eestis, pea kiimne aasta
jooksul toimunud tunnipalvustel. Repertuaari valdav osa on publitseeritud raamatus ,Eesti laulupsalter” (Joks 2020).
Vit. ka alaosas ,1.3.1 Liturgiateoloogia rollist selles uurimuses” lk. 140 toodud kirjandust. Tunnipalvused on osa kiriku
traditsioonilisest liturgiakorpusest. Tunnipalvusi peeti ja peetakse ka praegu nii kloostrites kui ka kogudusekirikutes.
Oopéevas on kaheksa tunnipalvust. Liturgiakorpuse teise poole moodustab armulauaga jumalateenistus ehk missa.

15 selle praktikas realiseerumise kohta vt. noodinaide 10, Ik. 179 voi noodinéide 15, Ik. 186.

16 Selle praktikas realiseerumise kohta vt. laulu ,Jumal, mu slida igatseb Sind” teksti alternatiivset grupeerimist lk. 184.
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Jargnevalt osundan ritmiseeritud koraali
spetsialisti Raitmaa ettekandele EELK laulu-
raamatu konverentsil 27. oktoobril 2018 Tartus,
kuna see parineb otse kaasaegse diskussiooni
diskursusest. Oma ettekandes tdédes Raitmaa,
et rltmiseeritud koraalil oli juba 19. sajandil
kaks pohilist tdhendust (paksendus on minu
réhuasetus — E.J.). Esimene neist ei hélmanud
mitte niivord spetsiifilise ritmikaga viisikuju,
vaid pigem koraali esitusviisi, milles on tajutav
meetrum ja elavam tempo ning milles ei oleks
ebamadrase pikkusega fermaate. Sellega taotleti
rahva téhusamat kaasamist koraalilaulmisesse.
Teise tdhenduse kohaselt maisteti ritmiseeritud
koraali all mitmekesise riitmiga viisikujusid, mis on
taastatud ajalooliste meloodiate eeskujul. Ka selle
eesmadrk oli sama - dhutada rahvast hoogsamalt
ja innukamalt kaasa laulma. (Raitmaa 2018).

Pille Raitmaa Uitles oma ettekandeska, et ritmi-
seeritud laulmisviisist, mis 19. sajandil kdneainet
pakkus, ei ole praegu enam moétet raakida, sest
see on aja jooksul juba saavutatud (Raitmaa 2018).
Siinkohal ma ei néustu taielikult Pille Raitmaa
vditega. Kindlasti ei ole tdnase isomeetrilise
koraali aeglased tempod vérreldavad 19. sajandi
aeglaste tempodega, milles iks noot vdis valdata
sekundeid (Siitan 2000: 92). Selle jargi voiks viita,
et ritmiseeritud laulmisviis on téesti saavutatud.
Siiski on ennatlik arvata, nagu oleks riitmiseeritud
laulmisviisi  meetod 16puni  ammendatud,
mistottu sellest justkui enam ei olekski motet
raakida. Ka siinne artikkel naitab, et selles vallas
on veel kasvuruumi ja ritmiseeritud laulmisviisi
voiks uuesti motestada kui eesti keeleriitmi
jargi isomeetrilisest noodipildist lauldud
(riitmiseeritud) koraali.

Koraalimaraton Haapsalus 20.-21. augustil
2017, mis mul 6nnestus peaaegu tervikuna labida,
andis vagagi hea labilbike koraalilaulu olukorrast
Eestis. Koraalimaratoni eesmadrgiks on laulda
katkematus jadas jarjest labi kogu lauluraamat.”
KLPRi repertuaar oli EELK praostkondade vahel
dra jaotatud ja nénda tuli Eesti koraalilaulu
kultuur kogu oma kirevuses ca 36 tunni jooksul
Uhte kohta kokku. Kuigi oli Gsna palju hoogsaid,
ritmiseeritud laulmisviisist kantud naiteid, vois
siiski kuulda ka rohutatult vérdsetes viltustes
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ja kohati killaltki aeglast laulustiili. Sellist
isomeetrilist laulustiili voib Eestimaal kohata isegi
olukordades, kus orelisaade puudub, aga laulev
rahvas justkui kuuleb vaimukérvas igal noodil
vahelduvat oreliakordi ning sunnib olematut
orelisaadet jargides koik noodid voimalikult
vordsetesse valtustesse. Selle laulustiiliga kaasneb
enamasti Uhine hingamine iga tekstirea 16pus,
mida valmistatakse sageli ette aeglustusega.

Kui vaadelda nahtuse ,ritmiseeritud koraa
kahe 19. sajandi tdhenduse Uhisosa, siis tundub,
et moélemal puhul taotleti rahva aktiivsemat
kaasa laulmist. Seepdrast pakun valja uue dldis-
tava definitsiooni, mille kohaselt koraali ritmi-
seerimine on teravdatud tdahelepanu poora-
mine koraaliviisi riitmikale eesmdrgiga muuta
laulmist kogudusele atraktiivsemaks ja
saavutada selle labi aktiivsem kaasalaulmine.
Edasised sammud hélmavad juba erinevaid
meetodeid selle eesmargi  saavutamiseks.
Selleks véivad olla (1) rUtmiseeritud esitusviis,
sh. keeleritmipdhine esitusviis isomeetrilisest
noodipildist voi (2) koraaliviisi riitmi muutmine
kirjapildis, sh. algupéraseks peetavate Vviisi-
kujude taastamine. Niisiis, ritmiseerimisprotsessi
voib kasitada kui strateegilist 1dhenemist saavu-
tamaks rahva aktiivsemat kaasalaulmist, aga
tulemuseni joudmiseks kasutatakse eri takti-
kaid, milleks véivad olla ontoloogiliselt erinevad
entiteedid: (1) isomeetrilisest kirjapildist stindinud
ritmiseeritud interpretatsioon voi (2) kirjapildis
muutunud viisiritm. Sellest vérsub ks tuum-
kisimustest: kui eeldada, et koraalide ritmi-
seerimise strateegia on Oige ja paadib aktiiv-
sema kaasalaulmisega, siis milline taktika viib
tulemuseni, mis sobib kdige paremini meie eesti
emakeelega?

|n

1.5 Kirikulaulu Zanrite maaratlemine

Kirikulaulu Zanrite maaratlemisel toetun esime-
sest sajandist pdrinevatele Uue Testamendi
raamatutele, milleks on Pauluse kiri koloslastele
ja Pauluse kiri efeslastele. Artikli selle alaosaga
soovin ndidata, kuidas Piihalaulu Kooli liturgilises
praktikas on apostel Pauluse kirjades esiletoodud
taksonoomia ,psalmid, himnid ja vaimulikud
laulud” loogilises hierarhilises sekventsis ilmsiks

7 ,Tegemist on arvult juba kolmanda sellelaadse ettevotmisega Eestis. 2002. aastal lauldi lauluraamat kaanest kaaneni
Viljandi Kultuuriakadeemia ja Viljandi Pauluse koguduse eestvedamisel ning teist korda Missio Lddnemaa ajal 23.-25.

augustil 2011 Haapsalu toomkirikus.” (Salumae 2017).
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saanud. Sellise sekventsi olemasolu (vt. Ik. 145)
on vajalik, et taibata psalmilaulu (proosatekst)
modningate votete Ulekandmist himnilaulule
(stroofiline vérsstekst) ehk siis selle kaudu selgub
Zzanrimaaratluse seos siinse artikli teemaga. Kuigi
osa piibliteadlasi on tdnapdeval seisukohal, et
need kirjad ei pruugi olla Piiha Pauluse kirjutatud,
vaid vdivad olla nn. deutero-pauluslikud kirjad,
kasutan ma neid Usna julgelt kui apostli Gtlusi nii,
nagu neid liturgilises kontekstiski mdistetakse,
voi darmisel juhul kui tema parandit.

Kui piibliteaduse seisukohalt on nende kirjade
dige autorsus oluline, siis selle artikli kontekstis
mitte. Akadeemilises teoloogias (theologia
secunda), mis voib liturgilisse praktikasse (le
kanduda naiteks jutluses, mangib 6ige autori
teadmine ja esiletéstmine olulist rolli, aga Gsna
raske on ette kujutada vaimulikku, kes liturgia
Pihakirja lugemiste ehk lektsioonide sektsioonis
deutero-pauluslike kirjade ettelugemise eel
Utleks: ,Varakristlik autor, keda méned meist ikka
veel usuvad olevat apostel Pauluse, kirjutab: ..."
Oeldakse ikka, et ,Piiha Paulus iitleb” véi ,apostel
Paulus kirjutab” véi ,lugemine Pauluse kirjast”
vastavalt siis kas efeslastele voi koloslastele. See
naitab ilmekalt igapdevapraktika valguses, kuidas
liturgiline kaemus erineb olemuslikult piibli-
teaduslikust kasitlusest. See ei vilista liturgia-
teoloogilist kaemust, mis toetub piibliteadusele,
aga minu eelistuste hulka selline Idhenemine ei
kuulu.

Isegi kui nende kirjade autor ei ole piliha
Paulus, on ometi tegu vaga varajaste Urikutega,
mis on suure téendosusega seotud Pauluse autori-
teediga ja milles sisaldub esimene teadaolev
kirikulauluzanrite loetelu: ,psalmid, himnid ja
vaimulikud laulud”. Samuti tuleb silmas pidada, et
kirikulaulu traditsioon on siindinud ja kujunenud
teadmises, et just Piha Paulus on nende kirjade
autor. Deutero-pauluslik Idhenemine on tekkinud
alles 19. sajandil ajaloolis-kriitilise meetodi kasuta-
misega uustestamentlikes uurimustes.'®

Nagu eespool kirjutatust nahtub, tunti zan-
rilist eristust vahemalt nimetuse tasandil juba
esimesel sajandil, mil voérsuvale kirikule visandati

kirikulaulu vokaalrepertuaari tegevusruum: psal-
mid, hiimnid ja vaimulikud laulud. Kuigi maaratlus
ei lahe spetsiifilisemaks, ei ole see kindlasti tihe-
kordne ja juhuslik episood, sest see ilmub samas
sdnastuses kahes erivas kirjutises. Kiri koloslastele
Opetab: ,Kristuse sdna elagu rikkalikult teie seas,
koiges tarkuses Opetage ja manitsege Uksteist
psalmide, hiimnide ja vaimulike lauludega, laul-
ge kogu siidamest tanulikult Jumalale!” (KI 3:16)
ja kiri efeslastele manitseb: ,Ja drge joovastuge
veinist, millest tuleb liiderlikkus, vaid saage tdis
Vaimu, lauldes omavahel psalme, hiimne ja vai-
mulikke laule, lauldes ja pilli méngides kogu oma
siidamega Issandale, tdnades alati Jumalat ja Isa
meie Issanda Jeesuse Kristuse nimel” (Ef 5:18-20).
Selle kohta ttleb Aimé Georges Martimort (1911-
2000), et ,varakristluses ei olnud vaja teha muud,
kui jargida apostel Pauluse, kes ise jatkas piibel-
likku traditsiooni, nduannet, kui ta tegi laulmisest
liturgilise palve normaalse véljenduse: ,Laulge
psalme, hiimne ja vaimulikke laule [---] (KI 3:16, Ef
5:19)"" (Martimort 1992: 143).

Zanrite loetlemise jérjestus ei ole ilmselt juhus-
lik, sest Vana Testamendi psalmide raamat oli
esimestele ristiinimestele iks vdaheseid koheseks
kasutamiseks valmis terviklikke palveteksti
korpusi, mille rakendamist innustas tésiasi, et
Naatsareti Jeesus ise tarvitas psalmide sénu oma
po6rdumistes Jumala poole. Evangeeliumides'
on selle kohta mitmeid naiteid, millest tiks tuntu-
maid on Jeesuse ahastus Kolgatal: ,Ja kella kolme
ajal kisendas Jeesus valju hdilega: ,Eloii, Eloii,
lemaa sabahtani?” - see on télgitult: ,Mu Jumal,
mu Jumal, miks sa mu maha jatsid?”” (Mk 15:34).
Need sénad parinevad Vana Testamendi Psalmist
22, tdpsemalt deldes on see teise salmi esimene
pool (Ps 22:2a).Psalmide keskset positsioonivdoime
margata keskaegse ladina kirikulaulu koéikides
dialektides?® - valdav osa varaseimast laane
kirikulaulust on loodud just psalmitekstidele.

Martimort, kirjutades psalmide privilegeeritud
rollist liturgias, sedastab, et esimestel sajanditel
kasutati psalme liturgias pigem lugemis-
materjalina, samal tasemel teiste Piihakirja 16iku-
dega, aga juba kristlaste tagakiusamise periood

18 Naitena vib tuua Ferdinand Christian Bauri (1792-1860), kes oli evangeelne teoloog, Tiibingeni koolkonna asutaja.

19 Evangeeliumid on Uue Testamendi neli esimest raamatut.

20 Keskaegse ladina kirikulaulu dialektid on frangi-rooma ehk gregooriuse laul, ambroosiuse laul, gallia laul, mosaraabia
laul, vanarooma laul. Neist keskseks dialektiks kujunes ja kehtestati kogu keskaegses Euroopas frangi-rooma ehk

gregooriuse laul.
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oli tunnistajaks psalmide laulmise liikumise
algusele. Seda kanti edasi hilise neljanda sajandi
kirikuisade ja monastiliste kogukondade poolt
(Martimort 1992: 144).

Psalter pakkus peaasjaliku sisutunnipalvustele,
olgu siis koguduses voi kloostris. Missa puhul
ndgid koik kirikud ette, et diakon, psalmist voi
lugeja peab psalmi puldist lugema véi laulma.
See psalm oli osa [Piihakirja] lektsioonidest ja
rahvas vottis psalmi lugemisest voi laulmisest
osa. [---] Enamikus ladina liturgiates pakkusid
psalmid saadet missa protsessioonidele:
[kirikusse] sisenemise laul [ehk introitus ehk
algussalmid], ohvrilaul [ehk offertorium enne
armulauda] ja armulaua laul [ehk communio
armulaua jagamise ajall. [---] Psalmidele
mdadratud oluline koht oli tunnistajaks
kiriku veendumusele, et psalmidest
kostab Kristuse ja tema Miistilise lhu haal
(Martimort 1992: 145; paksendus on minu
rédhuasetus — E.J.).

Kuigi psalmid on heebrea poeesia, on laulu-
spetsiifiliselt tegu proosatekstidega, sest tekst
ei jagune kindlate silpide arvuga varsiridadeks,
mis oleksid igas salmis samad ja seega hdlpsasti
allutatavad salmiti korduvale Vviisile. Seeparast
on usnagi loogiline, et proosatekstilise zanri
kdrval on algusest peale stroofilise varsstekstiga
salmilaululine hiimnizanr, mida meie keeleruumis
tuntakse eelkdige koraalizanrina. ,Tundub, et
juba perioodil, mis eelnes piiblitekstiliste laulude
domineerimisele, laulsid kristlased uusi poeetilisi
kompositsioone, mille fragmendid on meieni
joudnud Pauluse kirjade kaudu” (Martimort 1992:
147). Samas toimus ka voitlus niisuguste uute
tekstide vastu, sest just sellise poeesia kaudu oli
koige lihtsam levitada valebépetusi (Martimort
1992: 147-148).

Nagu iga hea taksonoomia, nii I6peb ka piiha
Pauluse liigitus nn. vaba zanriga - ,vaimulikud
laulud”. Vabazanrile iseloomulikult on selle piirid
koéige hajusamad ja madratlemine seet6ttu kdige
ebakindlam.

Aastatepikkune regulaarne emakeelsete psal-
mide laulmine liturgilises keskkonnas viis mind
kui kirikulaulu praktikut jark-jargult arusaamani,

Eerik Joks

et psalmilaulu all véib méista puhast Piihakirja
teksti just sellises tolkeversioonis, nagu see kiriku-
lauljale oma ajas kasutada on antud; hiimnid ehk
koraalid on psalmide ja teiste Plhakirja tekstide
Umbersonastused stroofilises vérsstekstis; ja
vaimulikud laulud on vabazanr, millesse mahub
koéik muu, nt. poeesiasse ning muusikasse kootud
isiklikud vaimulikud labielamised, aga ka mitme-
sugused Uhispalve funktsiooniga laulud, nagu
nt. litaaniad. Omandatud kogemuses oli vdga
oluline just kirjeldatud sekventsi tajumine -
psalmid on primaarsed, sest tegu on kirikulaulu
algtekstiga; neist siinnivad hiimnid ehk algteksti
parafraasid stroofilistes varssides ja kahe Zanri
koosmaju slinnitab inimese isiklikust kogemusest
ja liturgilisest vajadusest ldhtuvad tekstid -
vaimulikud laulud. Selline kogemus lubabki mul
seostada apostel Pauluse kirjades nimetatud
zanrid tdnases pdevas kasutatavate samanime-
liste zanritega.

Niisiis on kirikulaulu teine zanr - hiimnid -
laane kirikulaulus alati seisnud puhalaulu kérval.
Ladinakeelne ,hymnus” ilmub regulaarsesse
kasutusse alles 6. sajandil, vahetades vilja moiste
»carmen”, mis sinnamaale tdhistas uut poeetilises
vormis teksti (Apel 1958: 421). Ladne kiriku
varane hiimnikorpus ehk Ladina himnikorpus
on aukartustaratav. Bruno Stdblein (1895-1978)
loendab antoloogias ,Monumenta Monodica
Medii Aevi” 550 erinevat meloodiat (Hiley
1993: 140). Kui aga vaadata kasikirju, mis on
indekseeritud ladina kirikulaulu andmebaasis
LCantus”, siis hiimnizanri otsing annab 17 328
vastet,”’ mis ilmekalt kirjeldab selle Zanri
populaarsust ja levikut (Cantus 1987). Siinkohal
on oluline silmas pidada, et tegu ei ole mitte
17 328 erineva hiimniga, vaid selle hulga hiimnide
esinemisega, ka ainult tekstina, andmebaasis
indekseeritud 202 kasikirjas. Sellest on naha
himnizanri atraktiivsus ja selle realiseerumine
liturgilises variantsuses ja piirkondlikes uusustes.
See teave aitab meil meeles pidada olulist tdsi-
asja, et stroofilise varsstekstiga kirikulaul ei
ole luterliku reformatsiooni tulem, nagu seda
monikord ekslikult esitletakse.

Meie emakeele kontekstis sai koraal keskse
koha seoses siindmustega, mis hakkasid arenema

21 Selle otsingu tulemus on muutumises, seoses pideva t66ga andmebaasi taiustamisel. Kui artikli kirjutamise kaigus
(9.04.2021) oli tulemus 17 328, siis toimetamise I6ppfaasis (14.09.2021) oli see juba 17 408.
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1517.  aastal  Wittenbergis.  Augustiinlasest
munga Martinus Lutheruse (1483-1546) alga-
tatud reformiplidius roomakatoliku kirikus
plahvatas laialdaseks protestiliikumiseks, mille
kdigus paljudes Euroopa piirkondades hiiljati
roomakatoliiklus ja vodeti kasutusele uus usu
praktiseerimise vorm, mida on valdavalt hakatud
kutsuma protestantluseks.?? Reformiliikumise
Uks olulisemaid defineerivaid tunnuseid oli
emakeele kasutuselevétt kirikus ja koos sellega
emakeelse koguduselaulu laialdane levimine.
On Usna loogiline, et see uus fenomen ei siindi-
nud kirikulaulu esimeses, proosatekstilises,
vaid just teises, stroofilise varsstekstiga zanris.
Kuigi ka proosatekstide kooslaulmise praktika
oli ilmselgelt olemas, soodustab [dppriimiline
salmilaul suurema rahvahulga emakeelset (his-
laulmist vaieldamatult tulemuslikumalt. Piirkond-
likule mitmekesisusele lisandus niiid erinevate
kohalike keelte mé6de, mis pani himnirepertuaari
supernoovana plahvatama.

1.5.1 Séna ja muusika kirikulaulus

Vokaalmuusika ,toitub” rohkem voéi vdhem
tekstist, mis koos muusikaga kdélama pannakse.
Kirikulaulus tuleb see seos eriti aktuaalselt ilmsiks,
sest SOna (suure algustahega) on kristlikus diskur-
suses mitmel poéhjusel eristaatuses. Laulutekst
ei tdhenda siinkohal mitte lihtsalt silpidest,
sdnadest ja lausetest moodustuvat narratiivi, vaid
peegeldab jumalikust inspiratsioonist siindinud
Opetust, mis on Jumala Sénana fundamentaalsel
tasandil eristaatuses. See staatus kandub rohkem
voi vdhem edasi ka Piibli-vdlistele tekstidele,
sh. kirikulaulu tekstidele. Opetusliku alusteksti
privileegile lisandub veel mistiline kaemus ,lihaks
saanud Sénast” (Jh 1:14) ehk jumalinimesest
Naatsareti Jeesusest. On Uisna raske ratsionaalselt
siduda omavahel Pihakirja teksti kui Séna ja
jumalinimest Jeesust, kes on lihaks saanud Soéna,
aga samas ei saa eitada tugevat tunnetuslikku
seost nende vahel. Minu arusaama kohaselt
toimub kirikulaulus muusika allutamine Sénale
mitmes, teineteisega simbiootiliselt seotud
modtmes — teoloogilises ja prosoodilises. Seega
voib, vdhemalt minu ndgemuse kohaselt, julgelt
Oelda, et kirikulaul on vérsunud Sénast, séltub
esmajarjekorras Sonast ja seetéttu elab Sénast.
llma Sénata ei ole kirikulaulul elujdudu.

22 Kriitikat selle méiste kohta vt. Joks 2017b: 148-149.
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Aktiivne  kirikulaulu  komponeerimine ja
koraalitekstide kirjutamine ning uusloomingu
innukas ja regulaarne praktiseerimine liturgias
on vdimaldanud ndha seoseid, mis pelgalt
teoreetilises kasitluses oleks téendoliselt jaanud
markamata. Palvustel kasutatav piihakirjakeskne
muusika — valdav osa laulutekstidest on otsene,
Umber sdnastamata eestikeelne piiblitekst — on
loonud erilaadse eestikeelse liturgilise keskkonna,
milles viljeletud praktika on tekitanud uutmoodi
simbiootilise kaemuse emakeelsest sdnast ja
selle vaartusest nii vaimses kui ka prosoodilises
plaanis.

1.6 Saksa ja eesti keele erinevustest ning
erinevuste tahendusest eestikeelses
kirikulaulus

Eesti keeleruumi kandus emakeelse koraalilaulu
komme saksa keeleruumist, tuues meie algriimi-
lisse mottemaailma kaasa |6ppriimilise luule ja
saksa keelemuusikast inspireeritud lauluviisid.
Toomas Siitan (snd. 1958), kes on eesti kirikulaulu
identiteeti lahates esitanud minu meelest
kdige nutikama kiisimuse tdnapdevases eesti
himnoloogias: ,Kas eesti kirikulaul v6i kirikulaul
Eestis?” (Siitan 2001: 38), kirjutab oma saatesdnas
raamatule ,Eesti laulupsalter”: ,Eestikeelne
kirikulaul on olnud leni laenuline. Oleme
sellega niivaga harjunud ja pea loobunud siin
eesti keelele olemusliku idioomi otsimisest”
(Siitan 2020: 8). Sama raamatu saatesOnas tddeb
Andres Péder emakeelse psalmilaulu kontekstis:
+Kuuludes kolme aastakiimne eest ,[EELK] Kiriku
laulu- ja palveraamatut” koostavasse komisjoni,
voisin kogeda raskusi eestikeelsete laulutekstide
sobitamisel isegi koraaliviisidega” (P6der 2020: 7).

Lohet, mis lahutab eesti keeleriitmi saksa
kultuuriruumist vérsunud muusikaritmiga, on
olnud véimalus kogeda kéigil, kes on laulnud
mitmekesisema ritmipildiga eestikeelseid
koraale, nt. nagu KLPR 339A ,Kalla, kallis Isa
kasi”, mille teise salmi algus Utleb ,Luba mind
Su ligi tulla, armas taeva Kuningas, et su Poja
risti alla, elukoorma panna saaks”. Sénas ,poja”
on eesti keeles esimene silp réhuline ja teine,
rohuta silp on tunnetatud pikemana kui esimene
silp. Adrmisel juhul véib &elda, et silbid on
omavahel valtuselt vordsed, aga mingil juhul ei



saa esimene silp olla pikem.?® Noodikiri sunnib
aga meid pikendama just seda silpi - esimesel
silbil on veerandnoot punktiga ja teisel silbil on
kaheksandik. Ja ,pojast” saabki ,pooja”. Selline
ebameeldiv moonutus tuletab meile meelde,
et eesti keel on kvantiteedikeel ehk valtekeel
ja haaliku pikkuse ebadige muutmine mitte
ainult ei deformeeri séna kodlakuju, vaid véib ka
muuta selle tahendust. Kohati véib muutunud
tahendus olla kahematteline ja/vdi inetu, nt. KLPR
76 ,Paastja risti juurde ma” refrdan. Sedalaadi
ekstreemsed ndited on pigem erandlikud, aga
siiski kdnekad ja julgustavad otsima koraalilaulu
lahendust, mis sobiks paremini meie emakeelega
ja véldiks moonutusi nii palju kui véimalik, olgu
siis tahendust muutvaid voi mitte.

Saksa ja teiste indogermaani keelte ja eesti
keele erinevusi voib esile tuua vdgagi mitmel
tasandil. Uks tuntumatest erinevustest on
grammatilise soo puudumine eesti keeles. Uku
Masingu (1909-1985) keeletajust radkides on Peep
Audova selle erinevuse tabavalt sénastanud:

Teatud asjad, mis indoeurooplasele on
enesestmoistetavad, tunduvad meie jaoks
absoluutselt méttetud. [---] Indoeuroopa
keeltes on reeglina grammatilised sood
olemas. Soomeugrilane ei saa aru, miks see
peab nii olema. See on meie jaoks absoluutne
nonsenss. Milleks peab iga uus nimiséna
selleks, et keelde minna, kdigepealt endale
saama soo? (Tootsen 2000).

Niivord ~ fundamentaalne  keeleerinevus
peab ju ometi olema kuidagi mdjutanud meie
keele igapdevasest tarvitamisest kujunevat
moéttemaailma. Et taibata eesti keele olemust
kirikulaulu stivatasandil, on oluline olla teadlik
vagagi mitmetahulistest erinevustest, mis seda
indogermaani keeleruumist lahutavad.

Kui rddkida sénast lingvistilises tdhenduses,
siis saab madravaks keel, milles sona elab. Igal
keelel on olemas oma isikupdrane prosoodia ja
sellel pohinev keelemuusika (vt. ka lk. 141). Nii
on kirikulaulu viisid lahutamatult seotud selle
keelemuusikaga, mille embuses kirikulaulu viis
siindis. Ladina keelemuusikast stinnib ladina
kirikulaul, saksa keelemuusikast stinnib saksa
kirikulaul ja eesti keelemuusikast eesti kirikulaul.

Eerik Joks

Meile on tuntud Utlemine ,kuidas keel, nénda
meel”. Seda parafraseerides véime Usna kindlalt
Oelda, et ,kuidas keel - nénda laul”.

Euroopas on kaks tahtsamat keelkonda:
indogermaani keeled ja uurali keeled (Hakkinen
2007: 33). Algupdrase kirikulaulu seisukohalt on
meie jaoks olulised kaks tilvikeelt: (1) ladina ja
(2) saksa.Mélemad keeled kuuluvadindogermaani
keelkonda. Maarjamaa kirikulaulu seisukohast on
muidugi tlivikeeleks eesti keel, mis aga kuulub
uurali keelkonda. Tapsemalt deldes on eesti keel
koos soome, liivi, vadja, vepsa ja karjala-aunuse
keeltega ladanemere-soome keeled (Hakkinen
2007: 34). Arvo Laanesti (1931-2003) arvates
kuulus Idanemere-soome keelte hulka ka isuri keel
(Laanest 1964). Tosiasi, et ladina ja saksa keel ning
eesti keel kuuluvad erinevatesse keelkondadesse,
ei ole pelgalt teoreetiline keeleteaduslik tddemus
- nende kahe indogermaani keele ja meie
emakeele keelemuusikalised erinevused on nii
suured, et ilma lilaldamata voib 6elda, et need on
nagu oOli ja vesi — molema, nii ladina ja saksa kui
ka eesti keelemuusika on kaunis ja inspireeriv, aga
omavahel need looduslikult ei segune.

Ladina ja eesti keelel ning saksa ja eesti keelel
on Oige mitmeid grammatilisi ja prosoodilisi
erinevusi. Siinkohal kasitlen vaid selle artikli
seisukohast koige olulisemat erinevust saksa ja
eesti keele vahel, milleks on kiisimus silbi rohu ja
pikendamise seosest. Oma varasemates kirjutistes
ja loengutes olen seda probleemi kirjeldanud
nénda:

Saksa, nii nagu ka paljudes teistes indo-
germaani keeltes, on silbi réohutamine ja
pikendamine staatiliselt seotud. Lihtsamalt
Oeldes - silpi, mida réhutad, seda ka piken-
dad. Eesti keeles sellist seaduspdra ei ole
- ka roéhuta silp véib olla séna pikimana
tunnetatud silp [vt. seletust Ik. 155]. See defi-
neeribki kdige madravamalt saksa ja eesti
keelemuusikate erinevuse ja teeb kisitavaks
saksa keelemuusikast vérsunud ritmide
loomuliku sobitamise eesti keeleritmiga.
(Joks 2021a).

Olles teemasse pikemalt siivenenud, tuleb
enesekriitiliselt tunnistada, et selle kasitluse
kaks esimest lauset véivad olla liiga Uldistavad

23 Silpide vordsuse problemaatika kohta vt. ka allmarkus 36, Ik. 156.
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ja pretensioonikad. Kuigi kirikulaulu esitamise ja
Opetamise igapdevapraktikas on sellise Gldistus-
tasemega moétteviisi kasutamine sobilik, néuab
see teaduskirjanduse diskursuses vahemalt mone-
vorra Uksikasjalikumat kdsitlemist. On paéris selge,
et saksa keeles ja eesti keeles on silbi rohutamise
ja pikendamise seos erinev (vt. k. 149). Kiisimus
on vaid selle piiri defineerimises — mis astmeni
on silbi rohutamine ja pikendamine saksa keeles
seotud?

Stuttgardi Glikoolis (Institut fir Maschinelle
Sprachverarbeitung) on saksa keele foneetikat
uurides kindlaks tehtud, et vokaali pikkust
nagu ka kogu silbi pikkust ja silbi teiste osiste
pikkusi voib pidada sdnardéhu leidmise esmaseks
vihjeks saksakeelsetes sonades (Marasek 1997).%*
Grzegorz Dogil (1952-2017) kinnitas statistiliselt
silbi pikkuse kui peamise korrelandi séna réhuga
(Dogil ja Williams 1999). Klassifitseerides sama
andmestiku kinnitas Stefan Rapp seda tulemust,
kasutades omaenda valjaarendatud masinéppe
paradigmat (Rapp 1994). Michael Jessen ja tema
kaasautorid vaidavad, et saksakeelsetes sénades
on rohuliste silpide vokaalid roéhuta silpide
omadest oluliselt pikemad, nagu ka vokaalidele
eelnevate plosiivide?® sulu hoidmise ehk
oklusiooni pikkused (Jessen jt. 1995; ka Jessen
1993).

Silvia Dahmen ja Constanze Weth sedastavad
oma raamatu ,Phonetik, Phonologie und Schrift”
alapeatiikis ,Pikendamine ja réhutamine”, et

kuuldav esiletdus saksa keeles tuleneb pea-
miselt asjaolust, et réhulised silbid lausutakse
valjemini ja selgemalt ning on pikemad
[paksendus minu lisatud - E.J], samas kui
redutseeritud silbid on tavaliselt lGhikesed
ja sisaldavad redutseeritud tdishaalikuid
nagu $vaad (nagu sénas bitte /'b1ta/) voi on
redutseeritud vokaal isegi taielikult eemal-
datud nagu sdnas haben [‘ha:om] (Dahmen,
Weth 2018: 20).

Olles nutd vaadelnud silbi réhu ja kestuse
pikendamise kisimust saksakeelsetes sdnades,

24

voib oGelda, et isegi kui ei saa vdita, et silbi
rohutamine ja pikendamine on staatiliselt seotud
(vt. Ik. 147), siis on véljaspool kahtlust, et selline
seos on valdav. Seetéttu tuleb minu varasemas
madratluses teha korrektsioon, ja kuigi tegu on
modningase kordamisega, lisan siia tdpsustatud
jarelduse: ,Saksa keeles on silbi rohutamine
ja pikendamine valdavalt seotud. Lihtsamalt
oeldes on lildiseks printsiibiks - silpi, mida
rohutad, seda ka pikendad. Eesti keeles sellist
valdavat seaduspdra ei ole - ka réhuta silp voib
sageli olla sdna pikimana tunnetatud silp. See
defineeribki kdige madravamalt saksa ja eesti
keelemuusika erinevuse ja teeb kisitavaks saksa
keelemuusikast vérsunud riutmide loomuliku
sobitamise eesti keelerlitmiga.”

1.7 Probleemi piistitus

Ténane tuumkisimus eestikeelse koraalilaulu
seisukohalt vorsubki saksa keele ja eesti keele pro-
soodilistest erinevustest. Kui ndustuda vaitega,
et keel mdjutab koraaliviisi riitmi, siis oleme olu-
korras, milles meil on viisid, mis parinevad Uhe
keelkonna keelemuusikast, ja tekst, mis pdrineb
teisest keelkonnast. Kas selles ei sisaldu mitte
olemuslik vastuolu? Lauldes koraale, saame
tunnetuslikult sellest vastuolust aru, eriti kui
viisi ritm sunnib meid moonutama médnda
sdna ndnda, et piinlik hakkab. Kas ja kuidas aga
saaks metoodiliselt modta saksa keelerlitmiga
koraaliviisi kokkusobivust eestikeelse tekstiga?

1.8 Luhiulevaade uurimustest ja aruteludest
artiklis kasitletud problemaatikale sarnastel
teemadel

Eesti keelerlitmi ja koraaliviisi ritmi kooskdla
tapsemaks teaduslikuks moistmiseks oleks hea
meetod eestikeelse koraalilaulu temporaalne
anallitis, mille kdigus segmenteeritakse silpide
kaupa salvestise noodid ja tuvastatakse nende
véltused. Eestikeelse koraalilaulu kontekstis ei
ole sellist analiitsi veel tehtud. Temporaalset
anallilisi on aga tehtud regilaulu salvestistega.
Ladnemeresoome-keelsete tekstidega vokaal-

,The duration of the vowel (as well as the overall syllable duration and the durations of other parts of the syllable) is

regarded as the primary cue to the word stress in German.” (Marasek 1997).

25

Plosiivide all moistetakse foneetikas konsonante, mille puhul haaletrakt blokeerub nonda, et kogu 6huvool peatub.

Meie keeleruumis nimetatakse plosiive klusiilideks ehk sulghaalikuteks (k, p, t). ,Artikulatoorselt on klusiili hddldamisel
eristatavad kolm faasi: sulu moodustamine (implosioon), sulu hoidmine (oklusioon), mille jooksul rohk konetraktis
suureneb, kuni see Idpeb sulu vallandumisega (eksplosioon)” (Ermus 2017: 28). Inglise keeles vastavalt ,shutting”,

JClosure” ja ,release” (Johnson 2003: 135).
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muusika temporaalset Ulesehitust uurides on
Jaan Ross (snd. 1957) ja llse Lehiste (1922-2010)
joudnudjareldusele, et nditeks Karjala itku esituses
on valdav ks baasnoodivaltus 450 millisekundit
(ms), mida varieeritakse nii pikema kui lihema
valtusega nootideks (Ross, Lehiste 2001: 125-126).
Seevastu eesti rahvalaulu repertuaari kuuluva
kiigelaulu ,Kiik tahab kindaid” esituses on Jaan
Ross tuvastanud kaks erinevat baasnoodivaltust,
vastavalt 300-350 ms ja 800-850 ms, mis
molemad agoogiliselt varieeruvad (Ross 1989: 68).
Kiigelaulus tekib tanu kiige liikumist matkivatele
impulssidele meetriline métlemine, mis loob
juurde teise, pikema baasnoodivaltuse.

Méeldes (1) ilma instrumentaalsaateta lauldud
isomeetrilise ja (2) rltmiseeritud koraaliviisi
(noodikirjas labivalt erinevaid noodivaltusi sisal-
dava koraaliviisi) kategooriates, julgen siinkohal
oletada, et esimesel puhul on esituse tempo-
raalne dlesehitus nagu Karjala itkus ja teisel
puhul nagu kiigelaulus ,Kiik tahab kindaid”. Selle
hipoteesi kontrollimiseks vajalik nii isomeetrilise
kui ritmiseeritud koraali esituste temporaalse
Ulesehituse akustiline méoétmine jadb praeguse
uurimuse teemast paraku valja.

Regilaulu kontekstis on teksti ja viisi seoseid
uurinud veel Taive Sarg (snd. 1962) oma doktori-
vaitekirjas ,Eesti keele prosoodia ning teksti ja
viisi seosed regilaulus” (Sdarg 2005). Tema t66
eesmadrgiks oli ,analiiisida eesti keele prosoodiast
l[ahtuvalt regilaulu poeetilise ja muusikalise
struktuuri omavahelisi seoseid ning vastava
kiisimusteringi uurimist”, mille kaigus vaatles
ta muu hulgas aastatel 1908-1975 kogutud ja
Eesti Rahvaluule Arhiivis sdilitatavate salvestiste
pohjal ,silpide réhutamist ja viiside varieerimist
laulmisel” (Sérg 2005: 198). Ulatusliku tajukatse
alusel tegi Sarg kindlaks, et ,regilaulus kuuldavate
rohkude tajumine on seotud nii viisi ehitusega
kui lauliku esituslaadiga” (Sarg 2005: 203). ,Viiside
varieerimise anallius toi ilmsiks varsiehituse, seal-
hulgas silbipikkuse (ja sellega seostuva vilte)
moju laulurea pikenemisele ja meloodiakontuuri
muutustele” (Sarg 2005: 206).

Lisaks kdigele muule seisneb Taive Sarje t66
olulisus ka eesti keele prosoodia ja regilaulu
vanema uurimisloo péhjalikus kasitlemises, milles
tuleb selgelt esile ka saksa (indogermaani) ja eesti
(ladnemere-soome) keele prosoodiline pingevili.

Eerik Joks

Esimesed eesti keeleteadlased (17.-18. saj.)
olid vodéramaalased, kes vaatlesid eesti
keele prosoodilist slsteemi indoeuroopa
keelte pohjal vélja kujunenud malli jargi. [---]
Vana prosoodiakasitluse esindajad arvasid
omaaegsete teoreetiliste teadmiste, kuid
voib-olla ka saksa keelest ldhtuva kuulamis-
kogemuse podhjal, et sénardhuga kaasneb
pikendus, mistottu koiki eestikeelsete sdnade
esisilpe peeti pikkadeks (Sarg 2005: 200).

See on eesti keelerltmi ja koraalide viisirlitmi
uurimisprotsessis darmiselt oluline teadmine,
sest see seletab eesti keelele v66ra, saksa keele
prosoodia kinnistumist nii meie emakeelsesse
koraalilaulu kui ka muu vokaalmuusika diskur-
susesse. ,Uue prosoodiakasitluse ja kirjaviisi
loojaks on Eduard Ahrens (1853), kes soome keele
eeskujul lahutas sonardhu ja kestuse [---]" (Sérg
2005: 201) (paksendus on minu réhuasetus — E.J.).

Saksa ja eesti keelemuusikate pingevali tuleb
hasti esile ka Veljo Tormise (1930-2017) muusika-
lises motteilmas. Urve Lippus (1950-2015) on
salvestiste ja mdrkmete jargi kirjutanud ning
publitseerinud raamatu ,Lauldud séna”, milles
tuleb hasti ilmsiks Tormise muusikaline métle-
mine. Selle artikli kontekstis on kohane viidata
arutelule, milles Tormis kasitleb soénaritmi
ja viisiritmi kdsimust. Ta kirjeldab luuletuse
WVaikne kena kohakene” kahte viisivarianti (vt.
noodindide 1):

"

Siin on laul ,Vaikne kena kohakene ..."
Saaremaa pastori Martin Korberi [1817-1893]
tekst voi luuletus, ja méargitud on eesti rahva-
viis. No seda ta vist tegelikult ei ole, aga nende
sdnadega on tuntud ka Uks teine viis. Mdletan
jallegi vaidlusi, et kumb viis on parem ja miks.
Teine viis, kuigi eesti autori oma, on muidugi
tldpiline saksa ... Ma ei taha 6elda halba
sdna, aga dzassmuusikud tarvitasid kunagi
modistet ,saksa mage”. See saksa mage on siin
olemas ja jalle valed silbipikkused: ,Vaikne
kee-na koo-ha-kee-ne.” (Tormis, Lippus 2008:
54-55).

Vorreldes noodindites 1 kujutatud kahte viisi,
teeb Tormis vaga ilmekalt selgeks, et eesti keele
seisukohalt on sobivam vérdsetes valtustes ehk
isomeetriline rGtmipilt. Ferdinand Muhlhauseni
(1864-1944) viisikujus on endiselt tunda Ahrensi-
eelset peardhulise esimese silbi pédhjendamatut
pikendamist.
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Noodindide 1. Ndide 2.2. raamatust ,Lauldud séna” (Tormis, Lippus 2008: 55). Esimene viis, variant (a), on
isomeetrilise riitmiga ja teist viisi, variant (b), voiks nimetada riitmiseeritud viisiks.

Niide 2.2. (a) “Kodu”, eesti rahvaviis, Martin Kérberi sénad: Riho Pits, Lemmiklaulik 1.

lk. 34;

Siidamlikult
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Koraaliviisi riitmi ja eesti keeleriitmi kooskdla
kiisimus ei ole eesti himnoloogilises arutelus
eriti esil olnud. Pigem on kahe maailmaséja
vahelisel ajal ja ka enne seda eesti Usnagi
konservatiivses kirikulauludiskursuses vaieldud
koraalide tempo ja viiside sobivuse dlle. Eesti
kirikumuusika uuendamise pildeid Eestis on
uurinud muusikaloolane Anu Kélar (snd. 1961)
(vt. Kélar 2002). Oma artiklis ,Kolm uuendust
Eesti kirikumuusikas 20. sajandi esimesel poolel”
(Kolar 2003) eristab Kolar kolme thdpi kiriku-
muusikat: (1) liturgiamuusika, (2) koguduselaul
ja (3) kontsertlik kirikumuusika. Arutusel olevad
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na-gu lin-nu - ke - ne

i-gat-sen ta ji-re - le!

kolm uuenduspitdlust hélmavad Rudolf Tobiase
(1873-1918) ja Cyrillius Kreegi (1889-1962) ning
Kirikumuusika Sekretariaadi t66ga seonduvat
(Koélar 2003: 49). Siinse artikli seisukohast on
olulisim viimati nimetatu, sest see oli kdige enam
seotud just koguduselaulu kisimustega.
Kirikumuusika Sekretariaat (KMS) tegutses
1930. aastatel EELK keskvalitsuse juures. Tegu
oli seega kirikumuusika institutsionaalse eden-
dajaga luterlikus kirikus, kelle pohiteesiks oli
liilkumine kristlik-rahvuslikus suunas. KMSil oli
kiimne tegevusaasta jooksul kaks juhti: August
Topman (1882-1968), kes juhtis sekretariaati 1935.



aasta I6puni, ja Johannes Hiob (1907-1942), kes
tootas aastast 1936 kuni KMSi likvideerimiseni
1940. aastal. Kui Topman tegutses eelkdige
organisatoorsel alal, siis Hiob tegeles tésiselt
just kirikumuusika ideoloogiakiisimustega. Hiobi
arusaam rahvuslikkusest muusikas erines Gldisest
sellealasest kaemusest eesti ihiskonnas. Naiteks
leidis Hiob, et

muusika rahvuslikkus ei saa olemuslikult
rahvusvahelise ja Uldinimliku kirikumuusika
puhul olla omaette vdartuseks. Kuna kaasaeg
peab siiski rahvusklsimusi vaga tahtsaks,
siis tuleb otsida vdimalusi kirikumuusikat
uuendada eesti rahvamuusika vanema
kihistuse alusel. Et meil aga selline vaimulik
rahvalaul puudub, siis voib tésine usklik
helilooja luua kirikumuusikat méne vanema
(ilmaliku) rahvalaulu viisikddanu alusel. (Kolar
2003: 59-61).

Minu jaoks on Usna huvitav plilida mdista,
kuidas Hiobi mottemaailmas seisis hiskonna
poolt talle kohustuslikuks tehtud rahvuslikkus
kirikumuusikas ainult ,helilooja  usklikkuse”
ja ,mone vanema rahvalaualu viisikddanu”
(paksendus minu lisatud - E.J) kaugusel. Nii
ei olnud nt. Cyrillus Kreegi t66 rahvaparaste
koraaliviisidega institutsionaalsele ideoloogiale
pohimotteliselt vastuvoetav ja tegelikult jai
rahvuslikkus kirikumuusikas selgelt tagaplaanile
(Koélar 2003: 63). Rahvuslikkuse tagaplaanile
likkamise tagajarjel ,ei sobinud [KMSi labi viidud]
uuendus ka oma ajastu konteksti ning sellest
ei kujunenud uldist ja suurt eesti kirikumuusika
reformi” (Kélar 2003: 63).

Eerik Joks

Kirikumuusika Sekretariaati kritiseeriti aja-
kirjanduses teravalt (vt. ka Kasemets 1936).
Alfred Karindi (1901-1969), kes tegutses ka kiriku-
organistina,?® tddeb 1937. aastal, et , kirikumuusika
on oma esialgselt [juhtivalt] positsioonilt -
sihirajalt — pidanud taganema ja selle juba
ammu loovutama nn. ilmalikule muusikale.
Veel enam - eriti meie ev.-luteri’ kirikus - ta
on koguni tardunud konservatiivsusesse”
(Karindi 1937: 169; siin ja allpool: originaalis
esiletost sérendatud kirjaga). Seega voib arvata,
et isomeetriliselt lauldud koraal, nii nagu seda
Punscheli koraaliraamatus kujutatakse, ongi see
konservatiivne ja vaarikas koraalilaul, mille stiili,
sh. ritmi muutmise kiisimus ei vaari tldse arutelu
alustamistki. See seletab ka riitmiteemalise
diskussiooni puudumist. Konservatiivset vaadet
illustreerib hasti the maakoguduse alalhoidliku
organisti Gtlus 1990ndatest, mille td6i minuni Veiko
Vihuri: ,Taevas lauldakse ainult Punscheli jargi”
(Vihuri 2021).

Karindi jatkab: ,Nii nditeks koik kirikumuusika
alad, mis on seotud koguduselauluga, nagu nn.
liturgiline muusika ja koraal, seisavad meil juba
aastakiimneid muutmata, isegi vigade suhtes,
millistest kogudused kangekaelselt kinni peavad”
(Karindi 1937: 169-170). Mul on suur r66m tédeda,
et Karindi teeb vahet kirikulaulu esimesel ja teisel
zanril — puhalaulul ja koraalil. Esimest Zanrit
nimetab ta ,liturgiliseks muusikaks”. Liturgilise
muusika all ei métle Karindi selles kontekstis
muidugi mitte psalmilaulu, vaid luterliku jumala-
teenistuse Uksikuid proosatekstilisi lauldavaid
osasid, nt. laulupalved. Karindi oli muusikaliselt
vdaga tundlik koorijuht ja helilooja?® ning ol

2 Organistina tegutses Karindi Tartu Maarja kirikus (1925-1929), Tartu Ulikooli kirikus (1929-1933) ja Tallinna Kaarli kirikus

(1933-1940 ja 1948).
27 siin méeldakse Eesti Evangeelset Luterlikku Kirikut.

28 Mul ei olnud véimalust maestro Alfred Karindiga isiklikult kohtuda, sest ta suri juba enne minu stindimist. Kill aga
tundsid teda mélemad minu vanemad (Liina Joks (1939-2018), pianist, ja Silver-Lello Joks (1929-2017), baritonist
harrastuslaulja, sh. sagedane solist), kes olid seotud 1957. aastal Karindi asutatud kooriga ,Kdrgemate koolide
lI6petanute segakoor” (KKLS). Koori asutamise Uheks ajendiks oli rohkete, koorilaulu kogemustega kdrgkoolivilistlaste
koorilaulust kérvalejaamine peale Ulidpilaselu 16ppemist. KKLS tegutses tolleaegses Tallinna haridus- ja teadusala
tootajate majas, mis praegu on Opetajate maja. Samuti tundsin ma Alfred Karindi tiitart Laine Karindit (1926-2002),
kellega koos ma KKLSi juhatasin aastatel 1989-1993. Selle kaudu 6ppisin tundma Alfred Karindi loomingut ja minuni
kandusid ka méningad tema tdekspidamised ja toomeetodid. Varsti peale KKLSis t66 alustamist nimetasime koori
Umber ,Alfred Karindi nimeliseks segakooriks” ehk lihendatult ,Karindi kooriks". Kahjuks ei olnud see koor jatkusuutlik
ja lauljate vananedes Idpetas koor tegevuse 2007. Viimaseks peadirigendiks oli Marelle Siitas. Karindi nimi ,parandati”
EELK Tallinna Toompea Kaarli Koguduse segakoorile, mis on samuti tanaseks tegevuse l6petanud. Karindi loodud
koorimuusika parimaid palasid iseloomustab minu jaoks erakordne, pdhjamaiselt kirgas impressionism, nt. laulus
J1alvine 6htu” (sénad Villem Griinthal-Ridala). Samas ei ole prosoodilise riitmi ja muusika ritmi kokkulangevus selle
koorilaulu tugevaim kiilg. Laulu algus kélab: ,Ule hdamara vaarjudest tuume [---]".
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laulmise problemaatikaga vaga hasti kursis. Ta
taipas, et ,kdik, mis on seotud koguduse lauluga,
[peab] olema lihtne meloodiliselt ja rutmiliselt,
et kogudus saaks kaasa laulda”. Karindi oli
ilmselt teadlik ritmiseeritud koraali olemasolust:
»,oma algupdrases kujus vois [koraal] olla Gsnagi
mitmekesiselt liikuv ja on meie koguduse jaoks
omal ajal lihtsustatunasisse toodud”. Ta nuriseb,
et valdavalt domineerivad eesti koraalilaulus
saksa meloodiad ja ,peaaegu tdielikult puudub
[---] eesti oma rahvuslik koraal” (Karindi
1937: 170). Ta soovitab Soome, Rootsi ja teiste
pdhjamaade eeskujul ,hakata tosiselt motlema
ka meie kirikumuusika ajakohastamisele ja
reformeerimisele”. Karindi arvates on olemas
muusikute valmisolek, kes oleksid huvitatud
,meie omapadrase kirikumuusika loomisest ja
rakendamisest” (Karindi 1937: 171). Ta teeb ka
Usna tosise torke vaimulikkonna pihta ja vaidab, et
pastorid on harjunud ndagema ,kirikumuusikas
mingit reliikviat, millest ei taheta loobuda.
Ménel pool ldheb asi koguni selleni, et tuntakse
end hdirituna, kui méni organist ,julgeb” koraali
mangida vaba harmonisatsiooniga ja mitte nii
nagu see ,Punschel’is” seisab.” Karindi hoiatab, et
uuenduste labi viimine on valtimatu, kui ,kirik ei
taha oma kontakti kunstihuviliste ja muusikaliselt
arenenud ning rahvuslikult métlevate kogudus-
liikmetega hoopiski kaotada.” Tema meelest
oleks lahendus olukorra parandamiseks hari-
duses - Tartu Ulikooli usuteaduskonnas tuleks
teha ,muusika ja eriti laulu O6ppimine
sunduslikuks. [---] Siis kaoks loodetavasti
meie kirikutest ka o6petajate ebamusikaalne
hadlitsemine liturgia laulmisel”. Karindi ei
anna armu ka liturgilisele komisjonile, keda ta
muusikaliselt — professionaalsete  asjatundjate
vahese kaasamise parast stilidistab diletantluses
(Karindi 1937: 172). Alfred Karindi loodab, et kui
tema moétteavaldustele jargneb diskussioon, ,siis
oleks sellest asjale enesele aina kasu” (Karindi
1937: 173) ja see vdiks viia ,olukorrani, kus meie
kirikutes vaartusliku voora kirikulaulu korval ka
meie omaparane koraal eluéiguse omandaks”
(Karindi 1937: 174). Alfred Karindi ei maini oma

kirjutises eesti keele partikulaarset ritmi kui
.meile omapdrase koraali” osa. Siiski on tema
arvamusest selgelt tunda igatsus just eesti kiriku-
laulu jarele.

Ei saa aga Oelda, et eesti keele sénariitmi
probleemidega muusikas ei oleks ildse tege-
letud. Koorilaulu vaatevinklist killaltki pohjaliku
ldhenemise voib leida Tuudur Vettiku (1898-
1982) teosest ,Koorijuhi kasiraamat”, milles
on tekstikiisimustele plhendatud mahukas
peatiikk ,Teksti hadldamisest koorilaulus” (Vettik
1939: 167-218).2° Kuigi see kasitlus on kirjutatud
koorilaulu aspektist, mis autori sdnul on ,samuti
maksev soololaulu kohta” (Vettik 1939: 167), on
see paljuski laiendatav ka koguduselaulule nii
plhalaulu kui koraalilaulu zanrites. Vettik rohutab
teksti olulisust koorilaulus ja peab vajalikuks
poorata sellele tdsist tdhelepanu. Ta annab
laulmisele huvitava maaratluse: ,Mis on laulmine?
Laulmine on venitatud, stiliseeritud heliline
konelemine” (Vettik 1939: 167; siin ja allpool:
originaalis esiletdst sérendatud kirjaga). Vettik
kirjutab aga, et teksti venitamine néuab kindlat
distsipliini. Jargnev tsitaat sobiks vdga hasti
koguduse poolt viljeldava kirikulaulu koikide
Zanrite konteksti: ,Laulmisel sénu ja silpe
venitades peame tegema seda nii, et sonale
jaaks alles voimalikult sama riitm, mida see
omab koneski, ja et see oma tahenduses ei
moonduks. Seejuures tuleb koigist eesti keele
foneetilistest varjunditest ja omaparasustest
kindlasti kinni pidada” (Vettik 1939: 167). Et
moista, kui tadhtsaks Vettik neid lauseid peab,
tuleb siinkohal réhutada, et raamatus on kogu
eelnev tsitaat esile tostetud sérendatud kirjaga.
Veel enam, autor kordab seda o6petust kohe
uuesti, vottes selle lihidalt kokku nénda: ,Uks
tahtsamaid juhiseid laulusdnade korralikuks
hadldamiseks on: piiiia lauldes sonu haidldada
nii, nagu sa koneleksid” (Vettik 1939: 168). Vettik
kirjeldab minu meelest suureparaselt olukorda,
mis valitseb koguduse koraalilaulus kohati ka veel
tdna: ,Sageli on laulusénad vaid Uksikute silpide
mottetu ja ritmita°rida” (Vettik 1939: 168). Vettiku
laulutekste kasitleva ideaali poole pirgimine on

29 sellest raamatust ilmus kordustriikk aastal 1965. Samuti on Vettik kirjutanud kasiraamatu diktsioonist laulus (vt. Vettik

1948).
30 vettik motleb siin teksti, mitte muusika ritmi.
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nauditav, aga muutub raskeks, et mitte Gelda
vlimatuks nendes olukordades, kus muusika
ritm sunnib nii jouliselt oma tahtmist peale, et
teksti haaldamine ,nii nagu sa koéneleksid” ei
ole lihtsalt véimalik. Siin ei jaa Vettikul muud Ule
kui tunnistada muusika Ulimuslikkust: ,Vokaal-
muusika koosneb ju kahest elemendist. Neid
kokku liita on ju helilooja kui ka laulu esitaja Glim
Ulesanne. Kuid tdahtsaimaks jadb siiski alati
muusika. Ja kui muusikalisele kiljele osutub
vajalikumaks ménes kohas ritmiliselt muusikalise
sisu seisukohalt viljudes iseseisvamalt minna,
siis lubame seda kahtlematult” (Vettik 1939: 180).
Vaadates selle teksti kahte esimest lauset, kumab,
vahemalt mulle, autori teatav kahevahel olek.
Vettiku muidu nii enesekindlas narratiivis esineb
kahes jarjestikuses lauses séna ,ju”, milles ta minu
arvates pllab ennastki veenda, et tekstiritmi
ja muusikaritmi vastuolus tuleb prioriteedina
ndha muusikat, kuigi siida on tekstiritmi kiiljes
kovasti kinni. Mina noéustun siinkohal maestro
Vettikuga, et koorilaulus tulebki kohati muusika
arvelt tekstile 16ivu maksta. Kui me aga hakkame
radkima kirikumuusikast ja kirikulaulust, eriti aga
plhakirjatekstilisest kirikulaulust, milles Sénal on
eriline staatus (vt. ,1.5.1 SGna ja muusika kiriku-
laulus”, Ik. 146), kas me tohime selle koorilaulust
vorsuva pohimoétte automaatselt koguduselaulule
Ule kanda? Kas voéime Vettikut parafraseerides
oelda, et kui muusika ndéuab, siis véime
koraalilaulus eestikeelseid sonu moonutada? Ja
veel - kas plihalaulus ja koraalilaulus peaks teksti
kasitlema vordselt voi eristavalt?

Tuudur Vettik ldheneb teemale vdga siiste-
maatiliselt, alustades sbnade valdete seletamisest,
minnes sellega lingvistiliselt Gsna spetsiifiliseks.
Ta eristab esimese ja teise valte sénu selle kaudu,
et ,esmaviltelistes sonades on koik silbid
vordses pikkuses, voi monikord kahesilbilisis
sénus ka teine silp veidi pikem esimesest”, samas
kui teise valte sdnade kohta Utleb ta, et nende
sdnade ,kaks esimest silpi esinevad vordses
pikkuses” (Vettik 1939: 172). Lauluspetsiifiliselt ei

31 Vettik masrab samuti teise valte (Vettik 1939: 172).

Eerik Joks

ole minu arvates aga kiisimus mitte niivord silpide
vordsuses, kuivord selles, millist silpi sdnas saab
pikendada ilma, et séna moonduks véi muudaks
tahendust (selle kohta vt. pikemalt Ik. 155).
Meeldiv on tddeda, et Vettik on keeletundliku
heliloojana joudnud jargmisele dratundmisele:
,Uldiselt oleneb sénade haildamine kénes
vdga suurel maaral radkija temperamendist [---].
Utleme selle lause [Ara tule.] aga hassiidamlikult,
siis kdlab see Ara tulee, méni venivillem aga
Utleb Araaa tuleee” (Vettik 1939: 173). Tapselt
samasugune olukord voib aga esimese vilte
Jtule” asemel tekkida ka teise vélte sdna ,anna”?'
korral, kui seda ,venivillemi” kombel lausuda
,Araaa annaaa”.

Uks mis kindel: Vettik otsib vasimatult
kompromissi tekstirlitmi ja muusikariitmi vahel
ning pakub selleks mitmeid inspireerivaid
lahendusi, nt. ,sénakuju ritmiline peegeldumine
ehk sisemine rlitmitamine” (Vettik 1939: 192).
Peatlikk  ,Teksti haaldamisest koorilaulus”
Tuudur Vettiku raamatus vaarib igal juhul koigi
tahelepanu, kes tegelevad eesti keeleriitmiga
muusikas. Maestro |6petab selle peatiiki nénda:
,Olen tundnud, et see [teksti haaldamine
koorilaulus] on Uiks tdhtsamaid laulu hingestamise
votteid, millega padseb kuulaja siidamele isna,

Usna ldhedale” ning julgustab: ,Koorijuhid,
pliidkem vasimatult ideaalile 1ahemale!” (Vettik
1939: 218).

Tuudur Vettiku raamatu eel ilmus 1938. aastal
Richard Ritsingu toimetatud ,Koori- ja orkestri-
juhi kdsiraamat”.3? Kui Vettiku raamat on uhe
autori t606, siis Ritsingu opik on mitme autori
koostatud.33 Raamatus on peattikk ,Haaldamine”
(Ritsing 1938: 85-106), mille autoriks on toimetaja
ise, aga nagu saatesdnas Oeldakse, oli autoril
tuntud abilisi: ,Tosiselt tdnatagu ka mag. P. Aristet
[1905-1990], kelle ndpunditeid ja noéuandeid
on arvestatud foneetilistes klisimustes, samuti
H. Tamperet, kelle tdhelepanekud ja teadmused
kéne ja laulu vahekorrast on raamatule kasuks
olnud” (Ritsing 1938: 5). Ritsing rohutab samuti

32 Vettiku raamat oli Eesti Lauljate Liidu véljaanne, Ritsingu oma valjaandjaks on Eesti Lauljate Liidu Tartumaa osakond.

33 Autoriteks on Richard Ritsing, Eduard Oja (1905-1950), August Topman, Juhan Simm (1885-1959), Juhan Arike (1905-
1984), Eduard Tubin (1905-1982), Johan Tamverk (1906-1988), Arno Niitof (1904-1989), Karl Leichter (1902-1987), Evert
Mesidinen (1886-1967), Adalbert Virkhaus (1880-1961), Juri Kuru (1895-1942), August Kiiss (1882-1965).
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teksti olulisust, esmalt enda kirjutatud peatiikis
,Koorilaulu analttsist”: ,Teksti analtlsimisel
tuleb esiteks pohjalikult tutvuda laulu sénalis-
sisulise kiiljega, et moista sdnades peituvaid
métteid ja tundmusi. [---] Tekstisse ja hddldamisse
tuleb suhtuda esinemisnduete kohase tapsuse,
korrektsuse ja pohjalikkusega” (Ritsing 1938: 40).
Eespool ndgime, et kuigi Vettiku lugupidamine
teksti vastu on suur, valitseb muusika koorilaulus
teksti Ule. Ritsing tunnistab, et ,[kluigi laulu
vadrtust hinnatakse rohkem muusika kui tema
juurde kuuluva teksti jargi, ei tohi viimasesse
suhtuda siiski kui ainult helitekitamise abindusse
[---]. Selle kahe kunstiala [muusika ja poeesial
Uhenduses valitsegu (ksteist tdiendav tasakaalu
ja terviklikkuse néue” (Ritsing 1938: 85).

Ritsingu kasitlus on valdavalt foneetiline ja
ritmikisimuste juurde tuleb ta alles peatiki
viimastel lehekilgedel. Sellist poéhjalikkust
nagu Vettikul siin ei kohta. Ritsing kirjutab:
,Kuna praegu on ritmiprobleem aktuaalne, siis
I6puks puudutan lihidalt ka ritmist olenevaid
haalduskisimusi” (Ritsing 1938: 103). Teksti- ja
muusikarttmikooskélast raakides on Ritsing konk-
reetne: ,Ja pole moétetki nduda laulult taielikku
ritmilist vastavust kdnekeelele. Laul ju on dieti
harvendatud, pikendatud véi teatud juhtumeil
ka kiirendatud kéne. Mida retsitatiivsemaks,
koneldhedasemaks muutub laul, seda enam
kaotab ta oma pohilist ilu”3* (Ritsing 1938: 103).
Kirikulaulu interpreedina on mul kill raske
maestro seisukohaga néustuda, aga on oluline,
et médlema, pohjalikumalt tekstiklisimustega
tegelenud koorilaulu suurkuju Gsnagi erinevad
arusaamad on siin artiklis dra toodud. Ka Ritsing
pakub vélja lahendusi halbeliselt riitmiseeritud
sdnade pdastmiseks: ,Sénu ,pojad” (A. Late laulus
+Arka liles isamaa”) ja ,tobid” (G. Ernesaksa laulus
,Hakkame, mehed, minema”) soovitatakse laulda
katkestusega o jarel, et saavutada liihikese haaliku
muljet (poojad ja toobid asemel pojad ja tobid)”
(Ritsing 1938: 105).

Peatiiki 16pus tunnistab Ritsing, et ,artikulat-
siooni alal pole veel kéik kiisimused kullaldase

pohjalikkusega ja mitmekiilgsusega labi té6tatud
ja uuritud [---]. Kdesolev kirjutis tahabki hoogu
anda laulu haaldusprobleemide teaduslikumale
kasitlusele [---]" (Ritsing 1938: 106). Ehk ongi see
pohjuseks, miks Vettiku jargmisel aastal ilmunud
raamatus on sama teema marksa pohjalikumalt
kasitletud.

1.8.1 Kokkuvotteks artiklis vaadeldud
problemaatikale sarnaste teemade
senisest kasitlemisest

Kuigi koorilaulu diskursuses on eesti keelerttmi
ja muusikarutmi teemal killaltki tGksikasjalikke ja
heade spetsialistide koostatud kasitlusi, on sama
teemat koguduse koraalilaulus vahe vaadeldud.
Ehkki koorilaul ja koguduse koraalilaul on kullaltki
erinevad meediumid, on nii Vettiku kui Ritsingu
erinevatest kasitlustest véimalik teatavaid aspekte
koguduse koraalilaulu tekstikasitlusele tle kanda.
Siiski on p6hjust arvata, et koraalilaul nagu kogu
kirikulaul vajab Séna erilaadse staatuse tottu
teistsugust tekstikasitust. Kumbki autoritest ei ole
nimetanud muusikarttmi ja tekstiritmi vastuolu
Uhte stivapohjust — eesti keele prosoodia eripara
vorreldes indogermaani keelemuusikast vorsu-
nud meloodilise keelepruugiga. Kill aga toob
saksa ja eesti keele prosoodilise pingevalja esile
Taive Sarg oma podhjalikus eesti keele prosoodia
uurimise ajaloolises lilevaates. Samuti on see hasti
tuntav Veljo Tormise muusikalises maotlemises.
Eestikeelse tekstiga vokaalrepertuaari esituste
temporaalset Ulesehitust ja teisi prosoodia ning
meloodia kokkupuutepunkte on uuritud regilaulu
kontekstis, aga koraalilaulu areaalis sellised uuri-
mused praegu veel puuduvad?

2. Materjal ja meetod
2.1 Materjal

Artiklis anallusitavaks materjaliks on kolm
koraali: (1) ,Oh nuta oma hada”,* (2) ,Vota nuud
Issandat” ja (3) ,Jumal, mu suda igatseb Sind”".
(1) Esimese koraaliga tutvustan pdhjalikumalt
anallisiks kasutatavat meetodit ja vordlen iso-
meetrilise koraaliviisi ja algupdraseks peetava

34 Richard Ritsingu ilumeelest annab head tunnistust minu arvates tema ajastu tiks kaunimaid naiskoorilaule ,Sa oled mu
stidame suvi” (1979) Eduard Ludvig Wohrmanni (1863-1934) tekstile. Tegu on vérdlemisi lihikese lauluga, mis valtab
ainult poolteist minutit, aga on mitmekdlgselt kaasakiskuv. Muu hulgas on selles kompositsioonis silmnahtavalt ptittud

arvestada eesti keele prosoodilise riitmiga.

35 Laulu ,Oh nuta oma hada” kohta on ldhiminevikus ilmunud kaks kirjutist; vt. Piir 2002; Salumae 2011.
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ritmiseeritud koraaliviisi riitmide eesti keele
parasust. Ma kasutan siinkohal viljendit ,algu-
paraseks peetava”, mitte aga ,algupérase”, sest
analliusitava meloodia tegeliku alguparaga on
seotud mitmed kiisitavused — kas seda Uldse voib
nimetada selle koraali algupdraseks meloodiaks?
Koraal ,Oh nuta oma hada” sobib analisiks,
sest see sisaldub nii praegu kasutusel olevas
#Kiriku laulu- ja palveraamatus” (KLPR 75) kui EELK
lauluraamatukomisjoni  publitseeritud proovi-
véljaandes nr. 2 ,Paastuaja laululeht ritmiseeritud
koraalidega” (LKPV 3). Selle koraali teeb analtusi
seisukohalt eriliselt atraktiivseks tema huvitay,
ilmalik ajalugu ja meloodia kasutamine saksa-
keelsete koraalitekstidega, mis ritmilise réhu-
asetuse seisukohast erinevad. Selle viisi juures
vaarib veel markimist suur variantsus eestikeelsete
tekstide valikus, mida koraaliviisiga kasutatakse,
ja viisi rohke kasutamine erinevate heliloojate, nt.
Johann Sebastian Bachi (1685-1750) teostes.

(2) Teise koraali olen valinud selleks, et
nadidata, kuidas isomeetrilise koraali viis KLPRis
on pea ideaalselt kooskodlas eesti keeleriitmiga
ja mis on selliseks kooskélaks eeldused loonud.
(3) Kolmandaks anallisitavaks koraaliks on
»Jumal, mu siida igatseb Sind” (KLPR 318), mida
voib nimetada ritmiseeritud koraaliks ja mis
on juba pikka aega EELKs kasutusel olnud. Ma
vaatlen, millisel madral on selle koraaliviisi riitm
kooskoélas eesti keeleriitmiga ja mida voiks
ette votta olukorra parandamiseks halbelistes
episoodides.

2.2 Meetod

Koraaliviisi sobivust eesti keeleriitmiga ja
Uhislaulmiseks oluliste omaduste kvaliteeti
hinnatakse sageli lsna subjektiivselt. Kas
meeldib voi ei meeldi? Seegi on analiils, aga
selle tulemusi saab kas vaga raskelt voi Uldse
mitte modtmistega kontrollida. Samuti véivad
emakeelse koraali laulukélblikkust méjutada
praktiliste voimaluste piirid — kuidas suudetakse
laulevrahvas nii-6elda ,kdima tdmmata” — millised
on organisti sellealased véimed ja kas on olemas
laulu juhtiv kantor véi liturgiline koor; oluline on
traditsiooni taak - lauldakse ,nii nagu alati on
olnud”; mdaravaks vodivad saada harjumused ja
mugavustsooni piirjooned. Ma nimetaksin sellist
hinnangute tasandit argitasandiks, mis ei suuda
ja sageli kahjuks ei tahagi minna sligavamale
emakeelse koraalilaulu olemusse.

Eerik Joks

Teine analllsitasand ei lahtu analtisija isik-
likust maitsest, vaid meetodist. Siin asendub intui-
tiivne ja pragmaatiline métlemine suurel maaral
diskursiivse moétlemisega. Meetodi eeliseks on
tosiasi, et seda saab rakendada mitmel korral ja
erinevate anallilisijate poolt, kusjuures tulemus ei
tohi muutuda. Tulemuste télgendusvdimalusteks
on rohkem ruumi, aga padeva meetodi korral ei
tohi méotmistulemused sama materjali puhul
erineda. Selleks, et lahkuda subjektiivsuse argi-
tasandilt, olen ma selle uurimuse jaoks juuru-
tanud meetodi, millega modta koraaliviisi eesti
keele pdrasust. Selleks voetakse vaatluse alla
kahe- ja enamasilbiliste sénade ritm versus
koraaliviisis ettekirjutatud ritm. Teisisdnu, seda
meetodit rakendades saame teada, millisel maaral
on kooskélas sdnade ritm ja nende viisistamisel
kasutatud riitm. Uhesilbilised sénad jadvad
sellest analUUsist vdlja, sest isoleeritud séna dige
valtusliku proportsiooni kindlakstegemiseks on
vaja viahemalt kahte silpi. Uhesilbilise séna véltus-
likku proportsionaalsust tuleks hinnata eelne-
vate ja jargnevate sénade kontekstis voi siis juba
kogu lause kontekstis. See on aga juba marksa
subjektiivsem kui tGksiku sdna anallius.

Tavakénes tundub meile paljude sénade
puhul, et silpide valtused on vordsed. Nt. ,nu-ta”,
,0-ma”, ,ha-da” véi ,sur-ma-nud”. Tegelikus kdnes,
eriti aga tugeva sisemise kavatsusega lausumises
(Vettik Utleb selle kohta ,hdasudamlikult”
lausudes, vt. lk. 153), veel enam aga laulmises,
on enamasti alati Uks silp kasvoi pisut pikema
valtusega. Minu meetodi tuum seisneb sona
pikimana tunnetatud silbi kindlakstegemises.
Miks ma raagin ,pikimana tunnetatud silbist”,
mitte aga ,pikimast silbist”? Keeleteaduses,
tapsemalt fonoloogias, on pdhjalikult tegeletud
haalikute ja silpide valtustega ning selles vallas
on loodud taksonoomia. Ma ei hinda silpide
valtust fonoloogilise kategoriseerimise alusel -
minu kasitluses on silpide pikkuse hindamine
puhtalt lauluspetsiifiline. Seeparast olen selles
artiklis loobunud ka sénade valtelisest maarat-
lemisest ja selle sidumisest séna riitmiga, nagu
seda teeb Tuudur Vettik oma tekstiritmi kasit-
luses (vt. Ik. 153). Siinne kasitlus on praktilistel
pOhjustel vdga lihtne - pikimana tunnetatud
silp sonas on selline silp, mida saab pikendada
ilma, et sona moonduks ja/voéi selle tdhendus
muutuks. Siinkohal on oluline tdpsustada, et
koik, mis soltub tunnetusest, voéib inimeseti
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rohkem voi vdhem varieeruda. Kuna pikimana
tunnetatud silbi leidmine on lauluspetsiifiline, on
koige kindlam leida see mitte argikdne maneeris
Oeldes, vaid tugeva sisemise kavatsusega
lausudes.?® Enam kui kahesilbilistes sénades voib
tekkida tunne, nagu oleks pikimana tunnetatud
silbile mitmeid konkurente. See on tosi, et laulu-
spetsiifiliselt saabki enam kui kahesilbiliste liht-
sdnade viimast silpi alati ménevérra venitada (vt.
nt. séna ,eksimused”, Ik. 160), ilma et sdna loomu-
lik kélakuju oluliselt kannataks. Selle eeltingi-
museks on muidugi, et nimetatud silp ei langeks
réhulisele taktiosale. Siiski tuleb minu meetodit
jargides leida see (iks silp, mis on sénas tunnetatud
pikimana. Enam kui kahesilbilistes lihtsénades ei
saa see kunagi olla séna viimane silp. Edaspidi
kasutan ma stinoniiimidena méisteid ,pikimana
tunnetatud silp” ja ,pikim silp”.

Enamasti leiab pikimana tunnetatud silbi
intuitiivselt kohe Ules. Naiteks sénas ,jumal” on
Usna reljeefselt selge, et teine silp on pikem kui
esimene. Kontrollimiseks on hea véimalus lausuda
sdna argikénest intensiivsemalt, lausuda tugeva
sisemise kavatsusega. See toob séna pikimana
tunnetatud silbi héasti esile. Teine kontrollimise
vbéimalus on pikendada jarjekorras séna koiki
silpe ja panna tahele, millise pikenduse juures
sdna koéige vdhem moondub ja oma tdhendust
kaotab vdi muudab. Proovime pikendada séna
LJumal” esimest silpi ja saame ,juumal”. Séna
moondub oluliselt ja tdhendusest ei ole enam
voéimalik Gheselt aru saada. Jarelikult ei ole see
dige pikimana tunnetatud silp. Pikendame teist
- nota bene réhuta - silpi ja saame ,jumaal”.
Kuigi vorreldes argikdbnega séna monevorra
moondub, on selle tadhendusest vdéimalik Gheselt

aru saada. Jarelikult oleme leidnud séna pikimana
tunnetatud silbi. Ma olen tdhele pannud, et
eestlaste teadvuses, eriti muusikutel, seostub silbi
pikendamine miskipdrast selle réhutamisega.
Kui ma palun oma dpilastel pikendada rdéhuta
silpi, siis esimese hooga tuleb pikendusega
automaatselt kaasa ka réhk. Kas see on seotud
saksa keelemuusikast vorsunud ja meie teadvuses
juurdunud moétlemisega, ei oska ma praegu
Oelda, aga seda oleks huvitav uurida. Sellise
probleemi valtimiseks olen té6tanud valja nn.
kellameetodi. Ma seletan lauljatele, et eestikeelse
sdna lausumine sarnaneb kellalédgiga. Igal sénal
on ainult Uks kellalodk — Gks impulss - ja see on
alati séna esimesel silbil. Ulejadnud silbid on
ainult kella kumin - rohkem ei ole kella vaja lGGa.
Selliselt moeldes saab séna ,jumal” teine silp
endale 6ige diinaamilise proportsiooni ja vdibki
+kuminana” pikeneda.

Liitsbnade puhul on olukord ménevérra
keerulisem, sest kui liitsdbna koosneb kahest vi
monikord ka enamast sdnast, siis voib selles olla
ka kaks voi enam teistest pikemana tunnetatud
silpi. Votame nditeks séna ,ohvrianniks”. Kasutan
meelega just seda kddndevormi, milles kdnealune
sdna analldsitavas kirikulaulus esineb. Liitsdna
saab lausuda erineva hoiakuga. On Usna suur
vahe, kas ma rohutan esimest voi kolmandat
silpi. Uhel puhul réhutan ,ohvrit”, teisel puhul
Landi”. Muidugi saab rdéhutada ka molemat.
Hoiakust liitséna lausumisel soltub aga ka
silpide valtus. Kuna on {isna raske, et mitte delda
vbimatu kindlaks teha, mis on ,6ige” hoiak, siis on
meetodi seisukohast kdige otstarbekam kasitada
liitsénades iga lihtsdéna kui iseseisvat Uksust.
Erandiks on siin liitsdna, mille Uks lihtsénadest

36 see probleem tuleb hasti vilja koraalis ,Oh nuta oma hada” kasutatud sona ,suured” lausumisel. Kuna tekkis kahtlus,

kas teine silp on ikka pikimana tunnetatud silp, nagu mina arvan, viisin kiirkorras labi tajukatse. Ma olen oma senises
teadust60s teinud vaga mahukaid noodivaltuste moo6tmisi sisaldavaid tajukatseid, vt. nt. Joks 2014a. See voimaldas
mul kiiresti sellelaadne eksperiment labi viia. Siinne tajukatse on muidugi ainult joonealune illustratsioon ja ei
pretendeeri mingile laiemale Uldistusele. Selle pogusa korvalpdikega sain enese jaoks kinnitust tosiasjale, mida ma
tunnetuslikult ammu olen kogenud - sellistes sdnades nagu ,suured” on teine silp tunnetatud pikemana hoolimata
sellest, et fonoloogilisest seisukohast on mdlemad silbid pikad ehk siis vordsed. Ma laususin kolm korda séna ,suured”
ja salvestasin selle. Esimesel korral laususin tavakone maneeris, siis pisut intensiivsemalt ja kolmandaks tugeva
sisemise kavatsusega, nii nagu ma laulaks seda teksti. Kasutasin silpide segmenteerimiseks foneetikatarkvara ,Praat”
ja rakendasin ,heli algusest mo6tmist”, mitte ,vokaali algusest méotmist”. Tavakdne maneeris oli esimene silp 420
millisekundit (ms) ja teine silp 353 ms. Seega oli esimene silp ménevorra (67 ms) pikem. Pisut intensiivsemalt lausudes
olid silpide pikkused 762 ms ja 693 ms. Mdlemad silbid pikenesid ja esimene silp jéi endiselt pikemaks - vahe oli 69
ms. Lausudes tugeva sisemise kavatsusega olid silpide pikkused 790 ms ja 909 ms. Mélemad silbid olid taas veninud
pikemaks, aga nutid on teine silp 119 ms pikem. See episoodiline tajukatse annab kinnitust, et silpide proportsioonid
voivad erineda argikdnes ja tugeva sisemise kavatsusega lausumisel ehk ,haastdamlikult” lausudes, nagu kirjutab
Tuudur Vettik (vt. Ik. 153).
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on Uhesilbiline, nt. ,patusitd”. Sellises liitsdnas
Uhesilbilist s6na eraldi liksusena ei arvestata.

Erandina tuleb kasitleda noote fraaside
liigenduskohtades, mis muusikalisest fraasist
lahtudes paratamatult pikenevad. Nt. KLPR 75
(vt. noodindide 2, lk. 158) esimese rea kahes
viimases taktis oleva séna ,hukkaminemist”
viimane silp on noodikirjas ebaproportsionaalselt
pikk, sest see markeerib fraasi 16ppu. Tuletan
meelde, et meetodi eesmargiks on saada teada,
millisel madral on kooskdlas sdnade ritm ja
nende viisistamisel kasutatud ritm. Liitséna
+hukkaminemist” teises lihtsénas ,minemist” on
pikimana tunnetatud silp teine silp. Meloodias
on aga pikim silp kolmas, millel on lausa
kolmel6ogiline noot. Kuna aga tegu on fraasi
I6punoodiga, siis seda me keeleriitmiga vastuolus
olevaks lugeda ei saa.

Nagu eespool Oeldud, on eesti keele liheks
imeliseks eripdraks vorreldes saksa keele ja ka
teiste indogermaani keeltega todsiasi, et sdéna
réhuta silp voib olla pikema vialtusega kui
sdna rohuline silp. See erinevus teebki saksa
keeleritmi ja eesti keelerlitmi omavahel pea
lepitamatuks. Selliseid sénu, milles réhuta silp on
pikema viltusega kui réhuline silp, on eesti keeles
igal sammul, naiteks ,oma”. Ma seletan lihikeste
ja pikkade silpide problemaatikat siinkohal
veel kord (le seetottu, et mul on meetodi jaoks
vaja otsustada, mida teha vordsetes valtustes
noteeritud sénadega, kui séna loomuliku ritmi
jargi peaks Uks silp olema pikema valtusega.
Kas siin on vastuolu vdi mitte? Kuna vordsete
valtuste puhul on véimalik séna laulmisel nénda
odgvendada, et just see oGige silp saab paraja
pikenduse ning séna loomulik riitm sailib, siis
ei ole podhjust sellist olukorda vastuoluliseks
lugeda. Naiteks KLPR 75 (vt. noodindide 2, lk. 158)
esimeses reas on sdnades ,nuta oma” koik silbid
noteeritud vordsetes valtustes. Kui ma tahan
laulda réhutatult vordsetes véltustes ja orelisaade
seda veel stimuleerib, siis on vdimalik sundida
koik neli silpi enam-vahem vordseteks. Keeleriitmi
jargi on aga mélemas sdnas teine silp veidi pikem.
Kui nlid vérdsed valtused hetkeks unustada ja
laulda séna ritmi jargi, siis pikenevad mélema
sona teised silbid automaatselt. Seeldbi kolab
eesti keel marksa loomulikumalt kui sunnitult
vordsetes valtustes lauldes.

Kui hélbelised episoodid on kindlaks tehtud,
siis loen koraali tekstis kokku sénad, mis meetodi

Eerik Joks

jargi analtsiareaali kuuluvad. Nendeks on kahe-
ja enamasilbilised sénad, kusjuures liitsénasid
moodustavad lihtsonad arvestatakse eraldi
sdnadeks, vilja arvatud siis, kui ks lihtséna on
Uhesilbiline — sel juhul loetakse liitsdna Uheks

sonaks. Protsentarvutuse abil teen kindlaks
hdlbeliste episoodide osakaalu lauluteksti
tervikus. Halbeprotsent ongi meetodi [6pp-

produkt. Mida suurem on protsent, seda enam on
viisi riitm vastuolus teksti ritmiga.

2.2.1 Meetodi kokkuvote

(1) Meetodi eesmargiks on otsida vastuolusid
tekstirltmi ja koraaliviisis kasutatud muusi-
kalise ritmi vahel.

(2) Vastuoluks loetakse olukord, milles kahe- voi
enamasilbilises sdnas sunnib koraaliviisi ritm
pikendama silpi, mis keelerltmis pikendatud
silp ,olla ei taha”.

(3) Vastuoluks ei loeta vordsetes valtustes notee-
ritud sénu, sest vordsete viltuste puhul on
lauldes voimalik keelerttm sailitada.

(4) Vastuoluks eiloeta sdnariitmile mittevastavaid
noote fraaside liigenduskohtades.

(5) Uhesilbilised sénad jaavad analiiiisist vilja.

(6) Meetodi rakendamise |6pptulemuseks on
hélbeliste episoodide osakaalu arvutamine
anallilsitavate sdnade koguarvus.

3. Analiiiis

3.1 Koraali, Oh nuta oma hada” analiilis - KLPR
75 variant

Jargnevalt rakendan meetodit naitlikult koraali
,Oh nuta oma hdada” anallusimiseks. KLPRIi
variandis tekib esimene probleem sénaga ,hada”
(vt. noodindide 2, esimene rida), sest selles sénas
on teine silp tunnetatud pikemana kui esimene,
aga esimene silp on noteeritud poole pikema
noodiga. Tulemuseks on ,hddda”. Korduses
seda probleemi ei ole, sest sdnas ,kaeba” ongi
esimene silp séna pikim silp. Rea [6pus samuti
vastuolu ei ole, sest tegu on fraasi I6punoodiga.
Teises reas on problemaatiline neljasilbiline sdna
s€ksimused”. Selles sénas on pikim silp esimene
silp ,eksimused”, aga kolmas silp on noteeritud
poole pikema valtusega kui Ulejaanud silbid.
Tulemuseks on ,eksimuused”. Séna ,vaevanud”
kolmanda silbi kolmel66gilist nooti me vastuoluks
ei loe, sest tegu on fraasi I6punoodiga. Kill aga
tuleb vastuoluks markida sdéna ,suured”, sest
hoolimata pikast u-haalikust esimeses silbis on
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Noodindide 2. Isomeetriline koraal ,Oh nuta oma hada”, KLPR 75; varjutusega on madrgitud halbelised
episoodid, milles eesti keelerlitm ldheb vastuollu koraaliviisi riitmiga; Rooma numbrid I-Il, Il ja IV on tabel 8
(vt. Ik. 176) jaoks mérgitud riitmikombinatsioonide positsioonid.

Kristuse kannatamine — Paastuneg

OH NUTA OMA HADA 75
Viisil: Oh Jeesus, Sinu valu
2 ———— I'-III : " -
+— o—g— —T — ——t
ot - I T I
Oh nu-ta o-ma |} 1| ja  huk-ka-mi-ne - mist
ning 4d-ra iks-nes e-ba me Pidst-ja su-re - mist,

a
4 ; m
1

Te-da vaeva - nud ja

_-,.-
-l
AR

mei - Te-ma sur-ma - nud.
2. Seepérast, rahvas, vaata 3. Ta Isa ndu on tiitnud,
sa preestri peale niiiid, meid padstnud viha kiest.
kes jouab|lepitada Ta pole ohvriks|toonud
koik meie patusiiiid. verd ohvriloomadest,
Ta saadab meid ja[kannab! Ta oma kallis [veri |
kui helde karjane, nii ohvrianniks sai;
kord roomuriigifannab]|— see on see pithafveri;
kes on Ta sarnane! mis lunastuse toi.

4. Just Teda ldks meil tarvis,
Ta suudab aidata.
Ta puhas, kui end andis,
ja ilma patuta.
Ta kiusatust on kandnud
ja notrust, valu ka,
kuid siiski voidu[saanud—
niilid taevast kérgem Ta!

Viis: ,,Oh Jeesus, Sinu valu”’ Sonad: Bernhard Clairvaux, 1091-1153;
(O Haupt, voll Blut und Wunden/ Christian Knorr, vabahirra von
Salve caput cruentatum) Y Rosenroth, 1638-1689.

Hans Leo Hassler, 1564-1612.
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teine silp tunnetatud pikemana. Vastasel juhul
saaksime sdna ,suuured” (vt. ka allmarkus 36).

Nuld rakendan meetodit ka teistele salmidele,
aga samm-sammult iga séna enam ldbi ei kai.
Nagu naha, on korvalekalded ainult ridade I6pus,
kus on hingamist ettevalmistav poolnoot. Kdige
Lpuhtam” salm on neljas salm, milles on ainult tiks
hélbeline episood.

Tabel 1. KLPR 75 kahe- ja enamasilbiliste sdnade
ritmi hadlbimine koraali viisi riitmist.

sénadearv | hilbeid p:lil:’eent
1.salm 19 3 16%
2.salm 17 3 18%
3.salm 18 3 17%
4. salm 17 ! 6%
KOKKU 71 10 14%

Vaadelgem olukorda statistiliselt (vt. tabel 1).
Laulu salmides on meetodi jargi analtusitavaid
sonu erineval hulgal: esimeses salmis on 19
sOna; teises salmis on 17 séna; kolmandas 18
sOna ja neljandas taas 17 sdna. Kokku on tekstis
analliusitavaid sénu  71. Halbivaid ehk siis
varjutusega margitud sénu on salmides vastavalt
3, 3, 3 ja 1, ning kokku on neid laulus 10. Tabelis 1
on vdlja toodud hdlbe protsent salmide kaupa ja
summeeritult. Kdige madalam on halbe protsent
neljandas salmis — 6%. Kogu lauluteksti 16ikes on
hédlve 14%.

Kuna meetodi jargi ei loeta hédlbeks
sOnarutmiga vastuolus olevaid pikendatud noote
fraaside liilgenduskohtades, siis on KLPR 75 kohta
vaja teha alternatiivne anallits, mis v6ib ndidata
veelgi vdiksemat halbeprotsenti. KLPR 75 noodis
on ette kirjutatud hingamised iga tekstirea 16pus.
Kuigi noodipilt seda otseselt ei sedasta, voib
hingamisele eelnevat veerandnooti kasitada
aeglustatud noodina véi kogunifermaadiga varus-
tatud noodina. Seda véiks nimetada ,Punscheli
paranduseks”, sest just Punscheli koraaliraamatus
on tekstiridade l6pus fermaadid (fermaatide
paigutumise kohta Punschelis vt. noodindide
8, |k. 172). Sarnast métteviisi soodustab ka
hingamispausist eelviimane poolnoot. Sellisel
juhul véiksime hingamispausile eelnevat nooti
kasitada vahemalt poolnoodina, kui mitte kolme-
|66gilise noodina. Vokaaltehniliselt on tsna raske
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sooritada sellist hingamist ilma aeglustuseta. Kui
solistil on see veel voéimalik, siis koguduselaulus
néuab Uhishingamine kindlasti vdhemalt teata-
vat aeglustust. Kui kasitada hingamispausile
eelnevat nooti poolnoodina, siis muutub halbe-
liste episoodide arv margatavalt. Halbelised ei
ole enam fraaside liigenduskohtades paiknevad
kahesilbilised sdnad, sest niid on need vord-
sete valtustega - poolnoot ja aeglustusest
kaheloogiliseks pikenenud veerandnoot. Seega
jadvad ainsateks halbelisteks episoodideks sénad
s€ksimused” ja ,lepitada” ning kokkuvétlikuks
halbeks on 3% (vt. tabel 2).

Tabel 2. KLPR 75 kahe- ja enamasilbiliste sonade
ritmi hdlbimine koraali viisi ritmist, arvestades
hingamispauside eelsete nootide pikenemist seoses
hingamise ettevalmistamisega.

sénu hilbeid p:‘:t';ent
1.salm 19 1 5%
2.salm 17 1 6%
3.salm 18 0 0%
4.salm 17 0 0%
KOKKU 71 2 3%

Kuigi halbeprotsent oluliselt vdhenes, tuleb
siiski silmas pidada, et sellised aeglustusega ette-
valmistatud sagedased hingamispausid saavad
suure téendosusega tekkida ainult Gsnagi aeglase
tempo puhul. Nii aeglase tempo ja hingamis-
pausidega sagedaselt katkestatud narratiivi puhul
on s6nade mojule pddasemine muudel pohjustel
takistatud. Oma edasises t66s lahtun siiski
eeldusest, et hingamismarkide kohal hingatakse
suhteliselt kiiresti, mis hingamismargi eel olevat
veerandnoodi viltust ei pikenda voi laulmine
toimub piisavalt kiires tempos ja hingamispausi
fraasi keskel ei ole iildse vaja.

3.2 Koraali ,,Oh nuta oma hada” analiiiis - LKPV
3 variant

Nild vaatame sama koraali lauluraamatu-
komisjoni proovivdljaandest (vt. noodindide 3).
Esimene halbiv sdna proovivdljaandes on ,nuta”,
sest selles sénas on tegelikult pikemana tunne-
tatud teine silp, aga esimene silp on noteeritud
poole pikema vdltusega, mille tulemuseks on
moonutatud ,nuuta”. Sama kehtib séna ,oma”
kohta.Séna ,hada”, mis KLPRi versioonis oli halbiv,
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Noodindide 3. Rutmiseeritud koraal ,Oh nuta oma hada”, LKPV 3; varjutusega on madrgitud halbelised
episoodid, milles eesti keeleriitm Idheb vastuollu koraaliviisi ritmiga.

deelpern meis i apost ja lemp i jeesuse peale, Hb 3:1

3 Oh nuta oma hida

kuid ahvriks Ta ei toonud verd ohvriloomadest.

Ta oma kallis nii ohw:anmks sai -
see on see veri, mis [UASSEUSE t6i.

jaab siinkohal margistuseta, sest see on noteeritud
vordsete viltustega. Liitsonas ,hukkaminemist”
on esimese lihtsénaga korras, aga teine saab
margistatud, sest sdnas ,minemist” on pikimana
tunnetatud teine silp, mitte aga esimene, nagu
meloodiariitmis ette kirjutatakse. Sarnaselt séna-
dega ,nuta” ja ,oma” on hélbeliselt ritmiseeritud
ka séna ,dra", millest on saanud ,dara". Jirgmine
probleemséna on kolmesilbiline ,suremist”. See
sdna pole margistatud mitte kolmandal silbil oleva
poolnoodi parast. Tegu on fraasi I6punoodiga ja
seda ei luba meetod hélbeks lugeda. Kiill aga on
oluline vastuolu esimesel silbil, mis sunnitakse
poolnoodiga pikaks - ,suuremist”, kuigi pikk silp
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@vaavast Su poole hddabh seal!
im 5ns toeks mei kui himud kiusavad,
me meeli [Kinhitagu, need lahkuvad.

Sénad: . Bewein o Chitstenmensch™
Chistian Knorr von Rosenroth,
1636-1669

Viis:  Oh Jeesus, Sinu valu®
-0 Haupt, woll Blut und Wunden™
Drigimaal Herzlich tut mich verangen®,
1613
Hans Loo Hassler, 1564-1612

peaks olema hoopis teine silp ,suremist”. Edasi
- neljasilbilises sénas ,eksimused” on pikimana
tunnetatud silp esimene silp, aga koraaliviis
sunnib pikimaks kolmanda silbi. Tulemuseks
on ,eksimuused”. Taas tulevad kahesilbilised
sdnad, milles viisi riitm ldheb vastuollu séna
ritmiga: need on ,meie”, ,patud” ja ,Tema”
ning kolmesilbiline séna ,surmanud”. Kokku on
esimeses salmis kimme vastuolu, (vt. tabel 3), mis
teeb halbeks 44%.

Vaatame veel ka laulu teisi salme proovi-
véljaandes esitatud variandis. Siinkohal on védga
oluline téhele panna, et lauluraamatukomisjoni
véljaandes on viis salmi, mitte neli nagu KLPRis



ja ainult esimesed kaks salmi on identsed.
Kolmandas salmis on KLPRi ridades 3 ja 4, mis
vastavad proovivdljaande reale 2, pisikesed
muudatused. Salm neli on pdéhjalikumalt toime-
tatud ja juurde on lisatud viies salm, nii nagu
,Uues lauluraamatus” aga ka seda teksti on
uuendatud. Vastuolude Gldpilt on selline: hdlbeid
teisest kuni viienda salmini on vastavalt 10, 5, 8 ja
6. Kdige vahem vastuolusid on kolmandas salmis.
Selles salmis on aga ks eriliselt tdhelepanuvaarne
vastuolu: neljasilbilises sénas ,lunastuse” on lausa
kaks hdlvet. Sénas ,lunastuse” on pikim silp teine
silp. Proovivéljaandes sunnitakse poolnootidega
pikaks esimene ja kolmas silp. Tulemuseks
on ,luunastuuse”. Kuna aga meetodi jargi on
hélbeline episood Uks sdna, siis loen ka selle séna
ainult Gheks halbeks.

Tabel 3. LRPV 3 kahe- ja enamisilbiliste sdnade riitmi
halbimine koraali viisi riitmist.
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Tabel 4. KLPR 75 kahe- ja enamsilbiliste sénade
ratmi halbimine koraali viisi riitmist kahe esimese

salmi ldikes.
sénu hilbeid halbe
protsent
1.salm 19 3 16%
2.salm 17 18%
KOKKU 36 6 17%

Tabel 5. LKPV 3 kahe- ja enamasilbiliste sénade
ratmi halbimine koraali viisi riitmist kahe esimese

salmi Ioikes.
sénu hélbeid p:‘tilsl)eent
1.salm 19 10 53%
2.salm 17 10 59%
KOKKU 36 20 56%

sénu hélbeid p:‘:t';em
1.salm 19 10 53%
2.salm 17 10 59%
3.salm 17 5 29%
4.salm 19 8 42%
5.salm 16 6 38%
KOKKU 88 39 44%

Statistiliselt ndeb proovivdljaande anallls
vdlja nii, nagu seda sedastab tabel 3. Kodikide
salmide l6ikes on rltmiseeritud variandis
hdlbelisi episoode 44% KLPRi isomeetrilise
variandi 14% vastu. Erinevus on rohkem kui
kolmekordne. Kindlasti tuleb kriitiliselt kiisida,
kas ja kuidas mojutab tulemust salmide arv. Kuna
hdlvet arvutatakse suhtarvudes, siis ei tohiks
salmide arv lugeda. Et asi oleks taiesti aus, siis
teeme rehkenduse ka ainult kahe esimese salmi
pohjal, mis on mélemas allikas identsed. Nende
salmide pohjal, nagu tabelid 4 ja 5 naitavad,
on KLPRis hdlve 17% ja lauluraamatukomisjoni
proovivdljaandes 56%. Erinevus on endiselt enam
kui kolmekordne ja isegi ménevorra suurem kui
terviklaulude vordluses.

37 Selle raamatu esmatriikki vt. Uus lauluraamat 1899.

3.3 Koraali ,Vota niilid Issandat” (KLPR 306)
anallils

Koraali ,Vota nuld Issandat” (vt. noodindide 4)
anallils jaab Usnagi lihikeseks, sest kasutatava
meetodi kohaselt on hédlbe protsent null. See
koraal ongi tooprotsessi kaasatud naitamaks,
kuidas Joachim Neanderile (1650-1680) omis-
tatud (vt. k. 182) 17. sajandi koraaliviis on laulu-
raamatus esitatud meie emakeele ritmile Gsnagi
vastuvoetavas konfiguratsioonis. Koraal on
3/4 taktimdddus ja kasutatud on ainult kahte
noodivaltust: veerandnoot ja punktiga poolnoot.
Koikides episoodides, kus on jarjestikused
punktiga poolnoodid (teine ja kolmas takt
teises reas ning kolmas ja neljas takt neljandas
reas), on tekstis kahesilbilised sonad: esimeses
salmis ,kiita”, ,viida" ja ,hiudku”; teises salmis
»seadnud”, ,kandnud” ja ,tundnud”; kolmandas
salmis ,loonud”, ,toonud” ja ,katnud”; neljandas
salmis ,nime”, ,imet” ja ,aamen”. Kuna vordsete
noodivaltuste puhul on vodimalik sénaritmi
vahemalt mingil maaral digeks dgvendada, siis
tiheski episoodis hilvet ei ole. Uksikutele punktiga
poolnootidele (esimene ja neljas takt kolmandas
reas) vastavad kéikjal Uhesilbilised noodid.
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Noodindide 4. Isoritmiline koraal ,Vota nild Issandat”, KLPR 306.

Tanu ja dilistus

VOTA NUUD ISSANDAT,
VAGEVAT KUNINGAT, KIITA

Omal viisil

1680
e ’ —1 —— : ]
1 | — -
t = * & —F
Vo - ta niaad Is - san - dat, va - ge - vat
oh mi- nu hin - ge - ke, A - ra sa
i 1 1 I 1 | 1 ]
(S = — =
[ J - 1 T T
Ku - nin - gat, kii - ta,
ac - ga niid vii - da! Roo-mus - ta,
=z e ———— :
4 — 1 [} | il ! = F i X e 1
%—1 1 E I _E : { 1 1
meel, hoi - sa - tes lau - la, mu keel!
" — —— — 1
T s — i
.
Kand-led ja pa - su-nad  hiid - ku!
2. Kiida niiiid Issandat, kes on kaik targasti seadnud,
kes kotka tibadel vdgevalt ikka sind kandnud,
hoiab sind ka,
nonda kui igatsed sa.
Fks ole seda sa tundnud?
3. Kiida niitid Issandat, kes sind on kaunisti loonud,
kes sulle tervist on andnud ja rahu sul toonud;
hdda sees ka
on oma tiivaga Ta
hoolsalt ja heldelt sind katnud.
4. Kiida niiiid Issandat, kiida, hing, Jumala nime,

mis iial liigub, see kiitku, sest Tema teeb imet!
Su valgus Ta:

Oh seda madleta sa!

Sest iitle kiites niiiid: Aamen!

Sanad ja viis: ,,Lobe den Herrn®™
Joachim Neander, 1650-1680.
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Noodindide 5. Riitmiseeritud koraal ,Jumal, mu sida igatseb Sind”, KLPR 318; varjutusega on margitud
hélbelised episoodid, milles keeleriitm laheb vastuollu koraaliviisi ritmiga.

Usuwditlus ja palve

JUMAL, MU SUDA IGATSEB SIND 318
Viisil: Morris
1898
=
]
a '

) D <) D G T D A

ot e P

Sind  pa-lun

maa ega taevagi [j:
Sind palun ma:

Viis: ,,Morris* Sinad: Georg Kiviste, 1866-1941.
(Nearer, Still nearer, Close to Thy heart)
Leila Naylor Morris, 1862-1929.
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|II

Esimeses salmis ,meel” ja ,keel”; teises salmis ,ka”
ja ,sa”; kolmandas salmis ,ka” ja ,ta”; neljandas
salmis ,ta” ja ,sa”. Selliseid laule on KLPRis
veel, mis loovad vdimaluse emakeeleparaseks
ritmiseeritud esitusviisiks. Laulu 306 teeb
eriliseks kolmeosaline taktimd6t, mis soodustab
modnevodrra hoogsamat ja ladusamat esituslaadi ja
teeb teksti loomuliku esitamise lintsamaks.

3.4 Koraali ,Jumal, mu siida igatseb Sind”
(KLPR 318) analiiiis

Koraali ,Jumal, mu siida igatseb Sind” (vt.
noodindide 5) vdib nimetada ritmiseeritud
koraaliks. Rutmipilt ei ole kill nii vaheldusrikas
kui ,Oh nuta oma hada” rutmiseeritud variandis
(vt. noodinaide 3, Ik. 160), aga tegu ei ole kindlasti
isomeetrilise koraaliviisiga, sest labi koraali
vahelduvad kolm erinevat valtust: veerandnoot,
poolnoot ja punktiga poolnoot ning kahes
episoodis kasutatakse punktiga veerandist ja
kaheksandikust tekkivat punkteeritud riitmi.

Erinevalt eelmisest, isomeetrilisest koraalist
,Vota niid Issandat” on praegu analliUsitavas
laulus rohkelt viisiriitmi ja keeleritmi vastu-
olusid (vt. noodindide 5). Rohkelt korduv ritmi-
kujund pikk-lihike-lihike (poolnoot, veerand-
noot, veerandnoot) satub pidevalt vastuollu
eestikeelsete sénadega, mille esimene, pea-
réhuline silp ei ole sénas pikimana tunnetatud
silp. Klassikalised nadited on juba tuttav sdna
LJumal”, millest saab ,juumal”, ja ilmaitlev vorm
isikulisest asesdnast ,sina” ehk siis ,sinuta”, millest
sellises rutmikonfiguratsioonis saab ,siinuta”.
Statistilist vaadet hdlbelistele episoodidele naitab
tabel 6. Kbigi kolme salmi 16ikes on hélbivad sénu
57%, mis teeb rohkem kui keeleriitmiga kooskélas
olevaid s6nu! Esimeses salmis kiaindib halbe-
protsent koguni kahe kolmandikuni analiiisi-
tavate sdnade koguarvust.

Tabel 6. KLPR 318 kahe- ja enamasilbiliste sénade
ritmi hdlbimine koraali viisi ritmist.

sénu hilbeid halbe
protsent
1.salm 15 10 67%
2.salm 14 7 50%
3.salm 15 8 53%
KOKKU 44 25 57%
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4. Arutelu
4.1 Sissejuhatuseks

Raakides keeleritmi ja muusikaritmi kattuvusest
on kindlasti vajalik kiisida selle artikli seisukohast
Usnagi kriitiline kisimus: kas keelerlitmi ja viisi-
riitmi kooskéla koraalilaulus on Gildse vajalik? Nagu
kirjutasin artikli sissejuhatuses, soovitab koori-
laulu teksti vaga oluliseks pidav ja igal véimalusel
tekstirtitmilisust otsiv helilooja ja koorijuht Tuudur
Vettik teksti ja muusikaritmi vastuolu korral anda
eelistus muusikale (vt. Ik. 153). Tema ametivend
Richard Ritsing on marksa radikaalsem ja kuigi ta
tunnustab teksti rolli olulisust vokaalmuusikas,
leiab ta, et liigne koneritmildhedus isegi
kahjustab muusikat, sest selle tagajarjel kaotab
muusika ,oma pohilist ilu” (vt. k. 154). Kas eriliselt
sonatundlikus kirikulaulus ei peaks aga olema
pigem vastupidi: vastuolu korral tuleks eelistada
teksti? Kirikulaulus on arvamusi selles vallas
ilmselt seinast seina. (1) On neid, kelle jaoks viisi
ja teksti ritmide kooskéla ei ole ldse oluline,
sest kdige tdhtsam on kooslaulmine kui osaduslik
ning rituaalne, ka meditatiivne tegevus ja sellest
tekkiv eriline atmosfaar voi siis muusikaliselt
huvitav eneseteostus, milles teksti loomulik riitm
ei ole prioriteet; (2) on neid, kelle jaoks see on
monevorra oluline, aga keda hdirivad halbeliselt
ritmiseeritud sénad vaid siis, kui selle tagajarjel
tekkib kahemotteline véi inetu tahendus; ja (3)
on neid, kelle jaoks see on detailideni oluline,
sest just loomuliku keeleritmi jargi lauldes
voiks inimesi tdhusamalt laulmisse kaasata ja
soodustada tekstides sisalduva narratiivi paremat
ja mitmekilgsemat tajumist.

Killap on pdhjus, miks mina nden vdéimalusi
keelertitmiliseks korrektsiooniks koraalilaulus,
tugevalt seotud just minu tegevusega proosa-
tekstilise kirikulaulu vallas. Nii ladina- kui eesti-
keelses proosatekstilises kirikulaulus ehk piiha-
laulus on keelerlitmi ja muusikaritmi kattuvus
stigavalt olemuslik, hélmates sageli prosoodia
koiki kolme méodet (vt. Ik. 141). See on ilmselt tks
pohjusi, mis on mul véimaldanud margata halbe-
lisi episoode nii kirikulaulu teises kui kolmandas
Zanris — nii koraalides kui vaimulikes lauludes.
Samas ma néustun, et on digustatud kiisida, kas
kirikulaulu esimese Zanri keelemuusika-tundlikku
loomust on ikka pohjust Ule kanda teistele
zanritele. Teisisénu - kas koraalilaulus ikka peab
koéik olema loomuliku keeleriitmiga kooskdlas?
Arvestades Piiha Pauluse kirjades esimesel



sajandil sénastatud kirikulaulu kolmikjaotust
ja emakeelse pihalaulu kogemust, tundub, et
psalmilaul, mis on oma olemuselt proosatekstiline
kirikulaul, voéiks esimesena positsioneeritud
kirikulaulu Zanrina olla teatavaks teenaitajaks
himni- ehk koraalilaulule. Seetéttu ei olegi ehk
nii vale pldda puhalaulu péhimétteid lile kanda
koraalilaulule (vt. seletust alaosas 1.5 Kirikulaulu
Zanrite madratlemine, Ik. 143 ja lk. 145). Ma arvan,
et jargnev arutelu koraali ,Oh nuta oma hada”
teemadel naitab, kuidas saksakeelses laulus on
tekstirlitmiga arvestamine reaalselt tunda. Miks
siis mitte pliida sama teha ka eesti keeles?

4.2 Koraal ,Oh nuta oma hada” - isomeetrilise
jariitmiseeritud versiooni vordlus ja
voimalikud lahendused keeleriitmiparase
koraali saavutamiseks

4.2.1 Interpretatsiooniline vaade

Puhtmuusikalises méttes on Usna raske tuua
pohjendusi mitmekesisema ritmipildiga ritmi-
seeritud koraali vastu. Mis tdsi, see tdsi — ritmi-
seeritud koraal pakub tdesti margatavalt atrak-
tiivsemat muusikalist vdljavaadet kuiisomeetriline
koraal, eriti veel kui viimati nimetatut saadab
Usnagi staatiline, igal silbil harmooniat vahetav
orelifaktuur ja hingamine, mis on iga tekstirea
[6pus, katkestab liigselt narratiivi kulgu ning
teeb tekstis jutustatud loo tervikliku taipamise
Usna raskeks. Ega ritmiseeritud variantki teksti
narratiivi osas lahendust too. Kuigi laulmine on
tanu huvitavatele riitmidele hoogsam, ei pruugi
koraaliteksti narratiiv. moondunud sénaritmi
tottu terviklikumalt esile tulla. Samuti tuleb
arvestada, et rUtmiseeritud koraali muusikaline
manglevus hakkab toimima alles teatavat
tempokinnist Uletades - kui tempo on vaga
aeglane, siis ei joonistu huvitavad riitmid piisava
reljeefsusega vilja. Siin véivad aga takistuseks
saada tapselt samad poéhjused, mis isomeetrilise
koraali nobedamalt laulmisel - kas kogudus
suudab ja/véi tahab sellega kaasa tulla ja/véi kas
organistile on jéukohane hoogsat laulmist sobiva
saatefaktuuriga toetada. Ritmiseeritud koraali
efektse laulmise positiivseks osaks on vdahemalt
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atraktiivne muusikaline lahendus, mis voib
inimeste jaoks olla inspireeriv ja oluline.

Ma katsetasin praktiseeriva kirikulauljana labi
Usna mitmeid versioone isomeetrilisest koraalist
ja rGtmiseeritud variandist ning saan siinkohal
oma kogemust jagada.?® Isomeetriliselt lauldud
koraal koos hingamisega iga tekstirea 16pus ei
suutnud muusikaliselt atraktiivsuselt kuidagi
konkureerida rltmiseeritud versiooniga, mis on
marksa hoogsam ja muusikaliselt ponevam, aga
see koik tuli ilmselgelt meie emakeele moonu-
tamise hinnaga. Viimases reas on sénad ,meie
patud suured on Tema surmanud”. Lauldes seda
rida muusika ritmi jargi kolab tekst: ,meeie
paatud suured on teema suurmanud”. Kui enamik
sdnu on lihtsalt moondunud, siis séna ,tema” on
ka tdhendust muutnud. Selles sénas on vaiel-
damatult pikimana tunnetatud silp teine silp, aga
meloodia riitm sunnib pikaks just esimese. Nii
voibki laulu kuulajale tunduda, et ,meie patud
suured on” hakkama saanud sellise jubedusega, et
Jteema” on surmatud. Muusikamaailma kontekstis
kélab partikulaarne moonutus isegi naljakalt —
kui teema on surmatud, siis fuugat ei tule! Selle-
laadne deformatsioon vdib aga méne muu séna
puhul tekitada Gsnagi inetut mitmetimdistmist,
mis kirikulaulus kélava kuulutuse vadrikusega
kokku ei sobi (vt. ka lk. 147). See, kes laulab
koraali lauluraamatust, saab kirjutatud tekstist
aru, millise sénaga on tegu - antud juhul isikulise
asesdnaga ,tema”, mitte aga nimisdnaga ,teema”.
Kirikulaulul on aga ka kuulajaid ja nendelegi
peaks ju koraaliteksti narratiiv arusaadav olema.
Siin voiks ehk loota inimeste kontekstitundmise
voimele — millest muust siin ikka juttu saab olla
kui ,Temast” isikulise asesdnana, mis tahistab
Naatsareti Jeesust. Siiski ei saa tdnapaeval panna
liigset lootust sedalaadi konteksti tundmisele.
Selleillustreerimiseks sobib Ene Uleoja (snd. 1937)
meenutus XXII Uldlaulupeost 1994. aastal. Selle
laulupeo 2. juuli kontserdil laulsid Ghendkoorid
Urmas Sisaski (snd. 1960) suurvormi ,Eesti missa”,
mille kuuendas osas ,Piha” on sénad ,piha on
Vagede®® Jumal!”. Ene Uleoja raikis, kuidas peale
ettekannet kiitis Uks lauluvdljaku puhvetipidaja

38 Erinevaid variante selle koraali esitusest saab kuulata videoloengusarjast ,Kirikulaulu kool”, Joks 2021a.

39 Vagede Jumal ehk Taevavdgede Jumal viitab Jumalale kui taevaste sdjavdgede lilemjuhatajale. Ladina missaosa
LSanctus” tekst on ,Sanctus, sanctus, sanctus Dominus Deus Sabaoth”. Viimane séna on heebreakeelne ,tsebaoth”

(¥axin), mis tdhendabki (sdja)vagede Jumalat.
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4Eesti missa” ilevust ja vdimsust ning kiisis, et kes
on see ,magede jumal”, kellest lauldi. Arvestades
Uldist teadmiste taset ja tdnapaevast kultuuri-
liselt kirjut, paljusid télgendusvdimalusi loovat
maailmapilti, peab tekst olema véimalikult selge
ja Gheselt arusaadav ka kuulajale.

Seejarel proovisin laulda isomeetrilisest noodi-
pildist, aga ritmiseeritud esitusviisi kasutades ehk
pliidsin laulda véimalikult tekstirtitmi arvestades.
Selle ettevotmise Gnnestumiseks seadsin jarg-
mised eesmargid: (1) Orienteerumine tekstile ja
selle sdnade, lauseosade, lausete, salmide ning
kogu teksti terviku siigavam tunnetamine. Selleks
liitsin tekstiread salmides nénda, nagu ka EELK
lauluraamatukomisjon oma proovivéljaandes on
juba tanuvaarselt teinud. (2) Teksti korduv siive-
nenud lugemine, kasitades seda luuletusena
ja unustades kogu hilisema muusikalise lisan-
duse. (3) Vaimukérvast kujuteldava orelisaate
kustutamine, mille harmoonia vaheldub igal
silbil. (4) Voimalikult koéneldhedane tempo.
Nonda lauldes kaob vajadus nii sagedasteks
hingamisteks, nagu KLPRis on margitud. Sellist
lauluptitidlust voikski nimetada narratiivseks ehk
jutustavaks koraalilauluks (vt. ka. Ik. 141).

Minu laulukogemus (tles, et isomeetriliselt
noteeritud, ent keelerlitmi jargi riitmiseeritult
lauldud koraal ei jda oma hoogsuselt alla riitmi-
seeritud koraali esitusele. Tanu hoogsamale
tempole oli véimalik jatta &ra hingamised
fraaside keskel ning piirduda ainult hingamistega
noodiridade 16pus. Kdneldhedane tempo aitas
hasti vdlja tuua loomuliku keeleriitmi ning teksti
narratiiv oli seetdttu loomulik ning oluliselt
paremini tajutav.

4.2.2 Statistiline vaade

Koraalist ,Oh nuta oma hada” analldsisin nii iso-
meetrilist kui riitmiseeritud versiooni.Kérvalekalle
keelertitmist oli ritmiseeritud versioonis enam
kui kolm korda suurem: isomeetrilises variandis
(KLPR 75) oli koikide salmide 16ikes hdlve 14% ja
ratmiseeritud variandis (LKPV 3) 44%. Kuna kahes
vdljaandes on salmide arv erinev ja ainult kaks
esimest salmi on identsed, siis tegin vordluse ka
ainult nende salmide l6ikes (vt. tabel 4 ja tabel 5,
Ik. 161). Vorreldes kahte védljaannet esimese kahe

salmi 16ikes, mis on mélemas publikatsioonis
identsed, oli erinevus veelgi suurem - vastavalt
17% ja 56%. Hailbe vahe kahes véljaandes
suurenes samuti madrgatavalt, kui tegin KLPRi
versioonist tdiendava anallitsi, milles arvestasin
hingamispausi-eelse noodi pikenemist. Sellisel
juhul oli KLPRi versiooni halve ainult 3%. Igal juhul
on KLPR 75 eesti keeleriitmiga rohkem kooskélas
kui LKPV 3. Seepdrast jatkan peale jargnevat
ekskurssi teekonda keeleriitmipdrase koraalini
just KLPRi varianti aluseks vottes.

4.2.3 Hiimnoloogiline ekskurss koraali ,Oh
nuta oma hada” riitmiseeritud versiooni
alguparase viisikuju ajalukku

Vaadates lauluraamatukomisjoni proovivaljaande
laulu nr. 3 tekib uudishimulikul kirikulauljal kisi-
mus, miks on alguparaseks peetaval saksa koraali-
viisil just selline ritm. Alustuseks tuleb tahelepanu
juhtida proovivaljaandes Ik. 7 esinevatele kisita-
vustele (vt. noodindide 3, lk. 160). Koraaliviisi
kohta on kirjutatud: ,Oh Jeesus, Sinu valu”, ,O
Haupt, voll Blut und Wunden”, originaal ,Herzlich
tut mich verlangen” 1613. Jargnevad Hans
Leo Hassleri eludaatumid 1564-1612 (LKPV: 7).
Tosiasi, et originaalviis on dateeritud aasta peale
helilooja surma, lubab meil selle informatsiooni
paikapidavuses kahelda. On dige, et viisi autoriks
on Hans (Johann) Leo Hassler (Haslerus), aga
selle viisi pealkiri on tegelikult ,Mein Gmiith
ist mir verwirret”. Originaalviisi tutvustamiseni
jouan Oige pea, aga esmalt kirjutan laulust,
mida lauluraamatukomisjon originaalviisina &ra
nimetab.

limselt viidatakse kogumikule ,Harmoniae
Sacrae Vario Carminum Latinorum & Germani-
corum genere”*® mis on tdepoolest ilmunud
aastal 1613, Gorlitzis, praeguse Saksa aladel (vt.
illlustratsioon 1). Kogumik kannab ajastukohast
pikka ja kaunist alapealkirja ,Quibus Operae
Scholasticae in Gymnasio Gorlicensi inchoantur,
clauduntur: varie preces, funerationes solennes,
sacra Gregoriana celebrantur”#' See on kogu-
mik, milles Hassleri viis esmakordselt vaimu-
liku tekstiga ilmub. Seda tédemust toetab ka
Johannes Zahn (1817-1895), kes oma koraali-
viiside antoloogias Utleb laulu ,Herzlich tut

40 ,Erinevas zanris ladina ja saksa laulude vaimulikud viisid [---]".

4
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,[---]1 millega algavad ja I6pevad Gorlice Gimnaasiumi koolisindmused: erinevad palvused, piihalikud matusetalitused,
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Illustratsioon 1. ,Harmoniae Sacrae” (1613), tiitelleht.*?
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42 Géttingeni likooli raamatukogu eksemplar, k. 7, Géttinger Digitalisierungszentrum, https://gdz.sub.uni-goettingen.de/
id/PPN798849037, vaadatud 14.09.2021. Copyright © 2017-2020 Gottingen University / Gottingen State and University

Library.
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mich verlangen” kohta: ,llmalik laul: Mu meel
on segaduses J. L. HaBler. Lustgarten 1601. Nr.
24. Aluseks voetud vaimulikule tekstile: Gorlitz,
harmoniae sacrae 16133 (Zahn 1890: Il koéide,
400). Zahn esitab ka pika loetelu védljaannetest,
milles see laul jargnevalt on ilmunud.

,Harmoniae Sacrae” on huvitav véljaanne.
Selles on 471 lehekiilge, mis sisaldavad ladina-
ja saksakeelseid laule. Reformatsioon joudis
Gorlitzisse, kus ,Harmoniae Sacrae” ilmus, 16.
sajandi esimesel veerandil.** Kuigi Martin Luther
ei seadnud eesmargiks ladina keele viljajuurimist,
seostub luterlus tdnapdeva inimesel ilmselt eel-
koige emakeelse kirikuga. Seepérast ongi pénev
otseallikast tddeda, et lile sajaaastaon mé6dunud
reformatsiooni algusest (1517), aga 1613. aasta
protestantlikus publikatsioonis on ladinakeelsed
laulud ja ladinakeelne vagadus endiselt tugevalt
esil. Luther oskas teoloogiadoktorina ladina keelt
taiesti vabalt. Seepérast hindas ta ladinakeelset
haridust kérgelt ja on Gsna ootusparane, et Ghe
kooli noodiraamatus kasutatakse 1613. aastal
endiselt ladina keelt. Ladina keel oli tildine kesk-
mise kooliastme ja kérghariduse keel suuremas
osas Euroopast vdhemalt kuni 19. sajandini.
Pohjus, miks luterlus tdnapdeval seostub
ennekodike emakeelega, on lihtne - ladina keelest
luterlikus vagaduses on niitidseks saanud pigem
erand kui reegel.

Tahelepanuvdarne on aga ladina keele kasuta-
mine saksakeelese lauluteksti sees. ,Herzlich tut
mich verlangen” on kogumiku viimane laul ja on
sellest ilmast lahkumise ehk suremise lauluna
ilmselt meelega sellesse positsiooni asetatud.
Saksakeelne laul Idpeb ladinakeelsete sénadega —
,Das ich mag frélich singen / Das Consummatum

est.” (Harmoniae Sacrae 1613: 463) — ,Et vOin ma
rédmsalt laulda, see on Idpetatud”. Raamatu
I6petamine suremislauluga, mis omakorda paadib
Jeesuse viimaste, surmaeelsete sdénadega (Jh
19:30b1), kéneleb suurest tésidusest, millega neid
raamatuid koostati. Laulude Iéppedes jargneb
tekst liobi raamatust, mis on taas ladinakeelne:
»Sest ma tean, et mu Lunastaja elab, ja tema jaab
viimsena poérmu peale seisma” (li 19:25).

Laulud selles kogumikus on viiehdalses
kooriseades: | discantus, Il discantus, altus, tenor
ja bassus. Laulud on enamasti partiidena vilja
kirjutatud. Siit kerkib vagagi huvitav kisimus: kas
selliselt ritmiseeritud viisikuju ikka oli koguduse-
laulu jaoks méeldud voi kasutati keerukamat
ritmikonfiguratsiooni hoopis koorilaulus ja
seltskondlikus musitseerimises voi siis, nagu
praegu kasitletud véljaanne viitab, hoopis koolis,
sh. kooli jumalateenistustel? Uhemétteliselt
selge on tésiasi, et kogumikus ,Harmoniae
Sacrae” ei ilmu ,Herzlich tut mich verlangen”
mitte koguduselauluks méeldud koraaliviisina,
vaid viiehddlse koorilaulu Glemise hadlena
(vt. noodindide 6). Selle valguses ei nde ma
pohjust, miks ei voiks Hassleri samuti viiehaalses
seades originaalviisi pealkiri ja ilmumisaeg olla
koostatavas eestikeelses lauluraamatus selle laulu
juures mainitud.

Laulu ,Mein Gmith ist mir verwirret” ndol on
tegu suurepdraselt komponeeritud, meeleoluka
hilisrenessansiaegse ilmaliku lauluga,* mis ilmus
esmatrikis aastal 1601 kogumikus ,Lustgarten
neuer teutscher Gesang, Balletti, Gaillarden und
Intraden” (vt. illustratsioon 2). Tegu on riitmiliselt
vaga rikka viisiga (vt. noodindide 7), mille
esimeses pooles kasutatakse hemiooli.*® Veel

43 Saksa keeles: ,Weltlich zum Lied: Mein Gemiit ist mir verwirret v. J. L. HaBler. Lustgarten 1601. Nr. 24. Zum untergelegten

geistlichen Text: Gorlitz, harmoniae sacrae 1613.”
44

,Die am 22. Juli ausbrechende Pest forderte zwischen 1 700 und 2 600 Opfer in Gorlitz und markierte zugleich den

Anfang der Reformation. Der Rat hatte wiederum die Stadt wegen der Seuche verlassen. Der seit 1520 als Pfarrer
tatige Franz Rotbart predigte in jener Zeit im Sinne Luthers und der Reformation auf der Kanzel der Peterskirche. Als
der Rat ihn 1522 ermahnte und verbieten wollte, im lutherischen Sinne zu predigen, lieB er sich nicht beirren. Speziell
die Handwerkszlnfte, aber auch einige Ratsherren, zdhlten zu seinen Anhdngern. Auch seine Vertreibung aus der
Stadt @nderte nichts am Verlauf der Geschichte. 1525 kehrte Rotbart nach Gérlitz zurlick und Ende Mérz 1525 wurde die
Reformation per Ratsdekret anerkannt. Kennzeichnend war, dass sie in Gorlitz wie in der ganzen Oberlausitz nicht durch
den Landesherren, sondern durch die Landstande (Stadte, Adel) eingefiihrt wurde.” (FindCity, vaadatud 9.09.2021).

45

Selles ei ole iseenesest midagi ebatavalist, et populaarseid ilmalike laulude viise viidi kokku vaimulike tekstidega. Seda

nahtust tahistatakse himnoloogias méistega ,contrafactum”. Ladina keeles ,contrafacere” voiks selles kontekstis tolkida
,jarele tegema” voi ,voltsima” ja ,contrafactus” tdhendaks ,volts”.

46

Hemiool seisneb kolmeosalises taktiméddus meetrumiga ,mangimises”, mille kdigus jarjestikustes taktides luuakse

kord 2x3 ja siis 3x2 taktisisene meetriline jaotus. Hasti tuntud hemiooli sisaldav laul on Leonard Bernsteini (1918-1990)
,I want to be in America” muusikalist ,West Side Story” (1957).
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Noodindide 6. ,Harmoniae Sacrae” (1613), lk. 455, laulu ,Herzlich tut mich verlangen” llemine haal ehk
discantus. Gottingeni Ulikooli raamatukogu eksemplarist, Gottinger Digitalisierungszentrum, https://gdz.sub.
uni-goettingen.de/id/PPN798849037, vaadatud 14.09.2021. Copyright © 2017-2020 Gottingen University /

Gottingen State and University Library.
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Uheks ritmiliseks viguriks on laulu teises pooles
ilmuv madrigalism,* millest tuleb tdpsemalt
juttu allpool. Tekst on varases lilemsaksa keeles
(Friihneuhochdeutsch) ja kaebab (ihe 6nnetu
meesolevuse armuvalu. Arvestades meloodia
riuklikku rGtmi, voib arvata, et tegu ei ole mitte
tOsist siidamevalu kajastava lauluga, vaid pigem
eneseiroonilise naljalauluga. Tore on veel teada, et
laulu salmide esitahtedest moodustub ka neidise
nimi, kes kogu selle armuvalu on pdhjustanud -

selleks on keegi Maria. Esimese salmi vabatdlkest
on ndha, et tekstis sisalduvad tugevad liialdused,
mis mojuvad peaaegu et groteskselt. See kinnitab
veelgi humoorikat Zanrimdaratlust. ,Mu meel
on segaduses / Seda teeb 6rn neitsi; / Ma olen
taiesti eksinud, / Mu siida on vdga haige. / Mul ei
ole ei 66l ega pdeval rahu, / Kogu aeg ma halan
suurelt, [otsetolkes: ma pean suurt kaeblemist] /
ma pidevalt 6hkan ja nutan, / olen kurb ja tdiesti
julguseta.”®

add Madrigalism on vote vokaalmuusikas, mis tdhendab pliet imiteerida muusikaliste kujunditega tekstis kujutatud

episoode.
48 Artikli autori palvel tegi vabatélke Mari Tarvas.
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lllustratsioon 2. ,Lustgarten neuer teutscher Gesdng, Balletti, Gaillarden und Intraden” (1601), tiitelleht.
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Kui aga vaadelda Hassleri riitmikalt hoogsat
viisi koos saksakeelse algtekstiga, siis on ilmekalt
ndha, miks on viisi riitm just selline. Tegu ei
ole lihtsalt ihe hoogsaritmilise meloodiaga,
millele on tekst alla sobitatud, vaid meloodia
ritm on saksakeelse teksti ning loo narratiiviga
olemuslikult seotud. Saksa keele poeesia riitm on
selles laulus viisiriitmi pdimitud. Taktides, milles
vahelduvad pikem ja lihem valtus, on pikem
valtus alati sellisel silbil, mida ka prosoodiline
ritm pikendaks. Lisaks sénaréhkude ja silpide
pikkuste osavale kasutamisele mojub efektse
madrigalismina  jarjestikuste veerandnootide
kasutamine viiendas ja kuuendas varsireas, milles
radgitakse vaese mehe uneprobleemist - ta ei leia
rahu ei paeval ega 66l. Peale hemiooli sisaldava
ritmikujundi kasutamist mojub veerandnootides
kaheosalise meetrumiga meloodiakujund pinges-
tatult ja rahutult, justkui unetu visklemine voodis.
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Kui tekst naaseb taas ohkamise ja nutmise
Jrutiini”, pdoérdub ka viisi ritm tagasi laulu
alguses kasutatud kolmeosalise meetrumiga
ritmikujundite juurde. Kui laulda kérvuti esimest
salmi originaalist ja siis eestikeelsest ritmi-
seeritud variandist, saab selgelt aru, kui tihedalt
on atraktiivne Hassleri ritm saksakeelse armas-
tuslaulu tekstiga seotud ja kui vdhe see sobib
kokku eestikeelse koraalitekstiga.

4.2.3.1 Muusikalistest erinevustest 1601., 1613.
ja 2021. aasta véljaannetes

Esmavdljaanne ja 1613. aasta vidljaanne on pea-
aegu identsed. Ainus erinevus on tekstis: viienda
varsirea I6pus, mille originaalis on kuus silpi ,Hab
Tag und Nacht kein Ruh”, aga 1613. aasta valja-
andes on lisatud (ks silp juurde: ,Ich hab Lust
abzuscheyden”. Erinevused 2021. aasta proovi-
vdljaandes on moénevdrra suuremad. Eespool
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Noodindide 7. ,Lustgarten neuer teutscher Gesdng, Balletti, Gaillarden und Intraden” (1601), laulu ,Mein

Gmuth ist mir verwirret” viisihdal ehk cantus.
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nimetatud erinevus on ka siin — varsireas ,sest
meie eksimused” on seitse silpi nagu ka 1613.
aasta vadljaandes. Vaike meloodiline erinevus on
kuuendas varsireas — 1601. aastal ja 1613. aastal
on meloodia c¢-d-c-d-b-a, aga 2021. vdljaandes
(kvart Ules transponeeritult) c-d-c-b-b-a. See
meloodiline erinevus tekkis 1679. aastal, mil
Leipzigis avaldati Hassleri viis Johann Quirsfeldi
(1642-1686) kogumikus ,Geistlicher Harfenklang
auf zehn Saiten u. s. w. in einem vollstandigen
Gesangbuche, darinnen Uber 1000 Lieder zu
finden, nebst ihren gewdhnlichen Melodeien und
Kirchen-Collecten u. s. w.” (Zahn 1893: VI koide,
244-245). Zahni antoloogia abil ei ole véimalik
kindlaks teha, millise tekstiga viis ilmus. Sisu
kirjelduses on 6eldud, et ,Aus Seite 1-1303 sind
1003 lieder mit 263 Melodien. [---] 1 von Hassler”
(Zahn 1893: VI koide, 245). Meloodias on ka ks
suurem vormiline erinevus. Nii 1601. kui ka 1613.

aasta valjaanded kordavad viimast muusikalist
lauset, aga 2021. aasta vidljaandes on see édra
jaanud.

4.2.3.2 Taktimo66dust ja laadilisusest mélemas
algupdrases valjaandes

Mélemas algupdrases valjaandes on meetrumi
tahistamiseks kasutatud marki ,C”, mida me
tana tunneme taktimééduna 2/2 ehk alla breve.
Seitsmeteistkiimnenda sajandi noodikirjas tuleb
seda aga osaliselt kasitada kui 14. sajandi mensu-
raalnotatsiooni kaja.

Mensuraalnotatsioonis tahistas simbol pool-
kaar punktiga selle keskel meetrumit tempus
imperfectum, prolatio major. Selles meetrumis
jagunes brevis kaheks semibrevis'eks, mis oma-
korda jagunesid kolmeks minima'ks. Tana-
pdevase meetrumi ekvivalent oleks 6/8. Sellest
erines meetrum tempus imperfectum, prolatio
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Noodindide 8. Siinoptiline tabel koraali ,Ma olen maa peal védras” viisist (Joks 2001: 14), mis on tapselt sama
kui koraali ,Oh nuta oma hada” meloodia. Esimesel real on riitmiseeritud viisikuju aastast 1854, teisel real on
isomeetriline versioon 1873. ja 1887. aasta Punscheli koraaliraamatutest ja kolmandal real on Cyrillus Kreegi
poolt 1937. aastal Ules kirjutatud rahvaparane koraaliviis (tekstiga ,Oh Jeesus, Sinu valu”).*® Stinoptilises tabelis
on laul sénadega ,Ma olen maa peal vooras”, sest just selle tekstiga sain ma selle lauluga Kadri Hundi esituses
tuttavaks. Stinoptilises tabelis on valesti margitud ,ca 1900”, sest 2001. aastal lirimaal 6ppides ei olnud mul
tdpsemat teavet. Jooned teise ja kolmanda rea vahel nditavad kattuvaid noote Punschelija rahvakoraali viisides.
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49 selle viisi on Kreegile laulnud Maria Kornblom (snd. 1887) Borby kiilas Vormsi saarel.

172 | Res Musica nr 13 /2021



minor, mida tahistati lihtsalt poolkaarega ja
milles semibrevis jagunes kaheks minima’ks ning
selle tdnapdevane ekvivalent on 2/4 (Taruskin,
Gibbs 2013: 94). Niisiis ei tdhenda ,C” 17. sajandi
valjaannetes mitte 2/2 taktimdotu, vaid N/2
taktimo6tu, mida vajaduse jargi varieeritakse kas
2/2 véi 3/2. ,Harmoniae Sacrae” lauludel esineb
ka labivalt kolmeosalise meetrumiga laule, nt.
ladinakeelne ,A solis ortus cardine” (Harmoniae
Sacrae 1613: 66). Kolmeosaline meetrum on
tahistatud ,C3" véi lihtsalt ,3”, nagu ladinakeelses
»Parvulus nobis nacitur” (Harmoniae Sacrae 1613:
80). Esimesel puhul on ks taktiosa poolnoot ja
teisel puhul taisnoot.

Kui vaadata ,Herzlich tut mich verlangen”
esimest salmi, siis voib esmapilgul jadda mulje,
nagu oleks tegu siiski 2/2 taktimédéduga, sest
sénas ,herzlich” on vaieldamatult esimene silp
rohuline ja Ghtlasi pikk silp. Samas, kui vaadata
sama laulu salme 2-10, siis on esimene silp pigem
rohutu ja viitab eeltaktile. Salmide algused
on vastavalt: (2) ,Du hast”, (3) ,Wenn gleich”,
(4) ,Der Leib”, (5) ,Ob mich”, (6) ,Wenn ich”
(7) ,Ob ich”, (8) ,Was thut”, (9) ,Gesegn”, (10) ,Nu
wil”. Prosoodilise ritmi poolest sarnaneb esimese
salmiga viimane, lGiheteistkimnes salm: (11) ,Hilff
das”.

Olen Hassleri originaalmeloodiast kohanud ka
2/2 taktimo6dus transkriptsiooni.>® Esmapilgul ei
tundunudki see nii vale, sest laul on labivalt ide-
aalselt mahutatav ka 2/2 meetrumisse. Siiski vdib
Gsna kindel olla, et laul algab 3/2 taktimdddus,
sest Hassler kasutab ilmselget hemiooli, mis saab
ilmneda ainult kolmeosalises meetrumis. Laulu
keskmine osa on 2/2 taktimdéddus ja poordub
[6puks taas tagasi 3/2 taktimoéotu. Sumbol ,C”
on (hest kiljest votnud kaasa prolatio major'i
tunnused ja teisest kiiljest juba omandamas kahe-
osalise meetrumi — kas siis alla breve voi prolatio
minor'i tunnused. Tulemuseks on 17. sajandi
védljaandes ritmikujude kombinatsioon, mida
saab télgendada vahelduva taktimééduna.

Uks huvitav aspekt, millele esimeste vilja-
annete noodipilt tdhelepanu juhib, on laulu
modaalsus. Sellest meloodiast véib maoelda
frilgia laadis. Tapsemalt oleks tegu kolmanda
laadiga. Autentse laadivariandi  (deuterus
authenticus) kasuks kéneleb siin nii ulatus kui
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ka monevorra domineerivam tlemine ¢, mis on
kolmandalaaditenoriks.Sellistlaaditunnetustvoib
eestlaste hulgas olla slivendanud rahvaparane
koraaliviis sdbnadega ,Ma olen maa peal véoéras”,
mis on eestimaine rahvalik adaptsioon Hassleri
meloodiast (vt. noodindide 8). Just rahvakoraalis
on kolmanda laadi tunnetus tugevalt esil laadi
I6punoodi e ja teise astme f intensiivsest vastan-
damisest tekkiva pooltooni erksuse tottu, mis
ongi kolmanda laadi iseloomulik tunnus. Hassleri
originaalharmoonia kill kolmandat laadi ei
réhuta. 1613. aasta valjaande harmoniseering on
peaaegu tdpselt sama. Seega vdib 6elda, et kuigi
meloodial on kolmanda laadi tunnused, on nii
Hassleri kui 1613. aasta koorilauludel kolmkéladel
pdhinev renessanssharmoonia, mis [dpeb selgelt
tertsi seisus tdiskadentsiga duuris. Mélemad
koorilaulud on pea ldbivalt homofoonilis-
akordilise faktuuriga.

Kisimust fritigia laadi teisenemisest ajaloos
on oma hiljutises vditekirjas ,How the Phrygian
Final Lost Its Finality” kajastanud Liam Patrick
Hynes-Tawa (Hynes-Tawa 2020). Ulatuslikus disser-
tatsioonis (470 Ik.) uurib autor, kuidas friitigia laadi
e-noot, mis oli keskaja ning renessansi laaditeooria
jargi sdnaselgelt laadi I6punoot, suutis muutuda
millekski, mis selgesti ei ole enam laadi [6punoot.
Selleni viis autori arvates 18. sajandi ,fridgia
poolkadents”. Samas sailitas friiligia tapselt
samasuguse helilise koostise (Hynes-Tawa 2020:
1). Oma t606s kasitleb autor ka Hassleri viisi ,Mein
Gmuth ist mir verwirret”, sedastades, et kui
Hassleri originaal 16peb paralleelmazooris, siis
Uhes J. S. Bachi ,Matteuse passiooni” sama viisiga
koraali harmoonias (sénadega ,Herzlich tut mich
verlangen”) 16peb lugu friligia esimese astme
kolmkélaga (Hynes-Tawa 2020: 95-96).

Selle meloodia rohket kasutamist J. S. Bachi
loomingus on Eestis vaadelnud Mart Humal
(snd. 1947). Uurides, kuidas Bach on viisi harmo-
niseerinud, on ta leidnud, et osas teostes on
harmoniseerimisel arvestatud friiligia tunnustega
ja osas mitte (erakirjavahetus, vt. Humal 2021).

4.2.3.3 Ekskursi kokkuvote

Kirikulaulus on traditsioon vdga oluline. Tradit-
siooni saab moétestada kas (1) autentse tradit-
sioonina (traditio authentica) voi (2) legitiimse

50 vt. nt. Lieder Archiv. - Mein Gmiit ist mir verwirret <https://www.lieder-archiv.de/mein_gmuet_ist_mir_verwirret-

notenblatt_300234.html>, vaadatud 4.04.2021.

Res Musica nr 13 /2021 | 173



Eesti emakeel ja koraaliviiside riitm

traditsioonina  (traditio legitima).  Autentne
traditsioonikasitlus putab taastada algupérase
ja ,0ige”. Legitiimne traditsioon tunnistab, et
kirikulaul muutub aja jooksul, kusjuures tal on
legitiimne digus muutuda vastavalt kultuuri-, sh.
keelekontekstile, milles ta elab. Selle tulemuseks
ongi legitiimselt traditsiooniline kirikulaul.>’
Eelnenud ekskurss naitas, et laulu ,Oh nuta
oma hada” naitel kerkib terve kimp tdsiseid
himnoloogilisi ja Gldisi muusikaloolisi kiisimusi,
mille foonil voib tdsimeelselt kahelda ajalooliste
koraalikujude taastamispiiide (LKPV 2021: 19)
adekvaatsuses. Koraaliviis, mida meile esitatakse
kui algupdrast, ilmneb esmaallikates tegelikult
teistsugusena. Meile on 19. ja 20. sajandi muusika-
loost hasti teada, et ajaloolise autentsuse saavu-
tamine muusikas on (snagi kusitav.>? Traditio
authentica jargimine ei ole koguduselaulu
seisukohast, eriti juba juurdunud laulude puhul,
voimalik ega ka mitte vajalik. Kirikulaulule, eriti
aga koguduselaulule sobib méargatavalt paremini
traditio legitima, mis ongi kirikulaulu elujéulisena
meieni kandnud. Ka legitiimset traditsiooni
jargides on véimalik kirikulaulu uuendada ja
atraktiivsemaks ning isudratavamaks muuta.

4.2.4 ,0h nuta oma hada” - teekond
keeleriitmiparase koraalini

Esimese sammu keeleriitmipdrasema koraali
suunas olen selles artiklis juba teinud alajaotuses
,4.2.1 Interpretatsiooniline vaade” seoses keele-
ritmil podhineva ritmiseeritud esitusviisiga
isomeetrilisest noodipildist (vt. Ik. 165). Sellises
laulmises on olemas emakeelest |dhtuv atraktiivne
ritmiline mitmekesisus, mis samas austab meie
emakeele vaarikust, nii palju kui noodipilt vdahegi
vbéimaldab. Nende Uksikute vastuoludega, mis on
veel alles jadnud, nt. esimese salmi ,hadada” voiks
isegi leppida. Nendest vabanemiseks oleks vaja
taiendavat anallditilist 1dhenemist. See ei pruugi
tingimata vajalik olla, sest pdhiosas on séna-
truudus sailinud. Argem unustagem, et hélve oli
ikkagi ainult 14%, mis on (ile kolme korra madalam
kui  lauluraamatukomisjoni  prooviviljaandes,
milles see oli 44%.

Milles aga vdiks seisneda tdiendav anallditiline
ldhenemine ja kui mahukas oleks redigeerimine,
mille tulemusel halvet vahendada vdi see koguni
taielikult kaotada? Vétan selle katsetuse aluseks
KLPRis sisalduvad salmid (vt. noodinaide 2, lk.
158). Lauluraamatukomisjoni proovivdljaandes
on kolmandas ja neljandas salmis sénastust veidi
muudetud ja viies salm on 1899. aasta valjaande
+Uus lauluraamat” eeskujul lisatud (vt. noodindide
3, k. 160). Ma jaan siinkohal KLPRi salmide juurde,
sest lauluraamatukomisjoni véljaanne on esialgu
ainult proovivaljaanne ja selle viienda salmi kaks
esimest rida vajaksid kindlasti pisut tdpsemat
sdnastamist. Proovivdljaandes algab viies salm
nénda: ,Oh vaata, Isa taevast, kui Poeg on risti
peal ja siida patu vaevast Su poole hiitiab seal!”
See tekst on lisna mitmeti mdistetav. limselt
on teksti autor siin moéelnud, et Jeesuse siida
hiidab Isa poole sellest maailmast, mis on ,patu
vaevas” ehk siis ,patu vaevast”. Samuti voib see
tahendada inimese méttelist seismist Kolgata risti
all ja tema (ehk siis inimese) siida, mis ongi patu
vaevast koormatud, hiiGiab selle parast Isa poole.
Aga voib jadda ka mulje, nagu oleks Jeesuse stida
tema enda patu vaeva parast Isa poole hiiidmas,
mis aga ei saa 6ige olla, sest vastavalt laialtlevinud,
voiks isegi delda konsensuslikule teoloogilisele
arusaamale on Jeesus patuta. Samuti peab olema
tahelepanelik sdna ,seal” kasutamisega, sest see
loob véimaluse kahemétteliseks tdlgenduseks:
lisaks koha-asemadrsonale on tegu alalitleva
kddandevormiga nimisdnast ,siga”. ,Oh vaata, Isa
taevast, kui Poeg on risti peal ja siida patu vaevast
Su poole hiitiab seal!”

Asun seega taas toole KLPRi variandiga
sellest laulust, millel on varjutusega markeeritud
hélbelise ritmiga sénad (vt. noodindide 2, Ik. 158).
Paranduste tarbeks tegin transkriptsiooni KLPRist,
kuhu ma jark-jargult muutusi sisse viisin ja mille
ma t66 |6ppedes artikliga liitsin (vt. noodindide 9,
Ik. 178). Et paranduste ajalugu saaks diinaamiliselt
jalgida, olen koostanud koondtabeli, milles
saab Uhtlasi jalgida halbeprotsendi muutumist
koos korrektiivide edenemisega (vt. tabel 7).
Enne paranduste tegemist on hdlve 14% ja kaks

51 Autentse ja legitiimse traditsiooni moisted tulid minu teadvusesse frangi-rooma laulu 19. sajandi restauratsiooni
kontekstis ja professor Godehard Joppichi kaudu. Selle kohta vt. Joks 2009: Il koide, k. 396.

52 selle kohta vt. nt. Daniel Leech-Wilkinson 2002.
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Tabel 7. Paranduste tegemise jarjekord ja sisu keeleritmipédrase koraali saavutamiseks laulus ,Oh nuta oma
hada” (KLPR 75). Tabelis nimetatud ,positsioonide |-IV” kohta vt. noodindide 2, lk. 158 ja tabel 8, lk. 176.

Halve
Paranduse nr. Paranduse sisu Tegevus Tulemus peale
parandust
Igas salmis on nutd
neli tekstirida, mille
1. parandus Tekstiridade liitmine !_utsm.kokku.tekstlread 1 tagajarjel telfst.l narrﬂatllVl 14%
ja2,3ja4,5ja6,7ja8. segmenteerimine vdahenes
ja terviku tajumine
paranes.
Alles jaavad ainult
. . . s . . hingamispausid ridade
Hingamispauside Kaotasin hingamispausid . ; s
2. parandus « . - I16pus, mille tagajarjel 14%
vahendamine fraaside keskelt.
muutub tekstuaalne
narratiiv sujuvamaks.
Vahetasin
ritmikombinatsiooni S
L e Viisirtitm on selles
ST . pikk-lthike (poolnoot- PP 9%
Viisiritmi muutmine positsioonis koikides
3. parandus . . veerandnoot) R N N
kolmanda rea teises taktis ) . . salmides kooskolas sdna
kombinatsiooniga ritmiaa
lihike-pikk (veerandnoot- ga.
poolnoot)
. . - Esimese salmi
Teksti korrigeerimine - - L . -
. R Asendasin soéna ,hada positsioonis | on nuitid
4. parandus esimese salmi - " e 7%
Y. . sonaga ,vaeva“. viisiritm ja sonarutm
positsioonis | N
kooskdlas.
Vahetasin sénade ,jouab Teise salmi
5. parandus Tekst'| kor'rlg.eerlrnlne teise Iepltada' Ja!'{ekor,l:a [\lng p.(.)S'Itfloonls H on puud 6%
salmi positsioonis Il asendasin ,jouab” sénaga | viisiritm ja sonaritm
Jjaksab”. kooskdlas.
. . o L . Kolmanda salmi
Teksti korrigeerimine Vahetasin sénade ,ohvriks L -
R e . . positsioonis Il on ntiud
6. parandus kolmanda salmi toonud” jarjekorda ja sain T 4%
Y. . o viisirdtm ja sonardtm
positsioonis Il ,toonud ohvriks”. .
kooskolas.
Vahetasin -
. . . . Viisiritm selles
ritmikombinatsiooni o P
ikk-lthike (poolnoot- positsioonis laks
Viisirtmi muutmine teise | P salmides 1-3 kooskolla
7. parandus - veerandnoot) PR . 1%
rea kolmandas taktis ) . sOnariitmiga, aga salmis 4
kombinatsiooniga ; -
s . tekkis uus vastuolu sdnas
lihike-pikk (veerandnoot- "
,kandnud".
poolnoot).
Teksti korrigeerimine Asendasin sdna NeIJ.an.da s.alm|.
. . o . P positsioonis IV ja kogu
8. parandus neljanda salmi positsioonis | ,kandnud” sénaga LT 0%
. laulus on nutid viisiriitm ja
\% ~kogend”. P .
sonartitm kooskolas.
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Tabel 8. KLPR 75 keeleriitmiga sobivad valtused positsioonis I-1V koos vastavate sdnadega. Enam kui
kahesilbiliste sonade puhul vastavad kahenoodilisele riitmifiguurile séna kaks viimast silpi. Positsioonide

asetumise kohta koraalis vt. noodinaide 2, k. 158.

| 1] 1] v

1.salm J cJ J J J J J J
hada kaeba (eksi)mused suured

2.salm J J J J J J J J
vaata (lepi)tada kannab annab

3.salm J J J J J J J J

taitnud toonud veri veri

4.salm J J J J J J J J
tarvis andis kandnud saanud

esimest parandust, mis on juba eespool tehtud,
on samuti tabelisse lisatud. Need parandused
- (1) tekstiridade liitmine ja (2) hingamispauside
vahendamine - halbeprotsenti ei muutnud.

Noodindide 2, k. 158 naitab, et koraalis on
neli positsiooni, kus hdlve esineb. Neist kaks on
esimeses reas ja kolmas ning neljas vastavalt
teises ja kolmandas reas. Koraaliviisis on koigis
neis positsioonides poolnoot ja veerandnoot ehk
ritmikombinatsioon pikk-lihike,agaméneskohas
soovib eestikeelne tekst, et oleks veerandnoot ja
poolnoot ehk ritmikombinatsioon liihike-pikk.
Ma koostasin tabeli (tabel 8), milles on salmide
kaupa vdlja kirjutatud valtused keelertitmi jargi
koigis neljas probleemses positsioonis. Siin on
taas oluline juhtida tahelepanu, et keeleriitm
on tuvastatud selle jargi, mis on ,pikimana
tunnetatud” silp sonas (vt. Ik. 155). Kui vaatame
esimest salmi ehk esimest rida tabelis 8, siis
ndaeme, et koraaliviisis labivalt kasutatud
ritmikombinatsioon pikk-lihike sobib ainult Gihel
puhul keeleritmiga kokku. See on tabelis teises
veerus ja tegu on sbnaga ,kaeba”. Ulejaanud
positsioonid vajavad korrigeerimist, sest seal
on sénad ,hada”, ,eksimused” ja ,suured” (séna
Lsuured” kohta vt. allmarkus 36, lk. 156).

Vaadates tabel 8 neljandat veergu, véime
margata, et koikides salmides on selle koha peal
keeleritmis rutmikombinatsioon liihike-pikk.
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Koikides salmides on kahesilbilised sonad, mille
teine silp on tunnetatud pikemana: ,suured”,
L,annab”, ,veri”, ,saanud”. Saangi kohe teha
kolmanda paranduse, muutes koraaliviisi ritmi
kolmanda rea teises taktis. Kolmanda paranduse
tagajarjel on neljas salm nuid vastuoludest
vaba ja hdlve on vdhenenud 14 protsendilt 9
protsendile.

Esimese rea kolmandas taktis ehk siis
positsioonis, mida tahistavad Rooma numbrid I-II,
on enamikus salmides riitmikombinatsioon pikk-
lGhike: ,kaeba”, ,vaata”, ,taitnud”, ,tarvis”, ,andis”.
Kolmel puhul kaheksast tekib ritmiline vastuolu:
esimese salmi ,hada”, teise salmi ,lepitada” ja
kolmanda salmi ,toonud”. Kui niiid tahta halvet
veel vdhendada, siis ei ole muud voéimalust kui
kohendada teksti vastavalt enamikus salmides
domineerivale  ratmikombinatsioonile  pikk-
lihike. Esimene probleem on sénaga ,hada”". Selle
aga saame asendada sobiva s6naga ,vaeva”, mille
esimene silp on tunnetatud pikemana ja vastab
seega ritmikombinatsioonile pikk-lthike. See on
neljas parandus ja vahendab hadlvet 7 protsendile.
Séna ,hdda” asendamine sdnaga ,vaeva” toob
kaasa uUhe probleemi — asendatud séna sisaldub
laulu pealkirjas ning koos selle muutmisega
muutub oluliselt laulu ,embleem”. Laulude
pealkirju ei tohiks kergekdeliselt muuta, aga
siinkohal ma jaan sellele parandusele kindlaks,



sest peale sona ritmilise sobivuse klapib séna
Lvaeva” ka tanases keelekontekstis paremini kui
sdna ,hada”.

Teise salmi séna ,lepitada” problemaatilisus
on erinev. Selles sénas on pikimana tunnetatud
silp tegelikult teine silp ,lepitada”. S6na esimesed
kaks silpi on noteeritud vordsetes valtustes
ja teise silbi pikendamine on lauldes vdimalik
spontaanselt. Ma ei saa aga kuidagi jatta alles
poole pikemat valtust kolmandale silbile, sest
tulemuseks oleks ,lepitaada”. Olukorda komplit-
seerib seegi, et kolmas silp langeb réhulisele
taktiosale ja moonutab séna veelgi enam -
paigast on peale pikenduse nihkunud ka réhk,
mis oma pikendatuse toéttu pakub konkurentsi
peardhulisele silbile. Siin oleks vaja esmalt muuta
sdnade jarjekorda ,kes lepitada jouab” ning
seejdrel leida séna ,jouab” asemele kahesilbiline
siinonttiim, mille esimene silp oleks pikem kui
teine, nt. ,jaksab”. Viienda paranduse tegemise
jarel on hdlve 6%.

Kolmanda salmi positsioonis Il olev séna
,toonud” on kélaliselt sarnase problemaatikaga
nagu séna ,hada”. Hoolimata pikast o-haalikust
on selles sénas teine silp tunnetatud pikemana.
Siin on lahendus lihtne - piisab sénade imber-
téstmisest. Praegu on ,Ta pole ohvriks toonud”,
aga olla voéiks ,Ta pole toonud ohvriks”. Peale
parandusi 4, 5 ja 6 (vt. tabel 7, k. 175), mis
korrigeerisid hélbelisi episoode positsioonides
I ja ll, olen keeleriitmi arvestades saanud veel
Uhe ratmikujundi kogu koraalis universaalseks ja
hdlve on réémustavalt kahanenud vaid neljale
protsendile.

Nadd, kui oleme esimese ja teise positsiooni
,hadast” lahti saanud, siis saame asuda viimase
probleemse positsiooni juurde, mida tdhistab
Rooma number Ill. Esimeses kolmes salmis
on keelekélaline Uksmeel, et paremini sobiks
ritmikombinatsioon lihike-pikk. Teises salmis
on sdéna ,kannab” ja kolmandas ,veri”. Mélemas
kahesilbilises sénas on teine silp tunnetatud
pikemana kui esimene. Esimeses salmis on
probleem pisut erinev. Selle koha peal on
neljasilbilise séna ,eksimused” kaks viimast
silpi. Sénas ,eksimused” on pikim esimene silp.

Eerik Joks

Sarnaselt teises salmis kasitletud probleem-

sdnaga ,lepitada” langeb siingi koraaliviisis
kolmandale réhutule silbile nii poolnoodist
tingitud pikendus kui réhulisest taktiosast
tingitud réhk. Tulemuseks on ,eksimuused”.

Kuna selles olukorras sénade jarjekorra muut-
mine ei aita ja Uhte kahest viimasest silbist
tuleb valtimatult pikendada, siis igal juhul on
digem pikendada viimast silpi: ,eksimused”.
See tundub loomulikum kui kolmanda silbi
pikendamine (,eksimuused”). Seega asendan
seitsmenda parandusena koraaliviisi teise rea
kolmandas taktis ritmikombinatsiooni pikk-
lihike kombinatsiooniga lihike-pikk, nagu on
sobivam enamikule salmidele. Nuid aga tekib
neljandas salmis uus vastuolu. Neljandas posit-
sioonis on séna ,kandnud”, mis pdris kindlasti
vastab ritmikombinatsioonile pikk-lihike. See
sdna oleks vaja asendada. Variantidena kerkisid
esile naiteks ,vedand” véi ,tarind”. Viimati
nimetatu viitab eriti raskele tassimisele. Siis aga
stivenesin sellesse sdnasse ja mulle tundub, et
eestikeelse teksti autor on siin pigem pidanud
silmas tdhendust ,kannatanud”, sest kuigi Jeesus
pandi kiusatusse mitmel korral, ei ,kandnud” Ta
kiusatust, vaid voitis selle dra. Siia tundub hoopis
sobivat séna ,kogenud”, millest saab kasutada
kahesilbilist lihenenud vormi ,kogend”. See on
viimane, kaheksas parandus ja saabki réémsalt
tédeda, et hdlbelised episoodid on olnud véimalik
kérvaldada Usnagi vaikeste muudatuste abil ja
viisiritmi ning tekstirlitmi vastuolu on kaotatud.

Kui ma selle koraali anallisi I6petasin,
siis kirjutasin himnile juurde viienda salmi -
Kolmainu Jumala doksoloogia®® (edaspidi lihtsalt
»doksoloogia”), mis tdidab sama rolli nagu psal-
mide I6pus kasutatav doksoloogia ja on vdgagi
kohane mistahes kirikulaulu |6petuseks. See
on uhtlasi meenutus kirikulaulu esimese Zanri
plihalaulu ja teise zanri ehk koraalilaulu seotusest.
Ladina himnides on see Uisna tavaline, et viimane
salm on sobivas varsiméédus doksoloogia
ehk riimitud doksoloogia. Minu soovitus oleks
varustada koik EELK uue lauluraamatu koraalid
sobivas varsiméodus voimalusega |dpetada laul
doksoloogiaga. Varsiméoétusid on piiratud arv

53 Doksoloogia on Ulistusvormeli tekst kristlikus liturgias. Eristatakse kolme doksoloogiat: (1) suur doksoloogia on tuntud
kui missa ordinaariumi teine osa, proosahiimn ,Gloria in Excelsis Deo” (Au olgu Jumalale korges); (2) vdike doksoloogia
on psalmide ja ka lihikeste responsooriumide I6pus kélav ,Gloria Patri” (Au olgu Isale); (3) riimitud doksoloogia, mida

kasutatakse hiimnide ehk koraalide viimase salmina.

Res Musica nr 13 /2021 | 177



Eesti emakeel ja koraaliviiside riitm

Noodindide 9. Koraali ,Oh nuta oma vaeva” Idppversioon, millest on kaotatud kéik halbelised episoodid ning
millele on lisatud viienda salmina Kolmainu Jumala doksoloogia.

Oh nuta oma vaeva

o) . . 3
A i e  — —
[ {am » o | T o £F o o [ Ka—
WAVE I P I P 1 | I |
o e b i B b gy .
5 1. Oh nu-ta o-ma vae-va ja huk-ka-mi-ne- mist
ning #-ra liks-nes kae-ba me Piést-ja su-re - mist,
g — o ?
] 1
#_ ] 1 I I T T
G it o *eaais
e/ : I :
i) sest mei-e ek-si-mu-sed on Te-davae-va-nud ja
0 I
I | I I 1 | |
LSS — IH =} ——] dl
%) mei-¢ pa-tud suw-red on Te-ma sur-ma-nud.

2. Seepirast, rahvas, vaata sa preestri peale niiiid,
kes lepitada jaksab kdik meie patusiiiid.
Ta saadab meid ja kannab kui helde karjane,
kord rédmuriigi annab — kes on Ta sarnane!

3. Ta Isa nou on tiitnud, meid pidstnud viha kiest.
T'a pole toonud ohvriks verd ohvriloomadest.
Ta oma kallis veri nii ochvrianniks sai;
see on see pitha veri, mis lunastuse téi.

4, Just Teda liks meil tarvis, Ta suudab aidata.
Ta puhas, kui end andis, ja ilma patuta.
Ta kiusatust on kogend ja ndtrust, valu ka,
kuid siiski voidu saanud — niitid taevast korgem Tal

(%1

. Au olgu Isal korges, au Loojal Jumalal!
Au Tema Pojal ainsal, au Pidstjal Kuningal!
Au olgu Piithal Vaimul, au kallil trésstijal!
Kolmainus Jumal, Sinul, au taas ja taas, aamen!
Viis
Originaal: “Mein Gmiith ist mir verwirret”
(1601 Hans Johann Leo Hassler (1564—1612).  Christian Knorr von Rosenroth [16836-1689)
Kirtkulauluna esmakordselt: “Herzlich tut Tolke autor teadamata. Viles salm EJ (2021).
mich verlangen” kogumikus “Harmoniae Viirsimaoe: 13 (7.6.); 13 (7.6.); 12 (7.6.); 13 (7.6.)
Sacrae” (1613).

Tekst

“Bewein o Christenmensch”™
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Noodindide 10. Koraal ,Oh nuta oma vaeva” meetrumivabas kirjapildis.

Oh nuta oma vaeva

0
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®1. Oh nu-ta o-ma vae-va ja huk-ka-mi-ne- mist
ning 4 - ra iiks-nes kae - ba me Pi#dst-ja su-re - mist,
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( ja mel-e pa-tud suu-red on Te-ma sur-ma-nud.

2. Seepirast, rahvas, vaata sa preestri peale niiiid,
kes lepitada jaksab kdik meie patusiiiid.
Ta saadab meid ja kannab kui helde karjane,
lord room uriigi annab — kes on Ta sarnane!

3. Ta Isa néu on tiitnud, meid pidstnud viha kiest.
Ta pole toonud ohvriks verd chvriloomadest.
Ta oma kallis veri nii ohvrianniks sai;
see on see piiha veri, mis lunastuse tol.

4, Just Teda ldks meil tarvis, T'a suudab aidata.
Ta puhas, kui end andis, ja ilma patuta.
Ta kiusatust on kogend ja notrust, valu ka,
kuid siiski voidu saanud — niiiid taevast korgem Tal

5. Au olgu Isal korges, au Loojal Jumalal!
Au Tema Pojal ainsal, au Pigstjal Kuningal!
Au olgu Piithal Vaimul, au kallil trééstijal!
Kolmainus Jumal, Sinul, au taas ja taas, aamen!

Viis Tekst

Ori gin:l:l]r “Mein Gmiith ist mir verwirret” “Bewein o Christenmensch”

.:mm),- Hans Johann Leo Hsm;lvr{ 1564 lmf.?). Christian Knorr von Rosenroth (Hiﬁm :(i.‘v;.(I].
Kirikulauluna esmakordselr: “Herzlich it Talke autor teadamata. Viies salm EJ (2021),
mich verlangen” kogumikus “Harmoniae Viirsimdot: 13 (7.6.); 13 (7.6.5 13 (7.6.); 13(7.6)

Sacrae” (1613). Seade: EJ (2021)
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ja varem voi hiljem hakkavad need korduma
ning valida saab just soovitud koraalile sobivas
varsimdddus doksoloogia. Teen omalt poolt
algust ja varustan selles artiklis kasitletavad kolm
koraali kirjeldatud doksoloogiaga, mis liituvad
juba varem minu kirjutatud kdputdiele riimitud
doksoloogiatele.>* Noodindide 9 demonstreerib
koraali korrastamise I6pptulemust.

Olen veendunud, et koraali keeleparaseks
ritmiseerimiseks on véimalusi veelgi ja neid
tasuks kannatlikult edasi otsida. Selle alajaotuse
I6petuseks teen koraali ,Oh nuta oma vaeva”
kontekstis lahti veel Uhe ukse, mis voiks ema-
keelepdhist rltmiseerimist inspireerida. Peale
seda, kui analiilsi ja sellest lahtuva toimetamise
kdigus 6nnestus vabaneda koikidest halbelistest
episoodidest, mis olid seotud poolnoodi kasuta-
misega, tekkis mul huvi, kas ka vordsetes
valtustes noteeritud sénade puhul saaks kuidagi
keelepdrasust stimuleerida, et keeleriitmi jargi
ritmiseeritud esitusviisile veel hoogu anda.
See nduab pdhjalikumat analiilisi, aga esmasel
vaatlemisel tundus, et variantsus salmide |6ikes
on nii suur, et koikjal ei ole tekstirlitmist lahtuvat
konsensust koraaliviisi ritmipildis véimalik saavu-
tada. Muidugi jadks ka véimalus tuua salmiti
vélja alternatiivsed ritmid, aga see muudaks
noodipildi péhjendamatult kirjuks. Kuidas aga
veelgi stimuleerida tekstirlitmi kohast laulmist?
Siin tuleb meile appi vana hea keskaegne
kirikulaul oma iidsete meetoditega - koraal tuleb
silme ette manada meetrumivabas kirjapildis (vt.
noodinaide 10)! Nuud ei ole vérdsed veerand-
noodid meid enam kuidagi eksitamas ja emakeel
voib tdies ilus ilmsiks saada, koos koikide
punkteerimiste ja siinkoopidega, mis salmiti alati
ei kattu. Te vaid vaadake, kui kaunilt ja plastiliselt
joonistub vilja meloodia kuju, kui noodivarte
,vOsa” enam vaatevalja ei takista. Kuna tekstirtitmi
ja muusikaritmi vahekord on pdéhjalikult labi
tootatud, siis me teame, et seest tiihi noot on teksti
ritmiga koikides salmides kooskélas ning seda
voib julgelt pikendada. Samuti teame, et seest
tihi noot punktiga tdhistab fraasi 16ppu. Naid
on ainult tarvis lugeda luuletust muusikaliselt
ja reguleerida seest tdis nootide riitmi vastavalt
teksti loomulikule riitmile.

4.2.5 Kokkuvoétteks koraali ,,Oh nuta oma
vaeva” keeleriitmiparase lahenduse
leidmisest

Ma ei osanud seda protsessi alustades nii head
tulemust loota. Kirikulauljana sain ma sellest
koraalist tdiesti uue ja varske pildi ning hakkasin
uutmoodi tajuma koraaliteksti narratiivi, kus-
juures enamik koraali olemuslikust materjalist
jai ju samaks. Minu meelest on sellelaadne
korrektsioon osa legitiimsest traditsioonist (vt.
Ik. 173), mis ajakohastab kirikulaulu vdikeste,
aga suvatasandilt Ildhtuvate muudatustega.
Need muudatused ei vOrsu mitte niivord vilise
muusikalise efekti taotlusest, kuivord sisemisest
vajadusest olla oma emakeele kaudu stivatasandil
osa sellest loost, mida kirikulaulu tekst raagib.

4.3 Koraal ,Vota niilid Issandat”

See koraal on KLPRis noteeritud isomeetriliselt.
Uurimuses kasutatud meetodi kohaselt koraali-
viisi ritmi ja eesti keeleritmi vaheline halve
puudub. Laulu taktim66t 3/4 annab sobiva
tempo korral koraalile hoogsa ning entusiastliku
muusikalise hoiaku ning soodustab keelepdraselt
ritmiseeritud esitusviisi. Kdikjal, kus meloodia on
noteeritud veerandnootides, on lauldes voimalik
viisi riitmi tekstiritmile vastavalt korrigeerida.
Kuigi selle artikli jaoks juurutatud meetodi
jargi halbelisi episoode ei ole, on siiski méned
probleemsed aspektid, millele tdhelepanu
juhtida ja kus saaks keeleparaselt ritmiseeritud
esitusviisi stimuleerida. Meetod ei luba lugeda
hdlbeks vordsetes valtustes noteeritud sénu,
sest eeldatavasti saab laulmise kdigus just diget
silpi pisut pikendada ja loomuliku keeleriitmi
esile tuua. Samas tuleb tdhele panna, et mida
pikemad on nimetatud vordsed viltused, seda
raskem on séna loomulikku riitmi esile tuua.
Olukord on oluliselt kergem, kui vordsed pikad
noodid on muusikalise lause 16pus, nagu selles
koraalis ongi. Selles laulus on palju kahesilbilisi
sdnu, mis on noteeritud punktiga poolnoodiga
molemal silbil. Kui tegu on kahesilbilise sdnaga,
mille esimene silp on tunnetatud pikemana, siis
mingeid probleeme ei teki, sest teisele silbile
vastava noodi saab lihendamise abil hélpsasti
sdnale omasesse prosoodilisse rolli taandada:

54 Seni minu poolt kirjutatud riimitud doksoloogiad véib leida raamatu ,Maarjamaa Ohtupalvused” propriumiosast,
mis on raamatus tdhistatud kollase vérvusega (Joks 2016). Leia ilmavorgust: http://psalmus.eu/kirikulaulu%20
kool/Mitmesugused%20kirikulauluga%20seotud%20v%c3%a4ljaanded%?20ja%20artiklid/Maarjamaa%20
%c3%b5htupalvused%20seisuga%2008072021.pdf, vaadatud 31.07.2021.

180 | Res Musica nr 13 /2021



Eerik Joks

Noodindide 11. Viisi ,Lobe den Herren” anonliimne algkuju tekstiga ,Hast du denn, Liebster” (Zahn 1889:

| koide, 511).

Dattylify 14.14. 4.7. 8.

1952 a. ®B. Stealjumd 11, Teil. 1665. S. 653,
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Noodindide 12. Joachim Neanderi teisendus anoniilimsest viisist ,Hast du denn, Liebster” tekstiga ,Lobe den

Herren” (Zahn 1889: | kdide, 512).
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1. salm: ,kiita”, ,hiitidku”; 2. salm: ,seadnud”,
<kandnud”, ,tundnud”; 3. salm: ,katnud”; 4. salm:
.~aamen”. Pisut probleemsed on sénad, mille
teine silp on séna pikimana tunnetatud silp:
1. salm: ,viida”; 3. salm: ,loonud”, ,toonud”;*®
4. salm: ,nime”, ,imet”. Naiteks sénades ,nime”
ja ,imet” véib kill proovida teist silpi lauldes
pikendada, aga véordlemisi pikkade viltuste
tottu on selgelt tajutava oOige proportsiooni
saavutamine keerukas. Eeslaulja, kelleks véib olla
kantor ja/véi liturgiline koor, saab siin keeleparast
ritmiseerimist stimuleerida, vottes lisaks ritmile
appi artikulatsiooni ja diinaamika. Selliste sénade

(Joadiim Seander,)

puhul, eriti nt. ,nime” ja ,imet”, tuleb esimese silbi
rohku monevérra tugevamalt markeerida. Sellele
peab jargnema kohene diminuendo esimese silbi
vokaalil ja teise silbi alustamisega ei tohiks kuidagi
viivitada ehk siis esimesel silbil ei tohiks mingil
juhul olla aeglustust. Kui laulu juhtiv kantor voi
liturgiline koor praktiliselt sellist eeskuju nditab,
siis on lootust, et ka kogudus sellest nakatub ning
toob tekstirtitmi nii palju esile kui véimalik. Mida
kéneldhedasem on tempo, seda lihtsam on teha
korrektsioone ja laulda véimalikult palju teksti
ritmi arvestades.

55 s¢nad wviida”, ,loonud” ja ,toonud” on oma problemaatikalt sarnased sénele ,suured”. Tavakones lausudes on silbid
vordsed ja esimene tundub isegi olevat pikem. Vt. selle probleemi kohta pikemat kirjeldust allmérkuses 36, lk. 156.
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4.3.1 Hiimnoloogiline ekskurss koraali ,Vota
niilid Issandat” viisikuju ajalukku

Selle koraali ekskurss saab olema oluliselt
lihem kui laulu ,Oh nuta oma hada” puhul.
Siiski on moéned aspektid, mida voiks lihidalt
mainida. Koraali ,Vota niitid Issandat” viisi ja
sdnade autoriks on KLPRis margitud Joachim
Neander. Eestikeelsete s6nade autor on tead-
mata. Neanderi autorsus on aga kiisitav. Walter
Blankenburg (1903-1986) juhib tahelepanu
asjaolule, et Neanderi meloodia poéhineb (hel
varasemal viisil (Blankenburg, Schroder 2001).
Alusviis on aga anonuimne ja Zahni antoloogia
jargi on see publitseeritud aastal 1665 Saksa
linnas Stralsundis tekstiga ,Hast du denn,
Liebster” (Zahn 1889: | koide, 511). Seda viisi
on keerukas Neanderile omistada, sest selle
ilmumise ajal oli helilooja 15-aastane ja elas
ning 6ppis oma sunnilinnas Bremenis, mis asub
Stralsundist Ule neljasaja kilomeetri kaugusel.
Tegelikult on KLPRis sisalduv viis (noodindide 4,
Ik. 162) vaga erinev nii anoniiimsest algviisist
kui Neanderi, vaidetavalt tema surma-aastal
publitseeritud viisist. Ekskurssi selle laulu ajalukku
tasub illustreerida kahe noodinditega, millest tiks
kujutab anoniiiimset algupdrandit (noodindide
11) ja teine Neanderi teisendust (noodindide 12).
Eriliselt vaarib Neanderi teisenduses tahelepanu
tleminek eelviimasesse takti, mis on meloodias
nooni hiipe(!), ja vormiline erisus, et kahte viimast
takti tuleb korrata. KLPRis sisalduv viis on justkui
lihntsamaks to6deldud kombinatsioon kahest
esmaallikast. Kas nendel alguparastel viisikujudel
voiks praeguses Eesti kirikulaulus veel rolli olla?
Vaevalt nad koguduselaulu viisina esineda
voiksid, kil aga mone koori repertuaaris voi siis
koraalieelmangu meloodilise materjalina.
Vaadates nuitidilmselget viga KLPRis, kusjuures
teave selle korrigeerimiseks on olemas, oleks
soovitatav, et EELK uue lauluraamatu koostamise
kaigus vaadataks tahelepanelikult Ule koraalide
kohta antav informatsioon.*® Ei ole arukas lasta
vigadel end kopeerida aina enamate ja enamate
kasutajateni. Uks koguduse lauluraamat ei peagi
himnoloogilise teabe poolest liiga tile koormatud
olema, aga kui me, vahemalt jutu jargi, soosime
teadmistepodhisust, siis sobiks nt. kirje ,Joachim

Neander (1680) tundmatu autori viisi ,Hast du
denn, Liebster” (1665) jargi”. Lisada voiks ka
informatsiooni, kust pédrineb see konkreetne
viisikuju, mida Eestis lauldakse.

4.3.2 Kokkuvotteks koraali ,Vota niitd
Issandat” keeleriitmipdarase laulmise
kohta

Eespool nimetatud korrektsioonid kuuluvad
keelepdraselt ritmiseeritud koraalilaulu peen-
haalestuse areaali ja ei ole tingimata vajalikud, aga
on soovi korral véimalikud. Kuna pikad noodid,
mis tingivad moéningat moonutust, on fraasi
[6punoodid, siis voib siinkohal endale lubada
teatavaid méondusi. limselt oleks ka selles koraalis
voimalik probleemsemaid aspekte kas koraaliviisi
ritmi ja/voi teksti muutes korrigeerida, aga
arvestades, kui hasti see laul tervikuna toimib, ei
ole métet minna ei teksti ega viisi kallale. Traditio
legitima (vt. Ik. 173) on meile kujundanud koraali,
mis on hoogsa meetrilise tunnetusega ja mille
tekst on hasti kooskdlas eesti keele riitmiga. Kuna
sellest koraalist ei olnud vaja teha uut noodipilti,
siis pole head paika, kus demonstreerida minu
kirjutatud viiendat salmi — doksoloogiat. Sestap
lisan selle siia: Au olgu Isal ja Pojal ja PUhimal
Vaimul! / Au suurel Jumalal [6pmatult véimsal
Kolmainul! / Talle, kes loob ja meile lunastust
toob, / au nliid ja alati! Aamen.

4.4 Koraal ,Jumal, mu siida igatseb Sind”

Selles koraalis oli anallisitud lauludest kodige
rohkem hélbelisi episoode - kokku 57% koikidest
anallisitavadest sdnadest, kusjuures esimeses
salmis on halve lausa 67% (vt. tabel 6, Ik. 164).
See aga tdhendab, et tekstirlitmi seisukohalt on
anallisitavate sdnade hulgas rohkem halbeliselt
ritmiseeritud sénu kui tekstiriitmi jargivaid sénu!

4.4.1 Teekond koraali ,Jumal, mu siida igatseb
Sind” keeleritmiparase kasitluseni

Selle laulu puhul ei ole otstarbekas hakata vaat-
lema igat halbelist episoodi eraldi. Kuna neid on
niivord palju, siis jadb mulje, et teksti prosoodiline
riitm ja viisi riitm on olemuslikult vastuolus. Laulu
teksti autoriks on margitud Georg Kiviste (1866—
1941). Kiviste tekst koos Leila Morrise (1862-1929)

56 Kriitikat KLPRi erinevate puuduste kohta, sh. ,ebajérjekindla ning muusikateaduslikult-hiimnoloogiliselt vahe labi
tootatud info laulude péritolu ja autorite kohta” on esitanud nt. ka Mart Jaanson. Vt. Jaanson 2011.
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Noodindide 13. Laulu ,Jumal, mu siida igatseb Sind” (KLPR 318) variant, milles on algse riitmikombinatsiooniga
pikk-lihike hélbelistes episoodides kasutatud ritmikombinatsiooni liihike-pikk. Halbelised episoodid on

tahistatud varjutusega.
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(#)1.-3. Sind pa-lun ma: Ju-mal, kuu-le mind Sa!

viisigaonpaljudelearmsakssaanud.> Kivisteeiole
ilmselt ptitidnudki vaga kindlalt kinni pidada Leila
Morrise alguparasest tekstist, vaid on soovinud
seda mobnevorra parafraseerides luua oma
tunnetusele kohane ja Morrise viisist inspireeritud
vagatekst. Nditeks on Leila Morrise algupdrandis
salmi viies rida neljanda salmirea tapne kordus,
aga Kiviste tekstis on viiendaks ja kuuendaks
reaks koikides salmides korduv refradnielement
,Sind palun ma: Jumal, kuule mind Sa!”. Morrise
tekstis on neli salmi, aga Kiviste tekstis ainult
kolm. Samas on Kiviste kinni pidanud riimirutiinist

57 Seoses EELK uue lauluraamatu koostamisega viis laulura
vaimulikele ja organistele (N=137). Vahemikus 3.05.201

- Morrise luuletuses riimuvad esimene ja teine
varsirida ning kolmas ja neljas varsirida, Kivistel
niisamuti. Selle koraali puhul on algupérase viisi
ja sdnade autor sama, mistottu oleks sobiv EELK
uues lauluraamatus see selgemalt vidlja tuua.
Praegu on Morrist mainitud ainult viisi autorina.
Kuigi Kiviste ei ole Morrise teksti tolkinud, on ta
selle siiski suure téendosusega vahemalt mingis
mahus aluseks vétnud. Sobiv kirje teksti kohta
oleks ,Leila Morrise jargi Georg Kiviste”.
Esimesest salmist (vt. noodindide 5, k. 163)
on hasti ndha, et koik halbelised episoodid on

amatukomisjon ldbi kaks ilmavérgupdhist kusitlust. (1) EELK
8-27.06.2018 vastas kilsimustikule kokku 161 respondenti,

kusjuures vaimulikke ja kirikumuusikuid oli kokku 137, mis teeb 34,5% EELK kdikidest vaimulikest ja kirikumuusikutest.
(2) EELK koguduste liikmetele (N=200). Vahemikus 25.06.2018-12.10.2018 vastas klsimustikule kokku 200 respondenti,
enamik neist koguduste lihtliikmed. Mdlemas kiisimustikus uuriti respondentide KLPRis sisalduvaid lemmiklaule.
Kusimus: ,22. Esmalt mérkige palun allolevatesse lahtritesse tahtsuse jarjekorras kuni 20 laulu numbrid, mis on Teie
jaoks KLPRi lemmiklaulud ehk mida Te sagedasti kasutate ja mida Te soovite kindlasti ndha ka uues, koostatavas
lauluraamatus.” Vaimulike ja organistide kisitluses oli KLPR 318 kolmandal ja koguduste lilkkmete uuringus kiimnendal

kohal.
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Tabel 9. KLPR 318 kahe- ja enamasilbiliste sonade
ritmi halbimine koraali viisi riitmist, peale ritmi
korrigeerimist, nii nagu seda naitab noodindide 13.

sénu hilbeid p:‘i'sb:nt
1.salm 15 0 0%
2.salm 14 3 21%
3.salm 15 2 13%
KOKKU 44 5 11%

tingitud viisirlitmis sageli esineva kombinatsiooni
pikk-liihike vastuolust eesti keeles palju esi-
neva soénaritmi kombinatsiooniga liihike-pikk.
Kui soovida jaada truuks olemasolevale meetri-
lisele Glesehitusele, siis tuleks domineeriv ritmi-
kombinatsioon pikk-liihike (poolnoot-veerand-
noot vobi poolnoot-veerandnoot punktiga)
koikides halbelistes episoodides asendada kombi-
natsiooniga liihike-pikk. Selleks tegin laulust uue
noodipildi, milles jaid samaks meloodiajoonis,
meetrum ja tekst (vt. noodindide 13). Selle tege-
vuse tagajdrjel 6nnestus esimeses salmis koik
hélbelised episoodid kaotada. Ma ei muutnud
ritme nende sdnade puhul, milles meetodi jargi
héalvet ei esine. Kui aga tahta peenhaalestust teha,
siis vaiks veel tundlikumalt asendada neid kahe
poolnoodiga noteeritud sdnu, mille teine silp on
tunnetatud pikemana kui esimene silp. Naiteks
sdbna ,stda” voiks noteerida veerandnoodi ja
punktiga poolnoodiga. Samuti voiks dra kaotada
punkteeritud ritmid, mis enam oma efekti eianna.
Kaheksandikud voiks asendada veeranditega ja
vastavalt sellele lihendada taktide keskmised,
pidega ihendatud noodid poolnoodiks. Proovisin
koraali esimest salmi laulda muudatustega,
nagu kujutab noodindide 13, ja dsja kirjeldatud
peenhaélestuslike parandustega ja tajusin, et
tulemus oli méargatavalt sujuvam. Kuigi Morrise
algupaérase viisi sugereeriv riitm on kadunud, on
koraali narratiiv lauldes margatavalt ladusam ja
selgemini tajutav.

Kui vaadata hélbelisi episoode peale ritmi
korrigeerimist (vt. noodindide 13), siis neid on
jaanud oluliselt vdhemaks. Kogu laulus moodus-
tavad need niild vaid 11% anallisitavatest
sonadest (vt. tabel 9). Kuigi hélbelisi episoode
ei ole nii palju nagu KLPRi versioonis, on
neid siiski hdiriv hulk. Siin saab aidata ainult
sdnastuse korrigeerimine. Teise salmi esimene
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Illustratsioon 3. Laulu ,Jumal, mu siida

igatseb Sind” esimese salmi tekst kolmeosalisse
meetrumisse grupeerituna. Paksendatud kirjas
silbid tdhistavad tugevamalt aktsenteeritud silpe
ehk kolmeste gruppide esimesi l66ke. ,X" ja ,X

X" tahistavalt lisatud, vastavalt Ghte voi kahte
[66ki. lIma 166ke lisamata moodustunud kolmese
grupid on tdhistatud varjutusega, 166kide lisamise
tagajarjel tekkinud silbid aga raamistusega.

Jumal, mu igatseb !
Sinuta rahu ei leia mu .

Paeval jaotsin Sind,
ohates paljude palvete.

Sind palun ma: Jumal, kuule mind!

hédlbeline episood on korrigeeritav vdaga lihtsate
vahenditega - tuleb muuta sénade jarjekorda.
Praeguse ,mulle on ilm” asemel peaks olema ,on
mulle ilm”. Teise salmi teises halbelises episoodis
ei aita sOnade jarjekorra muutmine. Sona
,kusi” asemele tuleks leida kahesilbiline séna,
mille esimene silp oleks tunnetatud pikemana.
Variandid oleks ,6hka” voi ,ndlgi”, aga need
ei tundu poeetiliselt sobivat. Paremini sobiks
hoopis ,torma” véi ,haara” voi ,pulidle”. Nagu
ndha, on véimalike sénade valik killaltki suur ja
ei piirdu kindlasti ainult nimetatud véimalustega.
Kui on otsustatud teksti muuta, siis on valiku
tegemine suuresti maitse kiisimus. Kuna ma ei
pea valmistama I6plikku varianti lauluraamatus
publitseerimiseks, valin siinkohal lihtsalt Uhe
sona ja selleks on ,puldle”. Kolmandas episoodis
sobiks asendada ,maa ega” sénadega ,ei maa
ei”. Kolmanda salmi kahest halbelisest episoodist
esimene on sbna ,eksida”. Siia ei ole lihtne
leida kolmesilbilist sona, mille teine silp oleks
tunnetatud pikana. Pakuksin siia asendussonaks
Jkoverust”, mis ei ole kill tegusdna nagu ,eksida”,
aga annab edasi lause métte. Samas stiilis sobiks
aga ka ,eksitust”. Viimase halbe valtimiseks
tuleks soéna ,aita” asendada sobiva kahesilbilise
stinonliimiga, mille teine silp oleks tunnetatud
pikemana, nt. ,luba”. Nende Umbersénastuste
abil voiks probleemi lugeda lahendatuks, sest
tekstirlitm on viidud viisirlitmiga kooskélla.

Kas oleks aga voimalik, et saaksime jatta
sdnad muutmata, aga sellest hoolimata pakkuda
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Noodindide 14. Laulu ,Jumal, mustidaigatseb Sind” (KLPR 318) valdavaltisomeetriline variant 3/4 taktimé6dus;
KLPRi algupdrase tekstiga. Varjutusega on margitud halbelised episoodid, milles keeleriitm laheb vastuollu

koraaliviisi ritmiga.
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keelertitmiparast esitusviisi? Arvestades tosiasja,
et laul on EELKs palju kasutatud ja palavalt
armastatud (vt. allmarkus 57, lk. 183) ning tekst
on ilmselt paljudel peas, oleks otstarbekas seda
mitte muuta. Selles laulus kordub sama probleem,
mis laulus ,Oh nuta oma vaeva”, mille tekstiritmi
variatiivsus salmiti oli nii suur, et koraaliviisi
ritmi korrigeerimine oleks olnud véimalik ainult
erinevate salmide riitmivariantide lisamisega
(vt. k. 177). See oleks aga koguduselaulu jaoks
mobeldud noodipildile liiga koormav. Laulus
,Oh nuta oma vaeva” sai probleem lahenduse
meetrumivaba noodipildi kasutusele vétmisega.
Seda sai teha tanu isomeetrilisele noodipildile
- enamik koraaliviisist on noteeritud vérdsetes
valtustes. Praegune koraal on aga rutmiseeritud
noodipildiga, milles vahelduvad veerand- ja
poolnoodid, mistottu mittemeetrilise noodipildi
kasutamine tulemust ei annaks. Seest tihi

noot, olgugi et ilma noodivarreta, tahendaks
endiselt pikendamist, mis aga osas salmides
looks hélbelise episoodi. Aga mis saaks siis, kui
pllaksime viisiritmi hetkeks tdiesti unustada ja
laheneda esimese salmi tekstile kui luuletusele?
Vaadates teksti esimest salmi lihtsalt kui
eestikeelset luuletust (illustratsioon 3), milles
on lugemisel tugevamalt akstsenteerituna
tunnetatavad silbid margitud paksendatud
kirjas, moodustub terve hulk kolmeseid gruppe
(margitud varjutusega). See vihjab kolmeosalisele
taktimdddule. Kui tdiendada Uhesilbilised
grupid kahe taiendava 166giga (madrgitud ,X
X") ja kahesilbilised grupid Uhe tdiendava
166giga (margitud ,X"), siis moodustub tdiendav
hulk kolmeseid gruppe (margitud raamiga) ja
saame tervikliku kolmeosalises taktiméodus
koraaliteksti (meetrumi rollist selles protsessis vt.
ka lk. 142). Tahelepanuvdarne on see, et valdavas
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Noodindide 15. Koraali ,Jumal, mu siida igatseb sind” kolmeosalisel meetrilisel mdtlemisel pdhinev
redigeeritud meetrumivaba l6ppversioon, millest on kaotatud kdik hélbelised episoodid ning millele on
lisatud viienda salmina doksoloogia.

Jumal, mu siida igatseb Sind
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1.-8. Sind pa-lun ma:  Ju-mal, kuu-lemind Sa!

2. Sinuta strnid mulle on ilm,
Sinuta pisaraid nutab mu silm.
Kui Sa mul 81&d, ei kiisi ma
maa ega taevagi jarele ka.
Sind palun ma: Jumal, kuule mind Sa!

3. Saada mind tkka tasasel teel!
Hoia, kui eksida tahab mu meel!
Aita, et ikka paremaks saan,
Sinule ustavaks lapseks siin jéin!
Sind palun ma: Jumal, kuule mind Sa!

4. Au olgu Isal, kes koike loob,
au Tema Pojal, kes lunastust toob,
au Piithal Viinful, lohutajal,
voimsal Kolmainul, nii heal Jumalal!
Nonda kui niiiid, olgu aina. Aamen.

Viis Tekst

Leila Naylor Morris { 1862-1929) Leila Naylor Morrise jirgi
“Nearer, still nearer, close to thy heart” Georg Kiviste [1866—1941)
“Pentecostal Praises” (1898) Neljas salm EI (2021)

Seade EJ Virsimoot: 9.10.9.10.10 (4.6.)

186 | Res Musica nr 13 /2021



enamuses X-iga tdhistatud kohtades esimeses
salmis on tdiendus keelerlitmiga hdsti kooskdlas.
Sénas ,stida”, mille teine silp tdienes Uhe X-iga,
ongi just teine silp séna pikim; sénas ,066sel”
sattus tdiendav ,X” pikendama esimest silpi, mis
klapib séna riutmiga suurepdraselt; neljal puhul
on kahest X-ist koosnev tdiendus uhesilbiliste
sénade ,sind”, ,rind”, ,Sa” ja ,ma" 16pus, mis
samuti sobib hasti prosoodiasse. Ainus episood,
milles kahest X-ist koosnev taiendus sattus silbile,
mis pikendust ei taha, on neljasilbilise ,palvetega”
viimane silp. Kuna siinkohal on aga tegemist fraasi
I6punoodiga, siis ei valmista see tlemaara suurt
probleemi. Probleemiks véib hoopis osutuda selle
rohuta ja kunstlikult pikendatud silbi sattumine
rohulisele taktiosale. Eelnevast ldhtudes tegin
uue noodipildi (vt. noodindide 14).

Lauldes esimest salmiselles meetrumis, avanes
tekst tdiesti uuest vaatevinklist. Narratiiv on
veelgi sujuvam ja tanu suures osas isomeetriliselt
noteeritud materjalile saab keeleriitm pea kogu
laulu ulatuses spontaanselt ja ntGansirohkelt esile
tulla. Eespool ndagime, kuidas kolmeosaline takti-
moot laulus ,Vota nild Issandat” haakus eesti
keeleriitmiga hasti. Ka siin voib seda tosiasja
tunnistada. Niitd on kogu laulu kohta ainult kolm
hédlbelist episoodi. Koéik seostuvad poolnoodi
kasutamisega.

Mul oli tugev kiusatus lahendada probleem
Umbersdnastamisega, asendades sénad halbe-
listes episoodides: ,surnud” asemel ,tihi”; ,ikka”
asemel ,aina” ja ,Kui Sa mul oled” asemel ,Kui oled
mul, siis”. Siiski ei saa seda teha, sest Uilesande-
plstitus nagi ette Kiviste teksti sdilitamist algsel
kujul. Kuna hélbeliselt ritmiseeritud sénu on
vaid kolm, siis voib siinkohal lubada viitamist
tekstiritmi varieerumisele salmiti. Tulemus ei
saanudki hairivalt kirju ja on Gsna hdlpsasti loetav
(vt. noodindide 15). Pealegi tuleneb koraali riitm
nlildd ennekdike teksti lausumisest ja luuletuse
prosoodiline riitm dgvendab digeks ka viisi ritmi.
Selle hélbustamiseks lisasin ritmivariatsioonid
lisaks noodireale ka vastavatesse kohtadesse
tekstis.

Meetrumi muutmisega kaasnenud isomeetri-
line noodipilt véimaldab siingi laulu ,Oh nuta
oma vaeva” eeskujul loobuda noodivartest ja
poorduda mittemeetrilise noodipildi juurde. Siin
julgesin sujuvama narratiivi nimel ka taktijooned
kaotada, jattes alles vaid fraaside 16ppu tahistavad
kriipsukesed. Samuti on ks fraasisisene hingamis-
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paus, mis on margitud komaga noodirea kohal.
Hingamine on ette valmistatud fermaadiga.
Ka selles laulus olen lisanud juurde tdiendava
salmi, mis on sobiva varsimédduga stroofilisse
varssteksti teisendatud ,Gloria Patri” ehk riimitud
doksoloogia (vt. allmarkus 53, k. 177) .

Selle koraali terviklik laulmine tekstirlitmi
arvestavast uusversioonist (noodindide 15)
oli vdaga huvitav, voiks koguni 6elda, et silmi
avav kogemus. Minu suureks Ullatuseks aitas
kolmeosaline meetriline métlemine vdga ruttu
Junustada” viisi senise ritmilise ja meetrilise
Ulesehituse, sest ,teksti sisse minek” toimus
loomulikult ja kaasakiskuvalt. Nii muusikaline kui
tekstiline narratiiv hakkasid uutmoodi ,voolama”
ja laulu lugu kui tervik sai selgema ja terviklikuma
kuju.

4.4.1.1 Kokkuvote koraali ,Jumal, mu
siida igatseb Sind” teekonnast
keeleriitmiparase koraalini

Koraali ,Jumal, mu stida igatseb Sind” korrigeeri-
mine tekstipdrasemaks riitmiseeritud esitusviisiks
nditas, et lisaks viisiritmi muutmisele ja sénas-
tuse korrigeerimisele on véimalik ka ,vaade
kérgemalt”. Selleks tuleb piilida tabada teksti pro-
soodilist riitmi ja kusida, kas eestikeelse tekstiga
laulmiseks on ikka kasutatud koéige sobivamat
meetrumit. Edukad olid mdélemad redaktsioonid,
nii algupdrast meetrumit arvestav kui ka
kolmeosalise meetrumiga variant. Minu eelistus
kuulub viimati nimetatule, sest laulmiskogemus
oli selle variandiga eriti sujuv ja terviklik.

Selles redaktsiooniprotsessis kerkib eetiline
kiisimus, kas helilooja viisi on ikka 6ige sellises
mahus muuta. Juriidilist dilemmat siin ei ole, sest
Morrise autoridigused on tdnaseks aegunud. Ma
arvan, et selline muutmine on osa legitiimsest
traditsioonist, mille kaudu kirikulaul otsib oma
ajastus ja kultuurikontekstis koige paremini
sobivat véljundit. Seega ei ole minu arvates
selline toimetamine ebaeetiline, seda enam, et
see on tehtud heast tahtest ega halvusta kuidagi
autori alguparandit. Kui me vaatame selles artiklis
kasitletud Hassleri ja Neanderi viiside kujunemise
lugu labi sajandite, siis peaksime suutma ka
Morrise viisiga tehtud muutused asetada sarna-
sesse konteksti. See on traditio legitima, mis
kirikulaulu selliselt kujundab. Arvestades artikli
sissejuhatuses lahti rullunud poleemikat moistete
Jritmiseerimine” ja ,ritmiseeritud koraal” Ule
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(vt. lk. 141-142), voiks analoogiat kasutades
nimetada koraali ,Jumal, mu stida igatseb Sind”
teekonda keeleriitmipdrase tulemuseni ,koraali
derttmiseerimiseks” ja resultaati ,deritmi-
seeritud (isomeetriliseks) koraaliks”.

5. Kokkuvote
5.1 Jareldused

Artikli koik uurimisklisimused (vt. k. 138) édnnes-
tus tulemuslikult lahendada. Juurutatud meetod
toimis ja toOprotsess, mille kaigus hindasin
koraaliviisi ritmi eesti keeleparasust, oli edukas.
Rutmiseeritud koraalides oli oluliselt rohkem
vastuolusid eesti keelerlitmi ja koraali viisiritmi
vahel kui isomeetrilistes koraalides. Erinevus oli
enam kui kolmekordne. Seepdrast véib jarel-
dada, et isomeetrilist koraali on lihtsam eesti
keeleriitmiga kooskédlastada kui ritmiseeritud
koraali. Halbelisi episoode pdhjustavad koraalis
ldbivalt kasutatud erinevad noodivaltused,
millest moodustuvad ritmikombinatsioonid ei
ole alati kooskdlas eesti keeleritmiga. Niipea
kui lauluviisis kasutatakse labivalt erinevaid
noodivaltusi, on vdga suur téendosus viisiritmi
ja tekstirttmi vastuoluks. Tihedaks probleemiks
on koraaliviisides sagedasti kasutatav ritmi-
kombinatsioon pikk-lihike, mis ei klapi eesti
keeles palju esineva kombinatsiooniga llhike-
pikk. Isomeetrilist koraali on aga vdimalik laulda
hoogsalt ja ritmikalt, kui kasutada keelertitmist
Iahtuvat esitusviisi ja kdneldhedast tempot. Keele-
ritmipdrase koraalilaulu saavutamiseks ongi vaja
dige ritmi, sobiva meetrumi ja kdéneldhedase
tempo Uhist panust. Selline koraalilaul, mis sai
artiklis endale nimeks narratiivne ehk jutustav
koraalilaul, ei jaa atraktiivsuselt alla riitmiseeritud
noodipildiga koraali esitusele. Tulemuse saavuta-
misele aitas oluliselt kaasa meetrumivaba noodi-
pildi kasutamine, mis soodustas nii muusikalise
kui tekstilise narratiivi paremat ja terviklikumat
tunnetamist.

Hélbelisi episoode 6nnestus keeleritmile
vastavalt korrigeerida. Paranduste tulemusena
muutus koraalide ,Oh nuta oma vaeva” ja ,Jumal,
mu slida igatseb Sind” tekstilis-muusikaline narra-
tiiv oluliselt sujuvamaks ja keeleparasemaks.
Seetdttu voib sellist Idhenemist julgelt soovitada
ka teiste koraalide korrigeerimiseks. Selleks tuli
labiviidud analliisi pohjal korrigeerida koraaliviisi
ritmi ja kohati muuta teksti. Muutused olid siiski
Usnagi vaikesed. Koige radikaalsem muudatus oli

188 | Res Musica nr 13 /2021

koraali ,Jumal, mu Siida igatseb Sind” meetrumi
muutmine neljalt neljandikult kolmele neljan-
dikule. Sellise korrektsiooni korral dnnestus taie-
likult sdilitada kasutusel olev tekst. Vaid kolme
sdna puhul tuli kasutada tekstirlitmist Iahtuvaid
rdtmivariatsioone.

Koraal ,V6ta nilid Issandat”, mis oli kasutatud
meetodi jargi eesti keelerlitmiga taiesti kooskélas,
on kolmeosalises taktimédédus. Olles kogenud
laulu ,Jumal, mu sida igatseb Sind” (algselt
4/4 meetrumis) kolmeosalisse meetrumisse
teisendatud versiooni esitust, voib oletada, et
eestikeelse koraali keelepdrasemat esitust otsides
tuleks Uhe vodimalusena vaagida kolmeosalise
meetrumi  rakendamist algselt kaheosalise
meetrumiga lauludes. Kolmeosalise meetrumi
sobivus olukorras, milles varsimo6ot seda toetab,
voib olla tingitud asjaolust, et selline meetrum
vbimaldab sénaréhutundlikult ja vdga paindlikult
ning voolavalt vaheldada ritmikombinatsiooni
lihike-pikk ja pikk-lihike, interpoleerides neid
isomeetriliste jadadega. Viimati nimetatud jadasid
saab tdnu isomeetrilisele kirjapildile lauldes
keelepdhiselt riitmiseerida. Koraaliga ,Jumal,
mu slida igatseb Sind” toimunud protsessi voib
nimetada koraali deriitmiseerimiseks.

Selline t66, nagu sai ette voetud koraalidega
,Oh nuta oma vaeva” ja ,Jumal, mu slida igatseb
Sind”, nduab muidugi ajamahukat sivenemist.
Siiski arvan, et meie emakeelne kirikulaul vaarib
seda vaeva. Korrektsioonid naitasid ilmekalt, et
on mitmeid lahendusi koraalide atraktiivsemaks
ja hoogsamaks laulmiseks, millest kdik on meie
emakeele vastu lahkemad kui saksakeelse laulu
ritmika pealesurumine eestikeelsele luulele.

Nagu selgus, on eesti keeles sobivam kasu-
tada isomeetrilist ritmipilti ja saavutada mitme-
kesisema riitmiga tulemus keelerlitmist ldhtuva
ritmiseeritud  esitusviisi abil. Uks ,tésine
probleem”, mis kaasneb tekstiritmil pohineva
esitusviisiga, on tosiasi, et teksti narratiivi pare-
mini esile tulles hakkavad tekstis ilmnevad
poeetilised puudused rohkem hairima.

Minu jaoks Gisna oluline jareldus, mille siinse
artikli péhjal véib teha, puudutab Piha Pauluse
kirjades sisalduva kirikulaulu kolmikjaotuse
esimest kahte Zanrit. Hipotees, et kirikulaulu
esimesel zanril ehk psalmilaulul véiks ,vanema
vennana” olla midagi panustada teise Zanri ehk
koraalilaulu paremaks laulmiseks ja siigavamaks
moistmiseks, leidis minu arvates kinnitust. Raken-



dades proosatekstilise kirikulaulu ehk pihalaulu
kogemusi stroofilise varsstekstiga kirikulaulule
ehk koraalile, avanes koraalidele taiesti uutmoodi
vaade. Seda iseloomustab nii muusikalise kui
tekstilise narratiivi voolavus ja terviklikkus, mis
teeb koraalis jutustatava loo tajumise oluliselt
sujuvamaks ja loomulikumaks.

5.2 Edasised sammud

Selle uurimuse jatkuks voiks olla eestikeelse
koraali esituse temporaalne analiitis. Oleks
huvitav teostada digitaalseid akustilisi moéotmisi
nii isomeetrilise kui ritmiseeritud koraali salves-
tatud esitusest ja vorrelda neid nii omavahel kui
ka samalaadsete regilaulu-uurimuste mootmis-
tulemustega. Tuleks wuurida podhjalikumalt ja
kirjeldada metoodiliselt koraaliviiside meetrumi
muutmise voimalusi keeleparasema koraalilaulu
saavutamiseks. Oleks pénev teada saada, kuivord
on saksa keelemuusika méjutanud meie meloo-
dilist siivateadvust.

5.3 Loppsona ja tanuavaldused

Selle artikli eesmark oli ,leida korvalekaldeid
tanases koraalipraktikas ja selle uutmisprotsessis
ning [---] pakkuda teadmuspodhiseid lahendusi
keeleparasemaks ja atraktiivsemaks emakeelseks
koraalilauluks” (Ik. 138). Eesmark dnnestus tdita.
Usnagi mahuka artikli valmimisel sain abi mit-
melt kolleegilt, keda on igati kohane siidamest
tanada: Mari Tarvas - abi saksa keelega, Ave
Teesalu - abi ladina keelega, Mart Humal -
konsultatsioon J. S. Bachi harmoniseeringute
kohta, Mart Siimer - kestev kaasamo&tlemine
ja inspireerivad vestlused erinevatel teema-
del, Tauno Teder - méttevahetused liturgia-
teoloogilistes kuisimustes, Partel Lippus — hea ndu
keeleteaduslikes kiisimustes, AnuKélar-seletused

Eerik Joks

20. saj. eesti kirikumuusika ajaloo kohta, Jaan Ross
- mitmekilgsed ja alati head ettepanekud kdige
erinevamatel teemadel. Samuti tuleb tdnada
Pihalaulu Kooli épilasi ja minu himnoloogia
Ulidpilasi Eesti Muusika- ja Teatriakadeemias labi
koikide aastate, sest just kirikulaulu 6petamine
nii liturgiliseks praktikaks kui akadeemilises
vormis on ,sundinud” mind emakeelse kirikulaulu
erinevatesse teemadesse slivenema. Samuti
on kohane selle artikli valmimise eest tdnada
seekordseid retsensente, kelle panuse kaudu sai
artikkel markimisvaarselt kvaliteetsem. Samuti oli
retsenseerimisprotsess seekord mitmes mottes
silmiavav. Mitte kuidagi ei saa tdnamisel mooda
minna Res Musica toimetajast Anu Schaperist,
kelle toimetamisoskust ei saa kirjeldada nérgema
omadussdnaga kui virtuoosne.

Viimselt taandub selles artiklis arutatu kahele
diskussiooniteemale: (1) Kas kirikulaulu esimeses
ja teises zanris on tekstil (Sénal) teistlaadne
staatus kui muus vokaalmuusikas, ja kui see on nii,
siis kas see avaldub ainult méttelises erisuses voi
ka tuntavas prosoodia muusikas valjendumises
ning (2) kas eesti keele erilaadne prosoodia néuab
spetsiifilist, teineteisest erinevat lahenemist
kirikulaulu kahes esimeses Zanris, piihalaulus ja
koraalilaulus. Seda artiklit jatan l6petama Alfred
Karindi sénad 1937. aastast, mis sobivad Eesti
himnoloogilisse diskursusesse nutdki suure-
paraselt: ,Kui siin modningad méotteavaldused
peaksid vastuviditeid esile kutsuma voi poleemikat
tekitama, siis oleks sellest asjale enesele aina kasu,
kuna koik kirikumuusika harrastajad ootavad,
et hakataks kirikumuusikaga seosesolevaid
métteid hoogsamalt liigutama [---]” (Karindi 1937:
173-174). Alfred Karindil ei 6nnestunud vististi
laialdast diskussooni kaivitada. Eks nais, kas minul
on rohkem edu.
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Estonian language and the rhythm of chorale tunes
Eerik Joks

1. Introduction
The purpose of this article and its interdisciplinary nature

The purpose of this article is to analyse, using the example of three chorales, the compatibility of
Estonian language rhythm with the rhythm of the hymn tunes and to propose solutions for episodes
as well as whole hymns where the language rhythm deviates from the rhythm of the hymn tune. The
terms “hymn” and “chorale” as well as “hymn singing” and “chorale singing” are used in this article
synonymously. The study questions are: (1) how to measure the compatibility of Estonian language
rhythm and the rhythm of a hymn tune; (2) whether there is a difference in the deviation of language
rhythm and melodic rhythm between chorales that are notated using equal rhythmical values (isometric
chorales) and chorales with a more versatile rhythm (rhythmic chorales); (3) what causes deviations
between the rhythm of the language and that of the melody; (4) what can be done to eliminate these
deviations in favour of the language rhythm. In this article | seek practical solutions that might provide
the preconditions for the successful popularization of Estonian hymn singing. The purpose is not so
much to “fix” one or two chorales, but rather to propose a working method for a language rhythm-critical
revision of the whole Estonian chorale repertoire. This interdisciplinary applied science hymnological
study goes beyond a theoretical humanities-based discourse (musicology, linguistics and theology) as
it includes my experience as a practising ecclesiastical singer, and therefore qualifies as artistic research.

Regarding some of the terminology used

In the context of this study there are three terms that deserve special attention: “rhythmic chorale”,
“rhythmicising of chorales”, and “isometric chorale”. An “isometric chorale” is notated mainly with equal
note values (Example 2), whereas a rhythmic chorale is notated using several note values (Example 3).
We need to consider separately “rhythmicising of chorales” as a process and “rhythmic chorale” as a
result because of an ontological problem. The starting point of a process of rhythmicising is always an
isometric chorale. The result of the process of rhythmicising however, may be either (1) a new rhythmical
score in written form or (2) the auditory rhythmisation from an isometric chorale score of a so-called
rhythmic performance. The ontology of these results is fundamentally different.

Another term that inevitably needs explanation is “language music” (keelemuusika). This newly
instituted hymnological term has to be defined through prosody. The three parameters of prosody
are: duration, loudness, and pitch. Language music becomes apparent through observing one, two or
three prosodic parameters and implementing them into music. The Estonian hymn repertoire consists
mainly of Estonian language settings of hymn tunes originating from different foreign language music
spheres. As the melodic contour already exists, the third parameter (pitch) becomes irrelevant and we
can scrutinise only the first and second parameters (duration and loudness).

Specification of the genres of ecclesiastical song

In the specification of the genres of ecclesiastical song I rely on the Letters of St Paul to the Colossians and
to the Ephesians. | intend to demonstrate how the taxonomy “psalms, hymns, and spiritual songs” (Col
3:16, Eph 5:18-20) becomes logically and hierarchically evident in the practice of Estonian ecclesiastical
song. The hierarchy in the taxonomy of genres is important in terms of the transmission of some of
the techniques of psalmody (with prose text) to the process of improving Estonian hymnody (with text
in strophic verses). Through this hierarchical sequence the connection between the taxonomy in the
Letters of St Paul and this study becomes relevant.

The word and music in ecclesiastical singing

In Christian discourse the text of a song is not only a narrative that consists of the syllables, idioms,
and sentences, but reflects a divinely inspired doctrine that is the Word of God and therefore has a
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fundamentally special status. This status transfers more or less also to selected non-Biblical texts,
including the texts of hymns. In addition there is also the mystical understanding of “the Word
became flesh” (John 1:14) or the God-man Jesus of Nazareth. It is rationally very complicated to make
a connection between the Scriptural text as the Word and the God-man Jesus, who is the Word that
became flesh. However, one cannot deny a strong cognitive connection between them. According to
my understanding there is a subjugation of music to the Word in ecclesiastical chant at least in two
symbiotically involved dimensions — theological and prosodic.

The difference between German and Estonian languages

Vernacular hymn singing spread to Estonia from Germany. Music historian and renowned scholar of
hymnology Toomas Siitan has discussed the identity of Estonian ecclesiastical song and asked the most
penetrating question in modern Estonian hymnology: “Are we talking about Estonian ecclesiastical song
or ecclesiastical song in Estonia?” (Siitan 2001: 38). Siitan has also stated that “Ecclesiastical song in the
Estonian language is entirely borrowed. We are so used to this fact that we have almost given up the
search for original idiomatic thinking that is essential to the Estonian language” (Siitan 2020: 8).

One of the mostimportant special features of the Estonian language is that it is a durational language:
the duration of a phoneme may determine the meaning of a word. From a musical viewpoint the relation
of the word accent and the prolongation of the accented syllable is most important. In German, the
accentuation and prolongation of a syllable are largely linked (Marasek 1997; Dogil and Williams 1999;
Rapp 1994; Jessen et al 1995; also Jessen 1993; Dahmen and Weth 2018: 20). In other words the main
principle is that a syllable that is accentuated is also prolonged. In Estonian there is no such regularity —
an unaccented syllable can also be perceived as the longest syllable in the word.

The problem

The core problem from the position of Estonian hymn singing is based on the prosodic differences
between German (an Indo-German or Indo-European language) and Estonian (a Uralic language). If
we agree with the proposition that language influences the rhythm of a chorale tune we find ourselves
in an awkward situation: we have hymn tunes that originate from one language music and texts
that are from another language sphere. Whilst singing we cognitively understand this contradiction,
especially if the musical rhythm forces us to deviate an Estonian word so that the meaning of the word
changes. The question that arises is whether and how it would be possible to measure methodically the
appropriateness of Estonian language rhythm for a chorale tune rhythm that originates from German
language rhythm.

An overview of earlier treatments

There are no specific studies about the rhythm of the Estonian language and the rhythm of melody
in the context of Estonian hymn singing. However, a temporal structure analysis has been carried out
with Estonian runic song. Jaan Ross and llse Lehiste came to the conclusion that in a performance of a
Karjala Lament there is one basic note value of 450 milliseconds (ms) (Ross and Lehiste 2001: 125-126).
Additionally, Jaan Ross has demonstrated that in Estonian swing song recordings there are two basic
note values of 300-350 ms and 800-850 ms (Ross 1989: 68).

In the context of runic song the connection between text and melody has been researched by Taive
Sarg, who concluded that “the perception of audible stress in runic song depends on the structure of the
melody as well as on the individual manner of singing of the performer” (Sarg 2005: 203). “Analysis of the
melodic variation demonstrates the impact of the verse structure, including the duration of a syllable
(and its related quantity degree [in Estonian vdlde]) on the lengthening of a verse and on changes in the
melodic contour.” (Sdrg 2005: 206). The work of Taive Sarg is also very important because it highlights the
field of prosodic tension between the German and Estonian languages. The earliest Estonian linguists
erroneously believed, following the example of German prosody, that stress on a syllable automatically
means lengthening. Only in 1853 did Eduard Ahrens clarify the separation of accent and prolongation.
(Sarg 2005: 225-226).
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This kind of field of tension is also apparent in the musical thinking of Veljo Tormis. Example 1 shows
clearly how the isometric version of the tune Vaikne kena kohakene (an Estonian folk tune) is better suited
to the text than a “German language music-specific” composition by Ferdinand Mihlhausen. Tormis
labels the latter as “German slosh” (Tormis, Lippus 2008: 54-55) because the rhythm of the melody badly
distorts the quantity degrees of the Estonian words.

Although the problem of singing in Estonian has not been treated in the context of ecclesiastical
singing, there are two thorough texts by Tuudur Vettik (Vettik 1939) and Richard Ritsing (Ritsing 1938).
Both authors were highly esteemed choir conductors as well as composers. They approach the topic
from a practical point of view and give instructions to choir conductors as to how to implement text-
related qualities in choral performance.

2. Material and method
The Material

For this article | use three chorales: (1) Oh nuta oma héda,' (2) Véta niiiid Issandat? and (3) Jumal, mu
siida igatseb Sind.3 (1) The first chorale is ideal for analysis as it is included in the hymnal of the Estonian
Evangelical Lutheran Church (KLPR 75) as well as in the experimental edition number 2 of the Hymnal
Commission of the EELC (LKPV 3). This hymn is especially attractive for analysis because of its very
interesting secular origin. (2) The second chorale (KLPR 306) was chosen to demonstrate how anisometric
hymn tune is nearly perfectly consistent with the rhythm of the Estonian text. (3) The third chorale (KLPR
318) can be classified as a rhythmic chorale. This hymn is very popular in the EELC. | investigate the
deviations of the rhythm of the text and that of the melody in this chorale and look for solutions to
improve the singing of this popular hymn in terms of language rhythm, which I call “language-rhythm-
wise singing”.

The method

For this research | devised a method that allows the statistical measurement of the compatibility of the
rhythm of a hymn tune and the rhythm of the Estonian text. To implement the method | compare the
rhythm of the words that have two or more syllables to the rhythm of a chorale tune. One-syllable words
are notincluded in the analysis because in the case of an isolated word we need at least two syllables to
evaluate the durational proportion of the syllables.

In everyday Estonian speech many words seem to have syllables of equal duration. However, if we
pronounce words with a strong inner intention, especially whilst singing, there is always one syllable that
islonger than the other(s). The core of my method is to identify the syllable that is perceived to have
the longest duration. Why do | talk about “the syllable that is perceived to have the longest duration”
and not about “the longest syllable”? In linguistics (phonology) there is a thorough classification of the
durations of phonemes. | do not evaluate syllables on phonological grounds — my treatment is purely
singing-specific. As a result, in this study | do not identify the quantity degrees and connect them with
the rhythm of a hymn tune. For practical reasons the procedure adopted is very simple — the longest
syllable in the word is the syllable that can be extended so that the word will neither be distorted
nor its meaning changed. In words with more than two syllables it might seem that there is more than
one competitor for the longest syllable. It is true that in music you can always prolong the last syllable
of a word with more than two syllables without considerably distorting the word. To follow my method
it is crucial to find the one syllable that is the longest in the word. In words with more than two
syllables — according to my method - it can never be the last syllable. | then determine the number
of deviating episodes. The higher the percentage of deviation, the more the rhythm of the chorale tune
is in contradiction with the rhythm of the text.

Tune O Sacred Head now Wounded, original tune Hans Leo Hassler Mein Gmidith ist mir verwirret; text Weep o Christians
(Bewein o Christenmensch).

Tune and text Praise to the Lord (Lobe den Herren), attributed to Joachim Neander.
Tune and text Nearer, still nearer, close to my heart, Leila Naylor Morris.
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3. Analysis

The deviations in the isometric version of Oh nuta oma hdda are shown as shaded in Example 2. The
results in Table 1 reveal that the deviation is 14%. This percentage is highest in the second verse (18%)
and lowest in the fourth verse (6%). The deviations in the rhythmic version of Oh nuta oma héda are also
shaded in Example 3. The results are presented in Table 3 and show a deviation of 44%.

The analysis of the hymn Véta niiiid Issandat shows that the deviation in this chorale is zero. | have
added this hymn to my research to show how an isometric chorale can be compatible with the rhythm
of an Estonian text.

The chorale Jumal, mu siida igatseb Sind can be treated as a rhythmic chorale. Example 5 shows a
considerable deviation of 57%, which means that in the whole hymn there are more rhythmically
distorted words than words concordant with the rhythm of the melody. In the first verse the deviation
reaches two thirds of all words (67%).

4. Discussion
Chorale Oh nuta oma hdda - comparison of isometric and rhythmic versions

Togetaninterpretational view | sang this chorale with various rhythmic blueprints.* Musically, a rigorously
isometric version with breaths at the end of every line was not able to compete with a rhythmic version.
The latter was indeed much more vivid and musically interesting. However, this “musical success” came
at the price of distorted Estonian language. Then | tried to sing from the isometric score but using
rhythmic performance, in other words | tried to sing according to the rhythm of the text as much as
possible. This kind of singing aspiration can be called narrative or story-telling chorale singing.
My experience demonstrated that rhythmic performance from an isometric score is no less vivid than
performance from a rhythmic chorale score. Thanks to the more vigorous tempo there is no need for
breaths in the middle of a line (see Example 2), and it is quite enough to breathe at the end of a line. The
speech-like tempo helped considerably to bring out the correct language rhythm, and as a result the
narrative of the text was more natural and more easily perceived.

A statistical view shows that the deviation between the rhythm of the Estonian language and that
of the melody was more than three times higher in the rhythmic chorale score than in the isometric
chorale score: in the former the deviation was 44% and in the latter 14%. There can be no doubt that
the isometric version is more compatible with the rhythm of the Estonian language than the rhythmic
version. Therefore | continue the journey towards language-rhythm-wise hymn singing with the
isometric version.

Chorale Oh nuta oma héida - a journey towards language-rhythm-wise hymn singing

To increase the rhythmical compatibility of melody and text | analysed every episode of deviation and
proposed an alternative rhythm or an alternative wording. To achieve this | had to make only slight
changes (see the result in Example 9). For some further fine tuning in language-rhythm-wise singing
| used a non-metrical method of melodic writing as was practised during the Middle Ages (see
Example 10).

When | started work with this chorale | did not dare to expect such a good result. As a singer | began
to understand this chorale from a totally new point of view and perceived the story of the chorale in a
fresh and far more comprehensive way. It is noteworthy that the material did not essentially change that
much.

Chorale Véta niiiid Issandat

This hymn is notated as an isometric chorale. According to the method there is no deviation in this
chorale. The 3/4 metre brisk tempo gives this chorale an enthusiastic and vigorous attitude and favours
language-rhythm-wise rhythmic performance.

4 Itis possible to hear these different versions on the 10th video lecture of the “School of Ecclesiastical Song”, J6ks 2021a
(36'42" onwards).
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Chorale Jumal mu siida, igatseb Sind

In this chorale the deviation percentage is the highest among the three chorales of this study (57%
overall, and in the first verse as high as 67%). The prosodic rhythm of the text and the rhythm of the
melody are essentially in conflict. In the first verse (see Example 5) all the deviations are due to the
frequently occurring rhythmic combination long-short. To solve this problem I replaced this combination
at each occurrence with a short-long combination (see the result in Example 13) with the result that the
deviation decreased from 57% to 11% (see Table 9). To decrease the deviation further we would have to
consider changing the wording. However, if we recall that this is a very popular hymn in the EELC, this
would be inadvisable.

An interesting question follows: would it be possible to provide a language-rhythm-wise version
without changing the text at all? What if we forget the melody completely and look at the text as a
poem? By doing so we realize that in the first verse of this poem there is a distinct division into groups
of three (see Illustration 3). This means that the deviations in this hymn might simply be the result of the
fact that the text is in 3/4 metre whilst the tune is in 4/4 metre. When | applied the text to the melody in
triple metre the result was astounding: there are only three episodes of deviation (see Example 14). As
there were only three deviations | supplied rhythmic variations in these episodes. | also presented the
material in a non-metric blueprint. For the final result see Example 15.

Singing this hymn from a new score in which there is a full compatibility of the rhythm of the text and
that of the melody, the experience was very interesting, not to say eye-opening. To my great surprise the
triple metre helped to “forget” the former rhythmical and metrical blueprint very quickly. “Going into
the text” happened very naturally and, dare | say, even seductively. The textual and musical narrative
had a totally new quality of “flow” and the story of the hymn as an entity obtained a clearer and more
comprehensive shape.

5. Conclusions

The analysis demonstrated beyond any doubt that in the rhythmic versions of chorales there is much
more deviation between the rhythm of the melody and the rhythm of the text than in isometric chorales.
The difference in the deviation was more than triple in the case of the rhythmic versions. Therefore the
isometric chorale is more easily adjusted to the rhythm of the Estonian language. It is possible to sing a
chorale from an isometric score and use a rhythmic performance that is based on the language rhythm
and uses speech-like tempo. This kind of performance was labelled as narrative or story-telling hymn
singing and its vigour as well as its attractiveness was at least on the same level as that of the rhythmic
chorale. It was possible to adjust deviations by changing the rhythm and the wording. The corrections,
however, were not extensive. As a result of these adjustments in the performance of the chorales Oh
nuta oma vaeva and Jumal, mu siida igatseb Sind the textual and musical narrative became markedly
smoother and more language-wise. Thus it is suggested that this approach can be used to correct other
Estonian chorales. The most radical change was adjusting the metre of the chorale Jumal, mu siida
igatseb sind by replacing 4/4 metre with 3/4 metre. With this adjustment it was possible to keep the text
unchanged and there was a need for only three rhythmic variations in verses one and two.

After the extraordinary experience of singing the chorale Jumal, mu stida (originally in 4/4 metre)
in triple metre and realizing that an isometric triple metre Véta niiid Issandat is fully compatible with
the rhythm of the Estonian text, it is possibly to suppose that the use of triple metre may considerably
help to improve language-rhythm-wise singing in Estonian. The suitability of triple metre may be due
to the fact that this metre allows a sensitive and very flexible word stress and the flowing application
of rhythmic combinations of short-long and long-short with the necessary interpolation of isometric
sequences. These sequences can easily be sung according to the language rhythm. The procedure
undertaken with the chorale Jumal, mu stida may be defined as the de-rhythmicizing of a chorale, in as
much as a rhythmic chorale was changed to a predominantly isometric chorale.

The work that was undertaken with the chorales Oh nuta oma vaeva and Jumal, mu siida is time
consuming and involves considerable effort. However, | believe that Estonian hymns deserve such
effort. This study has shown vividly that there are many solutions for more vigorous and attractive hymn
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singing, all of which are kinder to the Estonian language than forcing the melodies of German songs on
to an Estonian text.

It is therefore preferable to use an isometric chorale score and achieve a rhythmically more versatile
result by applying a rhythmic performance that is based on the rhythm of the text. There is, however, a
“serious problem” that emerges with rhythmic performance, as this kind of singing allows the narrative of
the text to be heard more clearly so that any shortcomings in the poetry itself will become considerably
more irritating.

For me personally there was one especially important conclusion that can be drawn from this study.
It concerns two genres of the trichotomy of ecclesiastical song in the Letters of St Paul. The hypothesis
that the first genre of ecclesiastical song (psalms) as “the elder brother” might have something unique
to contribute to the better performance and deeper understanding of the second genre (hymn singing)
was in my opinion confirmed. The application of the methods of prose text ecclesiastical song to the
hymns opened a completely new vista on the chorales. This can be characterised by the flow and
completeness of the textual and musical narrative, which makes the perception of the chorale story
considerably smoother and more natural.
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Arvustused

Noudlik sissevaade uue muusika esteetikasse
Theodor W. Adorno. Uue muusika filosoofia. Tlk., jirelsona Jaan Ross; toim.
Katrin Kern, Mart Jaanson, Tartu: Tartu Ulikooli kirjastus, 2020, 230 lk.

mkko Lagerspetz

Mida tdhendab ,autentsus” muusikas? Kuidas
mojutab funktsionaalse tonaalsuse kadumine
voimalust luua muusikalisi suurvorme? Kas
toésine helilooja saab jargida omaenda loodud
muusikalisi pohimétteid voi peab ta eelkdige
suhestuma varem looduga, kirjutama ,muusikat
muusikast”? Millest tulevad uue muusika
raskused publikuni joudmisel? Kas liigsest
intellektuaalsusest? Kuidas sellesse vdljakutsesse
suhtuda? Kas on heliloomingu tehnikaid voimalik
seostada  Uhiskondliku arengu Uldisemate
suundadega? - Iga muusikateadlane ja iga
praktiseeriv helilooja on vist pidanud juurdlema
nende ja teiste samalaadsete kisimuste (le,
sealjuures 16plikke vastuseid leidmata. Nénda tegi
ka Theodor Wiesengrund Adorno (1903-1969),
sotsioloog ja nn. Frankfurdi koolkonna tks juhte,
kes oli Ghtlasi Alban Bergi kompositsioonidpilane
ja Uks 20. sajandi silmapaistvamaid esteetikuid.
Tema muusikateaduslik peateos ,Uue muusika
filosoofia” (1949) ilmus hiljuti eesti keeles, Jaan
Rossi suurepdrases tolkes.

Adorno loomingus pdimuvad empiiriline
sotsioloogia ja esteetiline anallilis Uhe labiva
teemaga, mis puudutab valgustusliku projekti
vastuolulisust. Vabastades inimese looduse poolt
ette antu lummusest, aga arendades eelkdige
tehnilist ratsionaalsust, on valgustus kehtestanud
omaenda etteantused, mis inimese uuesti endale
allutavad. ,Uue muusika filosoofia” eessdnas
mainib autor (k. 9), et raamatut vdib pidada
Max Horkheimeri ja Adorno 1947. aastal ilmunud
raamatu ,Valgustuse dialektika” ,edasi arendatud
lisaks".! See markus on lugeja jaoks oluline, kuna
Adorno ka muusikat analtitsides ikka ja jalle viitab
tolles Uldisemas ajaloofilosoofilises kasitluses

esitatud mottekdikudele, aga moddaminnes,
konspektiivselt, otsekui kénetades lugejat, kes
on nendega juba tuttav. Mottekdikude tuum
seisnebki mainitud vastuolulisuses, mis ei luba
ndidata mingit helget teed edasi ning mis teeb
nii progressist kui reaktsioonilisusest midagi
suhtelist: mélemad on ,kaotanud lGheméttelise
tahenduse” (Ik. 113).

+,UJue muusika filosoofia” on vilja kasvanud
Adorno uurimistddst Arnold Schénbergi kohta,
millele ta hiljem lisas uurimuse Igor Stravinskist,
sissejuhatuse ning modnelehekiiljelise arutelu,
kus ta neid kaht heliloojat kérvutab. Kahe
pohiosa pealkirjad annavad aimu ta suhtumisest
méblemasse: ,Schonberg ja progress”, ,Stravinski
ja restauratsioon”. Samas suunavad peakirjad
lugeja motteid ehk liigagi palju. Nénda mainib
raamatut Sirbis tutvustanud Valner Valme,? et
seda saab (ka tema arvates ekslikult) pidada
»Stravinskit sopaga Ule valavaks teoseks”. Ta viitab
ka Adorno raamatule arvustuse kirjutanud Walter
Harthile; repliik on eestikeelsesse viljaandesse
kaasatud (lk. 213-216). Seegi kummutab just sellist
vadrarusaama. Tosi, Adorno kdrvutab Schénbergi
(nagu mina ta suhtumisest aru sain, eeldatavalt
siirast) jarjekindlust ja objektiivsusetaotlust
Stravinski  (nagu mulle ndib, eeldatavalt
kidnilise, heitliku ja manipuleeriva) putdlusega
,haasta” iseenda poolt sobivaks tdddeldud,
aga autentsena esitletud ,maddi” juurde (lk.
203-208). Samas tuleb meeles pidada Adorno
ja kogu Frankfurdi koolkonna juba mainitud
kahetist suhtumist progressi ning sedagi, kuidas
autor Uksikute muusikateoste analliisil jagab nii
tunnustust kui kriitikat moélemale. Ta austab seda,
kuidas Schonberg - Beethoveniga sarnaselt -

' Max Horkheimer, Theodor W. Adorno 1947/2006. Dialektik der Aufkldrung. Philosophische Fragmente. Frankfurt a. M.:

Fischer Taschenbuch Verlag. Internetis

kattesaadav:

https://docplayer.org/22481675-Dialektik-der-aufklaerung.

html#download_tab_content. Raamatu esimene peatiikk on soome keeles ilmunud raamatus Theodor W. Adorno, Max
Horkheimer, Herbert Marcuse 1991. Jdrjen kritiikki. TIk. ja toim Jussi Kotkavirta, Tampere: Vastapaino, lk. 81-121. Adorno
samal ajal kirjutatud filosoofiliste fragmentide kogumikust Minima moralia on ajakirjas Akadeemia ilmunud Mari Tarvase
tolgitud ja koostatud valimik: Theodor Adorno 1993. Minima moralia. Valimik. - Akadeemia 6, lk. 1178-1188.
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Valner Valme 2020. Mees, kes teadis Stravinski kohta ussisénu. — Sirp, 13. november 2020, Ik. 7-8.



jarjekindlalt jdi voitlema probleemidega, mille
ta dodekafooniatehnikale plihendudes ise oli
loonud, aga ei nde, et ta neid oleks lahendanud
(Ik. 97, markus 48). Stravinski 6nnestub siis, kui
ta suudab véltida nii infantiilset paroodiat kui
neoklassitsistlikku tlistamist (Ik. 198). Moélemad
on jaanud oma vastuolulise ajastu vangiks
voi selle jouetuks kajastajaks; aga erinevalt
neoklassitsismist varjupaika otsinud Stravinskist
Schonberg ei varja seda ja on seetéttu ikkagi
temast Ule.

Need kaks suurkuju esindavad kaht
vastandlikku tendentsi uue muusika ajaloos.
Adorno illustreerib oma moéttekaike viidetega
ka teistele heliloojatele; kdige halastamatuma
kriitika osaliseks saavad aga emma-kumma
epigoonid, ,kah-heliloojad”. Sotsioloogina on
Adorno jaoks loomulik ka vastata kisimusele
wvalimi esinduslikkusest” (nagu teine sotsioloog
seda voiks formuleerida). Miks on analtisi
pohiliseks objektiks valitud just need kaks
heliloojat, ja isegi mitte nende kogu loomingut?
Adorno ldhtub pohiméttest (Ik. 33, markus
17), et anallits keskendub teostele, mis koige
paremini valjendavad vaatluse all olevaid ideesid.
Selline ldhenemisviis on iseloomulik Adorno
metodoloogiale (lelldse: on illusoorne piida
totaalsust haarata, véimalik on analtisida ainult
selle kilde.> Véib-olla sellest tuleneski tema
armastus essee kui piiratud ainestiku eripdrast
lahtuva tdlgenduse esitamise vormivastu?* Ménes
moéttes on selline ainestiku piiramine ka elitistlik;
samamoodi on seda analilis, mis tihti apelleerib
Jtreenitud” (Ik. 46, markus 23) voi ,kultuuriliselt
vastutustundlikule” (Ik. 200) kuulmisele. Nagu
ka Valner Valme oma retsensioonis osutab, on
Adorno (leolev ka levimuusika suhtes. Viimati
mainitud tendents on hasti teada nendele, kes
on tuttavad tema 1941. aastal koos George

lk. 184.
Kotkavirta 1991: 188.
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Simpsoniga avaldatud esseega levimuusikast.® Ta
ndgi selles eelkdige kapitalistliku massitihiskonna
ilmingut. Samas nditab ks raamatus viidatud
pohjalik raamatuarvustus (Ik. 63, markus 34)°
et Adorno oskas oma tésist ja kunstiteose enda
analtusist Iahtuvat hoiakut sdilitada ka nt. dz&ssist
kirjutades. Kui paljud muusikateadlased olid
selleks tollal véimelised? - Vaib-olla tuleks siiski
Umber hinnata Uldlevinud arusaam Adornost kui
veendunud dzdssivaenlasest.

Adorno oli sotsioloog, aga ka esteetik ja
professionaalne muusikateoreetik. Aja méédudes
keskendus ta huvi iha rohkem kunsti analtisile.
Raamatus ,Uue muusika filosoofia” jadb Ghiskonna
Ule arutlemine tahaplaanile ja esikohale tdusevad
esteetilised kisimused. ,Praeguses faasis [---]
hakkab kiisimus baasi ja pealisehituse vahelisest
suhtest vananema, nagu see toimub ka kéigi
teiste Uhiskondlike vahendussuhetega” (k. 129).
Raamatu nauditavaimateks osadeks ongi mitmed
vormi, muusikalise sidususe, to6tluse voimaluste
jne. anallisid  viidetega  konkreetsetele
heliteostele. Raamatus sisaldub viidatud teoste
nimekiri, mis véimaldab lugejal nendega tutvuda
ja oma kogemust autori omaga vérrelda.

Kuhu siis edasi? Nagu ,Valgustuse dialektikast”,
ei leia ka siit Ghest vastust. Tardumine neoklassit-
sismi ja motiivikordustesse, mis ,nii-6elda kuhugi
ei vii” (Ik. 171), pole lahendus; aga seda ei paku ka
dodekafoonia. Muusika peab ,emantsipeeru[lmal
ka dodekafoonilisest tehnikast” selle absor-
beerimisega ,vabasse komponeerimisse” (lk.
114). Adorno poolehoid ndib kuuluvat vabale
atonaalsusele, eriti kuna see véimaldab orgaani-
liselt luua ka muusikalisi suurvorme (lk. 98).

Raamatusse on lisatud télkija, professor
Jaan Rossi jarelsdbna. See on enam-vdhem
samal kujul ilmunud juba 1993. aastal.® See,
mille Gle Ross toona arutles, kehtib ka praegu.

Jussi Kotkavirta 1991. Jélkisanat. - Adorno, Horkheimer, Marcuse 1991 (vt. lilal joonealune markus 1), lk. 169-204, siin

Theodor W. Adorno, with the assistance of George Simpson 1941. On Popular Music. - Studies in Philosophy and Social

Science 9/1, lk. 17-48. Internetis kattesaadav: https://archive.org/details/ZeitschriftFrSozialforschung9.Jg/page/n27/

mode/2up.

lImunud Adorno levimuusika-kdsitlusega samas ajakirjanumbris: Theodor W. Adorno, with the assistance of

Eunice Cooper 1941. Wilder Hobson: American Jazz Music; Winthrop Sargeant: Jazz Hot and Hybrid [Arvustus].
- Studies in Philosophy and Social Science 9/1, lk. 167-178. Internetis kattesaadav: https://archive.org/details/

ZeitschriftFrSozialforschung9.Jg/page/n189/mode/2up.
Vt. ka Adorno 1993: 1179 (fragment 22).

Jaan Ross 1993. Theodor Adornost ja tema Moodsa muusika filosoofiast. - Akadeemia 6, Ik. 1166-1177.
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Palju jai ta arutlusest siiski vdlja, eelkdige see,
mis puudutab Frankfurdi koolkonna arengut
kogu ta pika tegevusaja jooksul. Koolkonna
parand on praeguseks teatavat uut aktuaalsust
saavutanud (isegi kui aktuaalsus Eestis pahatihti
tuleneb USAst imporditud kultuuriséjast, mille
sddurid visandavad Adornost, Horkheimerist
ja Herbert Marcusest kehva karikatuuri ja mille
jaoks pelk sédimise imperatiiv ndib kultuurist
vOrratult téhtsam). Jarelsénas avatakse Frankfurdi
koolkonda peamiselt Jirgen Habermasi motete
abil; Habermas siiski liitus sellega alles aasta-
kiimneid hiljem ja tema keskendumine keelele,
kommunikatsioonile ja teaduse sotsioloogiale
on tunnistuseks ihest koolkonna mitmest meta-
morfoosist. Frankfurdi koolkonnas, mis polnud
kunagi Uhtne, libises Teise maailmasdja ajal ja
jarel juhtpositsioon Horkheimerilt Adorno kétte
ja fookus samas empiirilisest sotsioloogiast
detailsesse kultuurianallusi.®

?  Kotkavirta 1991: 187.
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Toélge on uskumatult hea. Kordagi ei teki
lugejal kiusatust haarata originaali jarele, et
monest sénastusest voi terminist aru saada voi
et télke digsust kontrollida (nagu ,kultuuriliselt
vastutustundlikul” lugejal pahatihti tdlgetega
juhtub). Jarelséna hoiatab, et Adorno tekste
lugeda on ,legendaarselt raske”, aga arvustaja
néuanne oleks: raskest kohast sujuvalt (le
libiseda, ja kui kunagi hiljem uuesti lugeda, on
koik juba palju selgem. Viahemalt ei lisa télge
seda raskust. - Margin siiski jargmise valjaande
tarbeks moéned ebaolulised vead: k. 9 on
raamatut ,Valgustuse dialektikat” nimetatud kui
JValgustusajastu dialektikat”; markus 34 Ik. 63 on
osaliselt télkimata.

Arvan, et tegemist on viimase kiimne aasta
jooksul ilmunud eestikeelsete filosoofiaalaste
télkeraamatute hulgas Uhe kdige paremaga.
Toélkija ja toimetajad vaarivad suurt tunnustust.



Heli kui mateeria kui tunnetuse aines

Arvustused

Peter C. Bouteneft, Jeffers Engelhardt, Robert Saler (eds.). Arvo Pirt.
Sounding the Sacred. New York: Fordham University Press, 2021, 259 lk.

Kaire Maimets

Kogemustega Pardi-uurijate Peter Bouteneffi,
Jeffers Engelhardti ja Robert Saleri koostatud
artiklikogumik ,Arvo Part: Sounding the Sacred”
sisaldab pohiliselt valikut ettekannetest 2017.
aastal Piiha Vladimiri Seminari ellukutsutud Arvo
Pardi Projekti (Arvo Part Project) ja Fordhami
Ulikooli ortodoksse kristluse uurimiskeskuse
korraldusel New Yorgis toimunud Arvo Pardile
plhendatud konverentsilt ,Sounding the Sacred”
(varem eesti keelde tolgitud kui ,Piihaduse kola™).
Konverents ldhtus vajadusest liita senistesse
Pardi-uuringutesse uued vaatenurgad sellistest
valdkondadest nagu teoloogia, arhitektuur,
(psuihho)akustika, psiihholoogia, keskaja uurin-
gud, fenomenoloogia ja kultuuriajalugu ning
votta vaatluse alla eelkdige heli kui (kdla)mateeria,
s.t. heli vibreeriv materiaalsus kui tunnetuse aines.
LHeliline pé6re” (sonic turn) Pardi-uuringutes
on niisiis ks kogumiku lahtekohti. Raamatusse
koondatud artiklites astutakse samm edasi
helilooja biograafial ja/véi meediauuringutel
pohinevast kasitlusest ja tintinnabuli-teoste
nooditeksti pdhisest anallsist ning vdetakse
vaatluse alla Pardi muusikale ainuomase
kéla (sealhulgas vaikusena materialiseeruva
vibratsiooni) moju inimkehale ja -vaimule. See
tdhendab, et muusika motestamise lahtekohaks
ei ole mitte niivord noot, vaid pigem esitus- ja
kuulamisprotsess — musitseeriva inimkeha ja
vaimu moju kolaks materialiseeruvale helile
ning kélava helimateeria méju kuulaja kehale ja
vaimule. Samas reflekteerivad koik autorid, mida
nad ise kuulevad, kuulates Arvo Pardi muusikat
kui helilist materiaalsust. Ja tahtmatult kerkib
mote, et igaliks kuuleb seda, millest ta aru saab.
Eks see kdib ka mu enda kohta seda arvustust
kirjutades. Tervikuna vottes avanes raamat mulle,
muusikateaduse taustaga lugejale, aeglaselt,
kuna teoloogia, fenomenoloogia vodi keskaja

1
13.07.2021).

uuringute diskursus jaab ikkagi kaugeks ning
autorite méttekdikude ja toodud paralleelide
(pdhjendatuse) moistmine ndéuab lisapingutust.
Kuid pole ka vale telda, et see ongi aeglane
raamat, sindinud markimisvaarse hoole, lugu-
pidamise ja kannatlikkusega, otsides ,kdige
digemat” ka kujunduses (Joonas Sildre kaanepilt —
tuttav neile, kes hoidnud kées graafilist romaani
.Kahe heli vahel”? ning lugemist toetavate
registrite Ulesehituses. (Cizmici artiklis k. 189
parandasin oma koopias kill siiski koik F-id
F#—ideks.) On rédémustav, et Pardi looming on
toonud ingliskeelseid autoreid ka eesti-, vene-
ja isegi latikeelsete materjalide juurde. Seet6ttu
vdimaldab kogumik ingliskeelsele lugejale
juurdepddsu ka seni vahetuntud véi tundmata
allikatele ja kasitlustele (eestikeelsetest nt. Immo
Mihkelsoni raadiosarjale ,Arvo Part 70", Teatri- ja
Muusikamuuseumi varadele jms.).

Artiklid kogumikus on jagatud viie alapealkirja
alla, avades Pardi-fenomeni erinevatest tahkudest
eritaustsiisteemides. ,Sissejuhatusele” (koostajate
eessdna, Peter C. Bouteneffi artikkel) jargnevad
»Ajalugu ja kontekst” (Toomas Siitani, Christopher
J. May, Kevin C. Karnesi artiklid), ,Esitus”
(Bouteneffi intervjuu Paul Hillieriga, Andrew
Shenton), ,Materiaalsus ja fenomenoloogia”
(Jeffers Engelhardt, Andrew Albin, Maria Cizmic ja
Adriana Helbig) ning viimaks ,Teoloogia” (Robert
Saler, lvan Moody, Alexander Lingas, Sevin Huriye
Yaraman).

Kogumiku eesséna kannab pealkirja ,Arvo
Part and the Art of Embodiment” (Peter
Bouteneff, Jeffers Engelhardt ja Robert Saler).
Minu lugemiskogemuses viitavad inglise terminid
embodiment ja embodied, mille eesti vasteteks on
pakutud ‘kehastatus’, ‘kehastunud’, ‘kehapdhine’,
ideele, et meietaju-jatunnetusstruktuurid-seega:
kogemused - on olulisel maaral motiveeritud

Karin Kopra 2017. Alguses oli heli. - Sirp, 19. mai. https://www.sirp.ee/s1-artiklid/c5-muusika/alguses-oli-heli/ (vaadatud

Joonas Sildre 2018. Kahe heli vahel. Graafiline romaan Arvo Pérdist. Laulasmaa: Arvo Pardi Keskus.
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kehapéhiselt; et kogemus on loomult kehaline
(sensomotoorne) nagu ka sellel poéhinevad
kognitiivsed lldistused (métted, tunded). Nii nagu
keelestruktuurid pdrinevad paljuski kehalisest
kogemusest,® on kehaline kogemus ja selle péhjal
omandatud eelmdisteline teadmine olemuslikult
oluline ka muusika kui helilise materiaalsuse
tajumisel moéttekana. Antud kogumikus naib
mulle moiste embodiment sisuks olevat aga kas
lihtsalt kuuldavaks saanud heli, mis konkreetses
ruumiakustikas jouab esitajani-kuulajani vistse-
raalselt — mitte ainult kérvade, vaid terve keha
kaudu (vrd. Paul Hillier: ,Teatud moéttes esitab
muusikat ka kontserdipaik ise ning lauljad peavad
seda moistma”? Ik. 94); vdi sdna otseses mottes
Jinkarnatsioon” - Séna (logos) ,lihakssaamine”
helis kui materiaalses objektis ning muusikas kui
intentsionaalses ndhtuses. Naiteks Ivan Moody
alustabki oma artiklit ,The Materiality of Sound
and the Theology of the Incarnation in the Music
of Arvo Part” otselubadusega uurida méningaid
viise, kuidas Part edastab helides ideed Kristuse
lihakssaamisest. Metafoorina on see paljulubay,
aga artiklis jaab justnagu viljendamata, et
tegemist on just nimelt tunnetusmetafooriga
voi ,kontseptuaalse metafooriga” (Lawrence M.
Zbikowski madiste), s.t. eri tunnetusvaldkondi
siduva kognitiivse kaardistusega. Vordluseks: kui
Evi Arujarv® kusis 20 aastat tagasi, mis on sakraalse
tunnused ja toimemehhanismid muusikas ning
kuidas slinnib ,piha” muusikas, méistsin selgesti
ta moéttearendust kehakujundi ilmumisest vaimus
(2001: 111-112) - ideed, et see, mida me muusikas
tajume vo6i moétestame sakraalsete seisunditena
voi kujunditena, on meeltekogemusest vorsuva
seosteahela tulem, péhinedes inimese véimel
métestada muusikat kéla-, ruumi- ja ajakogemuse
alusel;ning et ,,sakraalne” ei ole muusika ,omadus”,
vaid vaartuseline ja moistmisega seotud aspekt.
Sellegi kogumiku keskmeks voib pidada kisi-
must: kuidas tekib helide koosmdjul pihaduse
tunnetus inimese vaimus ja kehas? Teisisdnu:
kuidas kehastub helilises materiaalsuses ,piiha”

(the sacred) ja kuidas on helilooja seadnud selle
kuulajas resoneerima? (Et tekib ja kehastub, on
kogumikus kirjutavate autorite jaoks ette kindel.)
Olen Pardi muusika retseptsiooni uurides ise
nende kiisimuste Ule palju méelnud ning semioo-
tika keeles kirjeldanud Ulekandemehhanisme,
mille alusel me taju ,t6lgib” muusikasisesed
akustilised muljed teatud tllpi metafoorseteks
muusikavalisteks muljeteks. Seetottu lugesin
suure huviga, kuidas naiteks Engelhardt oma
artiklis ,Vibrating, and Silent: Listening to the
Material Acoustics of Tintinnabulation”, eriti aga
Maria Cizmicartiklis ,The Pianoandthe Performing
Body in the Music of Arvo Part: Phenomenological
Perspectives” detailselt kirjeldavad ja analiiisivad
omaenda subjektiivset Pardi kéla taju, nagu ka
jareldusi-Uldistusi sellest, mida nende isiklikud
kogemused nende jaoks kehastavad. Engelhardt
pldab kuulata pala ,Fir Alina” kui ,puhast heli”,
akustilist fenomeni; kogeda mitte seda, mida helid
tahendavad, edasi annavad voi signaliseerivad,
vaid kuidas helivibratsioon toimib materiaalsel
tasandil, resoneerides instrumentide, esitajate
ja kuulajate kehas, kuidas reageerib ruum, milles
muusikat esitatakse, jms. Ma ei kujuta tegelikult
ette, et kellelgi oleks ,Fiir Alinat” véimalik kuulda
+puhta helina” - kélastruktuuridena kiill, aga juba
vaid kolastruktuuride(na) kuulamine tadhendab
helidele ju ikkagi tdhenduse omistamist.
Teoreetilise ettevotmisena on see siiski huvitav.
Ja Pardi vaikuse (s.t. helidevahelise ala erilise
artikuleerituse) kola avaneb seesuguse ,mikros-
koobikdrvaga” kuulamisel kill tdies olemuses.
(Engelhardti teksti rikastavad ka kuulamisndited
Youtube'ist.) Cizmicil kui klassikaliselt koolitatud
pianistil véimaldab sellesama klaveripala esita-
mine enda jaoks teadvustada oma senise interpre-
teerimiskditumise harjumuslikud jooned ning need
LFUr Alina” tarbeks uuesti Ule vaadata. Sarnaselt
Cizmici ldhenemisele kannab fenomenoloogiline
perspektiivka Andrew Shentoniartiklit . The Rest Is
Silence” ja Paul Hillieri vestlust Peter Bouteneffiga
(,The Part Sound”). Mdlemas on koéne all Pardi

Vt. nt. Ene Vainik ja Heili Orav 2009. Edasiplitidlik, aga tagasihoidlik. Emotsioonid ja liikkumine eesti keele kehapdhiselt

motiveeritud isikuomaduste sdnavaras. — Keel ja Kirjandus 11, lk. 830-846, https://keeljakirjandus.eki.ee/830-846.pdf

(vaadatud 13.07.2021.

,In a sense the building is also performing the music, and this is something the singers need to understand.”
Evi Arujarv 2001. Muusika vaartusteljel: ,ptiha” allikad ja manguvaljad. - Vikerkaar 5-6, Ik. 109-115.
Vt. nt. Maimets, Kaire 2020. Arvo Pérdi tintinnabuli méju ja tdhendus. — Aplaus. Eesti Kontserdi muusikaajakiri, nr. 29,

stigis, Ik. 10-13, https:/issuu.com/eestikontsert/docs/aplaus_2020_sygis (vaadatud 13.07.2021).
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muusika esitamine, tintinnabuli akustika, Kkui
see materialiseerub heli(k)s ja vaikuse(k)s, ning
konkreetsed esitustehnikad ja kehaasendid-

hoiakud, mida on vaja korgetasemeliseks
esituseks.

Teoloog Robert Saler ldheneb artiklis
.Presence, Absence, and the Ambiguities

of Ambiance: Theological Discourse and the
Move to Sound in Part Studies” tintinnabuli
kélamateriaalsusele  kauaaegse plhendunud
kuulajana, mitte niivord Pardi-uurijana. Tema
jaoks resoneerib Pardi muusikale iseloomulik
helide ja vaikuse koosmdng akadeemilises
teoloogias levinud dialektiliste vaitlustega
Jumala juuresoleku/draoleku (presence/absence),
ilmutuse/varjatuse (revelation/concealment),
apophasis/kataphasis'e teemadel. Stivenedes Parti
on vodimalik olemuslikult paremini motestada
neid konkreetseid teoloogilisi kisimusi, naib
olevat Saleri seisukoht. Samamoodi on Pardi
muusika pigem inspiratsiooniallikaks véi vordlus-
materjaliks kui otseseks uurimisobjektiks ka Sevin
Huriye Yaramani artiklis ,In the Beginning There
Was Sound: Hearing, Tintinnabuli, and Musical
Meaning in Sufism”.

Mitmed artiklid véljendavad métet, et tintin-
nabuli ei sindinud 1976. aastal ,tiihjalt kohalt”,
nn. jumaliku antusena. Raske on ette kujutada,
et nii Gldse arvata voiks, aga ehk siis on midtiline
kuvand Pardist kui muusikalisest munk-mustikust
ingliskeelses maailmas visa plsima? Nagu naita-
vad Toomas Siitan, Christopher J. May ja Kevin
Karnes, on tintinnabuli-stiilile omased elemendid
- nii mottelis-ideoloogilised kui ka muusikalis-
kompositsioonitehnilised — (tagantjarele) tuvasta-
tavad juba Péardi varasemas, modernistlikus
loomingus (sh. filmimuusikas); ning kuidagi ei
saa modda vaadata sellest, et tintinnabuli sindis
siiski konkreetses ajas, kultuuriruumis, Uhis-
konnas. Ka raamatu koostajad toonitavad ees-
sonas (lk. 5), et Pardi lahtititlemine muusikalise
modernismi ja ndukogude eksperimentaalskeene
mangureeglitest oli osa Uldisemast muutusest
selles skeenes endas - muutus, mille kdigus
hinnati Umber arusaamad sellest, mis on ,téeline”
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kunst, ning kerkisid tles uued teemad, sealhulgas
tekkis huvi vanamuusika ja vaimsete otsingute
vastu: ,Kdesoleva raamatu argument on, et Pardi
geenius ei seisne mitte ex nihilo innovatsioonis,
vaid pigem tervet omaaegset muusikute
generatsiooni vorminud uutena targanud ideede
loomingulises kohandamises ja arendamises -
mis muidugi kuidagi ei vdhenda Pardi loomet66
ja loodu moéju unikaalsust.””

Minevikust  ,tdelise” ammutamisest ja
kohandamisest rddgivad lahemalt kaks artiklit.
Alexander Lingas kaardistab artiklis ,Christian
Liturgical Chant and the Musical Reorientation of
Arvo Part” protsessi, kuidas gregooriuse laul (voi
laiemalt: Gihehdalne kirikulaul) aitas Pardil jouda
oma tintinnabuli'ni kui muusikalise slsteemini.
Nagu monelgi teisel autoril siin kogumikus on
ka Lingasel olnud vdimalus kohtuda-vestelda
helilooja endaga ja uurida Arvo Pardi Keskuse
arhiivis tema loomepaéevikuid. Pardi 1976.
aasta pdevikute monoodiad on tunnistuseks
otsingutest gregooriuse laulule sarnase organisa-
toorse printsiibi ja protseduuri ning maoju jarele,
kuid need ej kéla nagu gregooriuse laul, téheldab
Lingas. Motteainet pakub aga tdhelepanek,
et naiteks 1991. aastal - s.t. parast tintinnabuli
pohimétete véljakujundamist — loomepaevikuisse
Uleskirjutatud monoodiad on gregooriuse laulule
kélaliselt marksa ldhemal kui 1976. aasta omad.
Andrew Albini artikkel ,Medieval Part” pakub
varskendavat vaatenurka Aja Loole, mida ta
kasitab pigem polimorfse kui tGhesuunalisena.
Artikli keskmes on keskaja kultuuripraktikad
ning plihade tekstide ja spirituaalsuse vahelised
|6ikepunktid; ning kisimus pole mitte keskaja
muusika jalgede tuvastamises Pardi muusikas,
vaid selles, kuidas teadmine keskajast (,keskaegne
korv”, k. 171) aitab kuulata-kogeda-méista seda
muusikat ka tanapaeval.

Helilooja ,vaikuseperioodi” ehk tegelikult
eksperimentaalse loomeperioodi ajaloolist kon-
teksti avavad pénevalt Karnesi ja May artiklid,
vastavalt ,Arvo Part’s Tintinnabuli and the 1970s
Soviet Underground”® ning ,Colorful Dreams:
Exploring Part's Soviet Film Music”. Karnesi

,This book stands, among other things, as an argument that Part’s genius lies not in an ex nihilo innovation but rather in

the creative adaptation and evolution of nascent themes that shaped an entire generation of musicians in his context -
something that by no means undermines the uniqueness of his oeuvre and its impact.”

the Ritual Moment in Riga, October 1977".

Karnesi artikkel on varem avaldatud 2019. aastal ajakirjas Res Musica (nr. 11) pealkirja all ,Arvo Part, Hardijs Ledins$ and
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muusikalooline detektiivitod on lihtsalt oivaline,
avades Pardi seost 1970ndate tudengikultuuriga
Latis ja Eestis ning killap lisades ingliskeelse
lugeja Pardi-teadmusse nii ménegi uue detaili
(Riia Politehnilise Instituudi Ulidpilasklubi kui
helilooja ,laboratoorium”, salapdrase tintin-
nabuli-teose ,Test” lugu ja identiteet jm.).
Samavérd uudne on May pdhjalik sissevaade
senini slvaanalldtilise tdhelepanuta jaanud
(et mitte delda: mahavaikitud) materjali — Pardi
ndéukogudeaegsetesse originaalfilmimuusika
partituuridesse. Selgub, et ka filmimuusika oli
heliloojale omalaadseks loomelaboratooriumiks,
senesevaljendusvabaduse voimaluseks” (lk. 43)
ja seda 1960ndate algusest kuni 1970ndate
I16puni! Artiklis toodud analiitsindited téendavad,
et Pardi filmimuusika ja kontsertmuusika on
kunstivaartuslikult, kompositsioonitehniliselt
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ja intertekstuaalselt omavahel marksa stigava-
malt seotud, kui seni tunnistatud. Miks originaal-
filmimuusika on Pardi-uuringutest seni valja
jadanud voi jaetud, on mitmetahuline kiisimus,
mida May veenvalt ka kasitleb.

Nii nagu pea koikidel autoritel, on ka Boute-
neffi Uks poéhikisimusi artiklis ,The Sound - and
Hearing — of Arvo Part”: mida me kuuleme, kui
kuuleme Arvo Pardi muusikat? Autorite Gldvastus
sisaldub muidugi kogumiku pealkirjas. Siiski, kui
vaadata koiki artikleid koos, tuleb jareldused ja
Uldistus, kuidas tekib helide koosméjul piihaduse
tunnetus inimese vaimus ja kehas, teha lugejal
endal. Uskudes, et juurdepdds pulha(duse)le,
plha(likkuse) tundele on seotud piihendumisega,
pakuksin, et (ks voétmeid on valmisolek
plhendunult kuulata.
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Ludvig Juht - kas vigilane vaid Eesti v6i ka maailma méistes?
Alo Poldmie. Kalevipoeg kontrabassiga. Ludvig Juht ja tema elutee. Tallinn:

Eesti Ajaloomuuseum, 2020, 266 lk.

Maris Kirme

Eesti kultuur on rikastunud Uhe olulise vdljaande
vorra: Sihtasutuse Eesti Ajaloomuuseum egiidi
all ilmus modédunud aastal helilooja ning
produktiivse kultuuri- ja muusikaloolase Alo
Poldméde sulest biograafiline uurimus (hest
meie silmapaistvamast 20. sajandi esimese
poole interpreedist, juba oma eluajal legendiks
muutunud kontrabassimangijast Ludvig Juhtist.

Kuigi Ludvig Juht (1894-1957) on paljude
vanema  generatsiooni  esindajate  mallu
s66binud erakordse muusikuna, teab tanapaeva
avalikkus temast siiski vahe - ilmselt eelkdige
seepdrast, et tema karjadr moodus valdavalt
valjaspool Eestit ning Noukogude okupatsiooni
tingimustes muudeti ta persona non grata’ks.
Alles pdrast Eesti taasiseseisvumist avanes
voimalus tema parandit tdsisemalt uurida. Alo
Poldmae, kellesse ndgemus Juhtist kui omamoodi
legendist oli samuti juurdunud juba noorukieas,
haaras sellest innukalt kinni. Koos Eesti Teatri- ja
Muusikamuuseumiga hoolitses ta esiteks selle
eest, et Juhti vaimne parand jouaks siinsetesse
arhiividesse, ning teiseks asus ta ise kohe seda
parandit uurima ning vahehaaval avalikkusele
tutvustama. Nlld, parast rohkem kui 25 aastat
valdanud uurimistodd, on ta Juhtist meieni
toonud koondportree, milles portreteeritav ei
avane mitte ainult silmapaistva muusikuna, vaid
ka kui joulise natuuriga Uhiskonnategelane ning
poliitik. (Raamatut lugedes meenub tdnapdevast
tahes-tahtmata kadunud Vardo Rumessen.)

Paris akadeemiliseks uurimuseks raamatut
pidada ei saa, see pole autoril ilmselt ka ees-
margiks olnud. Pigem sarnaneb see heas mottes
dokumentaalromaaniga, moneti isegi kriminaal-
romaaniga. Juhti elu ja tegevust peegeldavate
allikate pohjal (esmajoones kaks Juhti enda kokku-
pandud kontserdikavade, ajaleheldigete, fotode
jne. albumit ehk scrapbook’i vastavalt aastate
1918-1933 ja 1934-1946 kohta, kirjavahetus,
tema helilooming, memuaarkirjandus) on autor
haarava ,romaani” pununud, kasutades osavalt
dra ka alusmaterjali kohatise vasturaakivuse

voi isegi puudumise, tekitamaks ning lal
hoidmaks tekstis vajalikku pinget. Samas 6elda,
et fantaasial Uleliia lennata oleks lastud, nagu
romaani zanr vdimaldaks, pole ka p6hjust. Nagu
heas romaanis on Pdéldmdegi raamatus lisaks
varvikale peategelasele Juhtile veel rida saravaid
korvaltegelasi (Sergei Koussevitzky, Jean Sibelius,
Ernst Jaakson, Vladimir Padva), kelle abil avaneb
suurepdrane voimalus konfliktseid situatsioone
ja pingeid tekitada. Virtsi ja romaanilikku
ponevust lisavad moéned pikantsed vahepalad
(Helmi Upruse paevik, poksimats, muusika parast
kohtus), ka rohked ja ilmekad tsitaadid, kdige
enam aga ehk raamatu I6pp, mis jatab kisimuse
ohku (lahemalt allpool).

Kriitilisema pilguga hinnates tuleb t6deda,
et selle kaunilt kujundatud (kujundaja Aime
Andresson) ja paljude haruldaste fotodega illust-
reeritud raamatu ndol on tegemist arvestatava ja
vdga vajaliku uurimusega, mis ei ava esmakordselt
mitte ainult Juhti kirevat ja seni vahe tuntud elu-
kaiku, vaid avardab meie teadmisi ning arusaamu
ka Teise maailmasdja eelsetest ja jargsetest, nii
Eesti kui valiseesti kultuuripoliitilistest oludest,
kultuuripropagandast, kultuuridevahelisest suht-
lusest, vdliseestlusest ja loomulikult eestlusest kui
ndhtusest tervikuna.

Ludvig Juhti on autor ndinud (ksjagu
imena: aarmiselt sihi- ja tahtekindla inimesena,
kelle teadmised ja oskused olid valdavalt
isedppimise teel omandatud. Kellele kontrabass
oli suur armastus. Selle pilli senist positsiooni
muusikainstrumentide seas (vaid saatepill
orkestris) aitas Juht oluliselt muuta, tehes temast
(ennekoike t3ello eeskujule ja mangutehnilistele
votetele tuginedes) soolopilli. Kui palju oli
Juhti elus ja karjdaris osa fanaatilisel teotahtel,
kui palju andel, kui palju o6nnelike juhuste
kokkusattumisel ja kui palju ettemaaratusel
sdna otseses mottes, on raske ka selle raamatu
pohjal otsustada. Igal juhul suutis ta, nagu
lugeda vbéime, juba 22-aastasena 1916. aastal
endale katte voidelda kontrabassimdngija koha
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Helsingi Linnaorkestris, 1920-ndatel astuda siin-
seal lles juba sooloesinemistega, mis olid toona
Usna haruldased veel kogu Euroopas, samal ajal
seitsmeks aastaks (1921-1928) kanda kinnitada
Saksamaal, teha kaks aastat (1930-1932) edukat
karjaari Londoni kuulsas Savoy orkestris, oma
isikuomaduste ja kontsertidega latlaste suureks
soosikuks saada ning kéige 16puks 1934. aastal
maanduda Ameerika Uhes kuulsamas orkestris
- oma suure iidoli, toona Uhe silmapaistvama
kontrabassisolisti Sergei Koussevitzky (1874-1951)
juhatatavas Bostoni stiimfooniaorkestris, mille
(soolo)kontrabassimangijaks sai Juht eluaegse
lepinguga. Uhtlasi suutis ta aastal 1936 osta endale
- olgugi et suuresti laenurahade eest - maailma
Uherariteetsema, Itaalia meistri Francesco Ruggeri
1679. aastal valmistatud kontrabassi. (Muu hulgas
olgu Oeldud, et juhul, kui Eesti Vabariik oleks
seda ostu rahaliselt toetanud, nagu Juht soovis,
oleks too pill véinud ehk praegugi olla méne
meie silmapaistva kontrabassiméangija kdsutuses.)
Arvestades Juhti pélvnemist vordlemisi kitsastest
oludest (vdikesest Oja talust Vaagvere lahedal),
oli see omamoodi ime. Veel enam: raamatust
kipub jaama mulje, et téus aina kérgemale
kulges suuremate tagasilookideta. Kohati
ndidatakse seda tdusu ehk liigagi roosilisena.
Métlen siinkohal nditeks Helsingi Linnaorkestri
aastaid — 1916-1918. Helsingit on autor Juhtiga
seoses ndinud kui ,esimese kindlustunde” andjat.
Tookordsete Eesti oludega vorreldes vois see kiill
nii olla. Hoopis teistsugusena paistab pilt aga
Soome poolt vaadatuna. Orkestrandid tdotasid
siis teatavasti vaid luhiajaliste lepingute alusel,
mis sélmiti ainult kontserdihooajaks. Suvekuudel
(neli kuud aastast) tuli t66d leida aga mujalt.! Ka
Helsingist lahkumine linnaorkestri sulgemise
tottu 1918. aastal (k. 39) oli Juhtile ju omamoodi
sundkaik.

Otseselt kill sénastamata, kuid (selgeimalt
peatikis ,Ludvig Juht teatmeteostes”) siiski esile
tulevaks hipoteesiks on, et Juht kuulus/kuulub
maailma (soolo)kontrabassimangijate kdrgemasse
klassi, kérvuti naiteks Sergei Koussevitzkyga.
Selle arvamuse juurde jaddakse raamatu I6puni,
olgugi et viimati mainitud peatiikk selle suuresti
pormustab, tuues ilmsiks karmi tegelikkuse: Juhti

1
Osakeyhtig, lk. 352.
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tuntakse maailmas vdga vdhe. See teadasaamine
on autorit - omast kohast digustatult - omakorda
ajendanud otsima pdhjusi, et mitte Oelda
sutdlasi, kelle-mille tottu Juhti tahelend katkes
ja miks ta unustusse on vajunud. Antud juhul
tundub poéhjuste otsimise tee valimine aga
siiski pisut ennatlik. Pigem tulnuks ehk kasuks
pldd Juhti renomeed ja selle konteksti moneti
veelgi kindlustada, valtimaks ilmnenud mérade
tekkimist ja tema suuruse kdigutatavust. Nendest
méradest jargnevalt veidi lahemalt.

Kbdigepealt on Sergei Koussevitzkyt raamatus
ndhtud Uhest kiljest Juhti suure eeskujuna,
teisest kiljest aga Ghe ta suurema vaenlasena.
Juhti on omakorda vaadeldud Koussevitzky
vaat et suurima rivaalina. Autor on kirjutanud:
LJuhti jargnevate aastate [ilmselt on modeldud
1934. aastat ja sellele jargnevat aega] tegevus
ja edukus seostus ja soltus otseselt selle mehe
tahtest ja soosingust” (k. 107). Kas pole Juhti
elu ja karjaar siin siiski Koussevitzkyst liiga
soltuma pandud? Vaevalt et Juht isegi sellise
vditega pariselt néustunud oleks. Pealegi on selle
toestamiseks antud séna Uksnes Juhtile, toomata
kordagi sisse vastaspoole autentseid argumente.
Vahendatud kujul ja eesti keelde panduna, nagu
mone neist raamatust leida voib, ei tohiks neid
I6puni siiski usaldada. Kahju on ka sellest, et
vaatluse alla pole voetud Juhti helisalvestisi, seda
enam, et neid peaks piisavalt olema, isedranis
silmas pidades tema arvukaid raadioesinemisi,
nagu raamatust meelde on jaanud. Alles salves-
tiste analltsimisel ja nditeks nende vordlemisel
Koussevitzky omadega jéuaksime ehk objektiiv-
semate hinnanguteni, sdandamaks o&elda -
kui siiski —, kelle kunst on rohkem vaart. Saati
sobinuks too analiilis hasti peatiki ,Ludvig Juhti
mangulaad ja repertuaar” juurde, tdiendades selle
juba olemasolevat tuumakust veelgi. Aga mérasid
tdéestuse veenvuses on tunda mujalgi.

Kui naiteks Juhti téus n.-0. parnassile - s.t.
umbkaudu 1946. aastani, mil toimus tema
esimene soolokontsert New Yorgi kuulsas
Town Hallis — tundub olevat piisavalt selgitatud
(eriti hasti on valgustatud tema esinemisi ja
retseptsiooni laiemaltki Létis), siis kdttevdidetud
positsiooni hoidmise tdestamisel ilmnevad

Einari Marvia, Matti Vainio 1993. Helsingin kaupunginorkesteri 1882-1982. Porvoo/Helsinki: Werner Soéderstrom



siiski ndhtavad vajakajadamised. Ennekdike ndib
nappivat kasutatud allikaid ja nad kipuvad jaama
sageli, eriti Il maailmasdja jargsel perioodil, ka
liiga Uhekilgseks, tdestamaks Juhti suurust.
Domineerima  kipub (imetlemisele kalduv)
véliseesti vaatenurk. Kujukaim ndide sellest
on ehk Juhti turnee Rootsis (koos pianist Olav
Rootsiga) 1947. aasta septembris sealse Eesti
Rahvusfondi kutsel, mil tal oli Gle maa kokku
21 esinemist, neist 16 soolokontserdid (Ik. 194).
Autor kirjutab: ,Vastukaja Juhti kontserdireisile
oli vdga elav mitte ainult eestlaskonna hulgas,
vaid terves Rootsi Uhiskonnas. Talle sai koikjal
osaks vaimustatud vastuvétt, ligi 40 ajalehte
erinevates Rootsi paikades avaldasid artikleid
ja retsensioone” (lk. 204). Paraku piirdub
autor neid tutvustades enamjaolt vaid Madis
Uiirikese  (Rahvusfondi-poolne  peakorraldaja)
kajastustega, mis ilmusid Eesti Teatajas. Tosi
kdll, nendes on dra toodud tksikuid noppeid ka
teistes keeltes ilmunud kriitikast, millest aga ei
piisa laiema ja objektiivsema pildi andmiseks
sellest turneest. Peale selle jadb (vdib-olla ekslik)
mulje, et valdav osa Juhti edasistest esinemistest
toimuski  eeskdtt viliseesti  kogukondade
toel, sealsete organisatsioonide korraldatuna
ning peamiselt heategevuslikul eesmargil.
Rahvusvahelised kontserdiorganisatsioonid olid
- kui Gldse - nendesse vahe kaasatud. Ainuke
erand sdjajargsest ajast, mille suutsin leida, oli
kontserdifirma Columbia Concert Management,
mis korraldas Juhti esimese soolokontserdi New
Yorgi Town Hallis (28.09.1946). Kuid kaks aastat
hiljem (2.10.1948) samas kohas toimunud teise
kontserdi puhul ndib side selle firmaga olevat
juba kaudne, seotud vaid piletite levitamisega,

Arvustused

ning edaspidi ndib see hoopis kaduvat. Samal
ajal kirjutab raamatu autor: ,[alktiivselt asus
kontserdi d&nnestumisele kaasa t66tama New
Yorgi Eesti konsulaat” (lk. 168). Siit méte: kas
pole rahvusvaheliste kontserdiorganisatsioonide
vdahene toetus, mis sellest uurimusest silma
torkab, siiski teatud maéark Juhti kui (soolo-)
kontrabassimdngija arvestatavuse madrast laias
maailmas? Vi teistpidi moeldes: milline olnuks
tema karjaar, kui ta selja tagant puudunuks tugev
valiseesti kogukond? Ei saa muidugi unustada,
kui palju Juht ise oma energiat tolle kogukonna
tugevuse ja Uhtsuse kindlustamisele andis, mis
raamatust hasti valja tuleb. Loomulikult tuli tal
selle eest siis ka 16ivu maksta: aeg, mis kulus
poliitikale, ,eesti asja” eest voitlemisele, vdinuks
olla suunatud ju uksnes kontrabassile ning
kunstiliste eesmarkide tditmisele. Aga Id6ppude
I6puks oli aktiivne poliitilis-kultuuriline tegevus
Juhti enda valik, niisamuti nagu pedagoogilinegi.
Viimase kohta saame teada, et opilasi on tal
olnud kokku saja ringis. Kas nende hulgas oli
edaspidi ka moni tuntud kontrabassimangija,
raamatust kahjuks ei selgu - jallegi asi, mis vaariks
selgitamist.

Lopetuseks: toodud markusi ei tohiks vétta
siinkirjutaja tahtliku soovina pisendada Ludvig
Juhti suurust (veelgi vdhem Alo Példmde austust-
vadrivat t66d), vaid Uksnes soovina seda veelgi
kindlamatele alustele paigutada. Pealegi, nagu
juba eespool 6eldud, jaab sellest uurimusest dhku
kiisimus: miks rahvusvaheline teatmekirjandus
Juhti suuresti unustanud on? On see teenimatu
voi mingil moel teenitud? Kas Juht jaab Kalevipoja
mootu vdgilaseks vaid meie jaoks voi on tal siiski
tdhendus laiemas mastaabis?
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Muusika on room

Margus Ott. Muusika ja muundus. Valik klassikalisi tekste Hiina
mottepdrimusest. ACTA Universitatis Tallinnensis. Humaniora, Tallinn:
Tallinna Ulikooli Kirjastus, 2021, 418 1k.

Mart TSernjuk

Kuna sinoloogia-alaseid uurimusi ja t6lkeid
ilmub eesti keeles vdga harva, oli suur r66m
kuulda, et tuntud filosoofil ja sinoloogil Margus
Otil on ilmunud uus dllitis, hiina muusikat ja
ennustamiskunsti kasitlev kogumik ,Muusika ja
muundus. Valik klassikalisi tekste hiina motte-
parimusest”. Siinkohal saab sellest anda ainult
pogusa Ulevaate, sest sellise teksti pohjalikum
analiitis nduaks hoopis rohkem mahtu ja teist-
sugust formaati.

»Muusika ja muundus” ilmus 2021. aastal
Tallinna Ulikoolikirjastuse sarjas ,Acta Universitatis
Tallinnensis”. Toimetaja on Tauno Kelder, konsul-
tandid Lilian Langsepp ja Raho Langsepp.
Kaanetekstid on kirjutanud Eesti Muusika- ja
Teatriakadeemia  muusikateaduse  professor
Toomas Siitan ja sinoloog Mart Ladnemets, kes oli
Uhtlasi raamatu kasikirja retsensent.

Kuiavada raamatu sisukord, siis torkab esimese
asjana silma sisukorra liigendus. Siinkirjutaja
arvates on alajaotustega mindud natuke liiale. Kui
jouame alajaotuseni 1.2.3.2.1.1.4, siis tekib parata-
matult méte, et ehk oleks toimetajal olnud maoistlik
aidata teksti kuidagi teistmoodi struktureerida ja
seelabi lugejasdbralikumaks muuta.

EessOnas sOnastatakse raamatu kirjutamise
taustalugu ja eesmdrk. Raamatu kirjutamise idee
alguseks voib pidada kahte teksti, ,Muusika
Ulestdhendused” ja ,Lisatud Gtlused”, mida
autor hakkas uurima juba kiimme aastat tagasi
(tapsemalt on neist juttu allpool). Ajapikku
kasvas aga nende Uimber laiem selgitav tekstide
vorgustik, mis 2021. aastaks vormus koénealuseks
raamatuks. Autor on neil teemadel pidanud loen-
gud nii Tallinna Ulikoolis kui Eesti Muusika- ja
Teatriakadeemias.

Raamatu eessénas on muu hulgas 6eldud,
et kogumikus on kasutatud lihtsustatud pinyin’i
transliteratsiooni, s.t. toonimargid on dra jaetud.
Samas markame raamatut sirvides kohe, et
koik pinyin'is olevad sénad on kirjutatud koos
diakriitiliste toonimarkidega. Ja see on iseenesest
vdga hea, sest nagu autor ise médnabki, ei saa
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tegelikult hiinasdnujanimesidilmatoonita digesti
vdlja hadldada. Hiina keel on teatavasti toonikeel.
Trikivigasid raamatus pohimétteliselt ei olegi,
ainult moned uksikud pinyin'i ndpuvead, nt. k. 13
on Qingi diinastia kirjutatud vale tooniga véi lk.
113 on kirjutatud liie asemel Jué. See tdhendab, et
nii toimetaja kui autor ise on pédranud hiinakeelse
teksti tapsusele suurt tahelepanu. On tanuvdarne,
et koik tolked on varustatud ka traditsiooniliste
hiina kirjamarkidega.

Sisuliselt koosneb raamat kolmest suuremast
teemaplokist: sissejuhatusest, muusika osast ja
muunduse osast. Koikide osade juurde kuulub
hulganisti tolkekatkendeid, selgitusi ja esseistlik-
filosoofilisi arutlusi. Sissejuhatuses, mis on
lehekilgede arvult kdige mahukam, kasitletakse
hilna muusikaga seonduvat (arheoloogilist)
materiaalset kultuuri. Siia kuuluvad mitme-
sugused pillid jms. Antakse péhjalik lilevaade
Hiinas leiduvate muusikariistade ajaloost alatest
varaseimatest leidudest ca 9000 a. eest kuni
esimese keisririigi ajani 221 e.m.a. Uks laiemale
publikule ebaoluline, kuid siinkirjutajale silma-
hakkav detail on seotud muusikat tdhistava
kirjamargi # yue etiimoloogiaga (lk. 27), mida
enamasti arvatakse algupdraselt kujutavat
trummi, ent nagu vélja tuleb, viitab see hoopis
keelpillidele. Siit Oti jareldus, et just keelpillidel
pidi olema hiina muusikas eriline roll. Lisaks
tutvustatakse meile pohjalikult 1978. aastal avas-
tatud markii Y7 hauda koos tema suursuguse
kellamdnguga ja palju muud. Tekstile on
lisatud rohkelt illustreerivat pildimaterjali, nii
arheoloogilistest leidudest kui ka muusikariistu
tapsustavalt kujutavate jooniste ndol. Samuti
on juttu muusikateooriast ja selle osast hiina
korrelatiivses kosmoloogias. Hiinlastele meeldib
nimelt luua suuri terviklikke siisteeme (seda on
tehtud filosoofias, meditsiinis, kunstis jm.) ja
otsida seoseid eri ndhtuste vahel. Nende seoste
nditlikustamiseks on autor lisanud raamatusse
mitmeid selgitavaid tabeleid, nt.lk.50-53 leiduvad

4

»Z&nd'i riigi helirida”, ,viie faasi korrelatsioonid”



ja ,kaksteist helikdrguste etaloni”. Vohikuna
muusikateaduses ei siivene ma siinkohal nende
tabelite anallidsi. Kill aga tooksin vdlja number
viie, mida voib pidada tiheks kdige sagedasemaks
numbriks, millele erinevad jaotused taanduvad
- nii on hiina métteparimuses sageli juttu
viiest varvist, viiest helist, viiest noodist, viiest
maitsest, viiest elemendist jms. Samas oli Hiinas
sellisele ldhenemisele ka vastureaktsioon, nt.
leidsid taoistid, et selliste rangete liigendustega
on oht Ule pingutada. Nagu on 6eldud taoismi
klassikalise teose ,Laozi” 12. peatiikis: ,viis nooti
kurdistavad korva”.

Uhtlasi on sissejuhatavas osas veel juttu
muusika iseloomust ning sealt leiame huvitavaid
vordlusi tdnapdevaga ning isegi Eestiga. Autor
leiab peenestrituaalsest muusikast radkides (ydyue
HEL4) et ehk oleks ka Arvo Pardil Vana-Hiinas
minekut olnud. Muusika sotsioloogiast lugedes
saame teada, et muusikud olid sageli pimedad ja
et siidipill (keelpill) gin Z oli meessoost dpetlaste
pill. Lisaks on juttu muusika rollist nii kosmose,
Uhiskonna kui ka indiviidi tasandil. Muusika on
seotud looduse ja eelkdige tuule jiljendamisega.
Selle kohta on toodud tekstindited taoismi
klassikalisest tekstist ,Zhuangzi”.

Uus huvitav teave siinkirjutaja jaoks oli seos
kahe séna vahel: 6nnis (shéng EB) ja heli (shéng
B). Lk. 72 leiame tsitaadi Ida-Han'i diinastia aegse
dpetlase Ying Shao FEBH (140-206 m.a.j.) teosest:
,Onnis heliseb. Ta ldbistab. See tihendab, et ta
kuuleb helisid ja méistab tundetuuma - labistades
taevasmaa, sobitades jalaabutades musttuhandet
asja.” Paratamatult tekkis mul seos hiina budismis
kaastundekehastuse Guanyin'iga #, kelle nimi
sdna-sonalt tdhendab samuti ‘helide vaatlejat/
jalgijat’. Teine asi, mis valjatoodud tekstildigust
voiks silma ja kérva hakata, on Oti sénakasutus.
Sénad ,labistama” ja ,laabutama” on raamatus
tavaparased. Otile meeldib sdnadega mangida
ja veiderdada, mis véib Uhest kiljest kill vaga
huvitav ja poeetiliselt nauditav olla, aga pikapeale
ka vasitada. See oleneb loomulikult lugejast ja
sellest, mis nurga alt tekstile Iaheneda.

Teise osa sissejuhatusest moodustab ennus-
tuspdrimus ja siin kasitletakse Ulima pdhjalikku-
sega kahte Vana-Hiina ennustamisviisi: kilbiluu
(loomaluudest véi kilpkonnakilbist valmistatud
ennustusluu) ja raudrohuvarte abil ennus-
tamist. Ott on ldinud slvitsi ja nimetab kilbi-
luude pragundamise ja télgendamise protsessi
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hoopis vaimulugemiseks. Kuna tegemist on
mittespetsialistile arvatavasti Usna keerulise
ainesega, siis on tanuvaarne, et autor on lisanud
detailsele analllsile ka tuntud kilbiluu asja-
tundja David Keightley tehtud ilukirjandusliku
rekonstruktsiooni (lk. 91-93). Samuti on autor
pannud kirja omaenda kokkuvétliku kirjelduse
sellest, mida raudrohu abil ennustamine pdhi-
moétteliselt voiks tahendada (lk. 115-116).

Eelnev (levaade puudutas ainult raamatu
sissejuhatavat osa. Raamatu pohisisu, s.t. Gle-
jaanud neli peatlkki, jagunevad kaheks: 2. ja
3. peatikk on seotud muusikaga ning 4. ja 5.
peatiikk muundusega. Mdlema teema puhul on
esiteks teemat avatud labi rohkete hiina klassikast
parinevate tekstikatkendite ning kommentaaride
ja alles siis on esitatud podhiteksti tolge.
Muusika puhul on selleks péhitekstiks ,Muusika
tlestihendused” (yuéji %£5C) ja muunduse
puhul ,Lisatud Gtlused” (xici ZE&f). Mélemale
tolkele jargneb teemakohane tdpsustav essee,
vastavalt ,Muusika on ré66m” ja ,Muundus on
kulg”. Mélemad télked on varustatud péhjalike
selgitavate kommentaaridega, milleta oleks
nende tekstide méistmine kindlasti veelgi
keerulisem.

+Muusika ilestdhendused” on hiina klassikalise
teksti ,Kommete iilestdhendused” (liji T&&C) 19.
peatiikk, mis koosneb omakorda 11 osast. Tolkele
jargnevas essees avab Ott llima pohjalikkusega
selle teksti erinevaid tahke, luues sisulisi seoseid
ka teiste Vana-Hiina tekstidega. Paeluvad on
ka mottearendused ja sarnasuste otsimised
tanapdeva Uhiskondadega. Nii on essees juttu
muusika (voi laiemalt heli) rollist Ghiskonnast,
naiteks helireostusest ja vaikuse tahtsusest.

JLisatud Utlused” on Uks osa ,Muutuste
I6imeteksti” (yijingZ#¥) kommentaarist nimega
LKiimme tiiba” (shiyi +2). Ka sealt leiab seoseid
teiste hiina 6petuste, sh. taoismi ja konfutsia-
nismiga. Muutumine, muundus, teisenemine
- koik need mobisted on filosoofi tdpsusega maa-
ratletud ja dra seletatud. Tolget sissejuhatavas
peatikis ,Endetaust” leiame valiku muundumist
kasitlevaid tolkekatkendeid teistest klassikalistest
tekstidest, sh. Konfutsiuse ,Vestetest ja vestlus-
test”, ,Zhuangzi'st”, ,Xunzi'st” ja ,Han Féizi'st".

Kogu raamat on varustatud rikkaliku kirjan-
duse loeteluga, kust leiab nii inglise-, prantsuse-,
vene, saksa-, eesti- kui hiinakeelseid publikat-
sioone. Uks artikkel on kiill arvatavasti kogemata
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vélja jadnud: Ik. 338 viidatud Mart Ladnemetsa
2013. aastal ilmunud artiklit kirjanduse loetelust
ei leia.

Raamatu 16pus on kolm olulist registrit:
hiina isikunimede, tekstide ja terminite register.
Autoril on viélja kujunenud oma isikupdrane
terminoloogia, kuid paljud eestikeelsed tolke-
vasted on siiski samad, mis Linnart Malli, Mart
Ladnemetsa ja Teet Toome viljaantud ,lda
moétteloo leksikonis”.! Nagu juba 6eldud, meeldib
Otile ilmselgelt tegeleda sénaloomega ja tdnu
sellele leiame raamatust vanade tuttavamate
terminite korval ka palju uusi. Eesti sinoloogidele
juba tuttavateks terminiteks julgen pidada
selliseid sénu nagu hingus (gi 58), inimlikkus (rén
{2), kohasus (yi ), kulg (ddo i8), loomus (xing
4#) jt. Oti enda véljatdétatud terminoloogiasse
kuuluvad sellised sénad nagu soonestik (/i
1), I6imima (téng [[)), labistuma (téng &),
peenendama (jing #&) véi 6gev (zhéng 1E). Kuna
enamasti on puitud ikka ldhtuda eesti keelest
ja meie oma sénadega hakkama saada, siis
seda enam hakkavad silma sellised sénad nagu
Jpraktika”, ,budaembriio” véi ingliskeelne less is
more.

1
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Sisu poolest on tegemist eesti sinoloogias
taiesti unikaalse teosega. Nii mahukat ja
mitmetahulist hiina klassika télkekogumikku pole
meil varem ilmunud. Paljud télgitud tekstidest
ilmuvad eesti keeles esimest korda. Omaette
kisimus on selle raamatu kui terviku loetavus.
Ma julgen arvata, et mitte-erialainimestele voib
see kdia Ule jéu. P6hjus on lihtne - informatsiooni
hulk on lihtsalt liiga suur ja auvaart autori
omaparane sdnakasutus ei tee selle omandamist
eriti lihtsamaks. Mulle tundub, et Otil on kalduvus
minna oma lakkamatu keelemdnguga natuke
liiale. Samas on see siinkirjutaja tagasihoidlik
isiklik arvamus ja kindlasti leidub lugejaid, keda
selline sénaloome just eriliselt paelub. Igal juhul
on Margus Oti ndol tegemist teaduslikult tapse ja
usaldusvaarse sinoloogiga, kes meie koigi dnneks
on votnud stidameasjaks hiina klassikalist kultuuri
meie inimestele avada ja tutvustada. Soovin talle
sellel teel palju jéoudu ja ootan huviga jargimisi
monumentaalseid sinoloogia-alaseid teoseid.
Olgu nende lugemine kuitahes keeruline!

Linnart Mall, Mart Lianemets, Teet Toome 2011. /da métteloo leksikon: Léuna-, Ida- ja Sise-Aasia. Tartu: [Tartu Ulikool].
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Muusikateadusliku elu kroonikat 2020/2021

Koostanud Ali-Ann Klooren, Eesti Muusikateaduse Seltsi sekretar

Eesti Muusikateaduse Selts

Hooaeg 2020/2021 oli EMTSile 29. tegevusaasta.
Seisuga 30. september 2021, mil [dpeb seltsi
majandusaasta, kuulub seltsi 94 liiget.

EMTSi juhatuse esimehena jatkab Kerri
Kotta, aseesimehena Anu Kélar ning liikmetena
Saale Konsap, Kristina Kérver ja Anu Schaper;
revisjonikomisjoni esimees on Eerik Joks, liikmed
Raili Sule ja Heidi Heinmaa.

Sel hooajal toimusid taas EMTSi tavaparased
muusikateaduslikud Uritused, Leichteri pdev ja
Tartu pdev, mida aga pandeemia tingimustes oldi
sunnitud ldbi viima virtuaalselt. 23. novembril toi-
munud Leichteri pdeva kavas oli Kerri Kotta ette-
kanne Beethoveni teoste anallilisimiseks aren-
datud vormiteooriast, samuti tutvustati EMTSi
aastaraamatu Res Musica kaheteistkimnendat
numbrit. Virtuaalne Tartu pdev leidis aset 17. aprillil
ning ihendavaks teemaks oli Tartu dilikoolis to6ta-
nud Arthur von Oettingeni (1836-1920) parand
ning moéju kaasaegsele muusikaanaliiUsile. Ette-
kannetega esinesid: Mart Humal - ,Oettingen ja
harmooniline dualism”, Aare Tool — ,Harmoonia
anallusi teisendusteoreetilised (uusriemanlikud)
meetodid” ning Hans Gunter Lock - ,Oettingeni
dualistlik stisteem ja kaasaegne mikrotonaalne
kompositsiooniteooria”. Toomas Siitan tegi vahe-
kokkuvétte koostamisel oleva ,Eesti muusikaloo”
seisust.

Septembris 2021 alustasid Eesti Muusika- ja
Teatriakadeemia o6ppejoud Brigitta Davidjants
ja Eerik Joks arutlusringi muusikateaduse tutvus-
tamiseks ja populariseerimiseks. lgakuiselt
EMTAs toimuv arutlusring on suunatud eelkdige
abiturientidele (kuid avatud kdigile huvilistele),
kellega Davidjants ja Joks radgivad ja kirjutavad
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koos muusikast, vaadeldes seda véimalikult
erinevatest tahkudest.

Uued véljaanded

Leichteripaeval esitletud aastaraamatu Res Musica
kaheteistkiimnes number sisaldab ingliskeelseid
etnomusikoloogia ja inglis- ning saksakeelseid
muusikaloo-alaseid artikleid, koostajateks Zanna
Partlas ja Anu Schaper. Etnomusikoloogia osa
kaks artiklit kasitlevad poliimuusika nahtust,
Uks aga ,kehastuse” rolli vokaalse traditsiooni
Ulekandmise kontekstis. Muusikaloolises osas
keskenduvad kaks artiklit Hamburgi muusikaelule
ning kolm Johann Valentin Mederile. Lisaks on Res
Musica kaheteistkimnendas numbris raamatute
ja doktoritodde arvustusi. Vt. ldhemalt https://
resmusica.ee/res-musica-12/.

Artiklite tdistekstid voib leida Res Musica
kodulehelt www.resmusica.ee, kuhu need riputa-
takse aasta pdrast numbri ilmumist. Artiklite
kokkuvétted ning kogu mitteteaduslik osa, sh.
arvustused, on Uleval kohe parast ilmumist. Res
Musica numbreid saab tellida nii kodulehelt kui
ka saates meili aadressil resmusica@eamt.com.
Muusikateaduslikud véljaanded on midgil EMTA
vdlissuhete osakonnas.

Loetelu EMTA muusikateaduse osakonna
varasematest publikatsioonidest on koos tutvus-
tustega Uleval kooli kodulehel rubriigis ,Tea-
dus > Publikatsioonid” (https://eamt.ee/teadus/
publikatsioonid/). ~ Nende  muusikateadlaste
publikatsioonid, kes osalevad Eesti ametlikes
teadusprojektides ja/voi todtavad 6ppejoéudu-
dena korgkoolides, saab internetist kergesti katte
kas ETISest voi vastavate korgkoolide aastaaru-
annetest.


mailto:resmusica@eamt.com
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L. POUNDIE BURSTEIN (1958) on muusikateooria professor CUNY's (City University of New York, Hunter
College ja Graduate Center). Bursteini peamised uurimisvaldkonnad on Schenkeri analiis, 18. sajandi
muusika anallls, muusikateooria pedagoogika ja vormianaliis. Lisaks teadustodle on ta tegutsenud
aktiivselt pianistina improkomdddia truppides New Yorgi piirkonnas. Ta on 6petanud ka Mannes
College’is, Columbia Ulikoolis ning Queens College’is ja oli 2010. aastal professor Alabama Ulikoolis. 1995
anti talle New School University véljapaistva dpetamise preemia ja 2008 Muusikateooria Seltsi (Society
for Music Theory, SMT) silmapaistva publikatsiooni preemia. Burstein on olnud SMT president.

L. POUNDIE BURSTEIN (1958) is Professor of Music Theory in the Hunter College and the Graduate
Center of the City University of New York (USA). Burstein’s primary areas of interest include Schenkerian
analysis, analysis of eighteenth-century music, music theory pedagogy, and form studies. In addition
to his scholarly work, he has performed extensively as a pianist for comedy improvisation groups in
the NYC area. He has also taught at Mannes College, Columbia University, Queens College, and held an
endowed chair at the University of Alabama in 2010. In 1995 he received the Distinguished Teaching
Award from the New School University, and in 2008 he received the Outstanding Publication Award of
the Society for Music Theory (SMT). He is a former President of the SMT.

E-mail: poundieburstein@gmail.com

EDWARD JURKOWSKI (1956) on Kanadas asuva Manitoba Ulikooli Desautels'i-nimelise
muusikateaduskonna dekaan. Teda huvitab peamiselt vormianallitis ning Skandinaavia ja eriti Soome
muusika uurimine. Ta on kirjutanud neil teemadel mitmeid raamatuid ja artikleid ning esitlenud oma
uurimistulemusi paljudel konverentsidel Kanadas, Ameerika Uhendriikides ja Euroopas.

EDWARD JURKOWSKI (1956) is currently Dean of the Desautels Faculty of Music at the University
of Manitoba, Canada. His primary research interests include the study of form and the music of
Scandinavia (in particular, Finland). He is the author of several books and articles on these topics
and has presented his research at many venues throughout Canada, the United States, and Europe.
E-mail: Edward.Jurkowski@umanitoba.ca

EERIK JOKS (1970), MA 2001 (Limericki Ulikool, MA kiriku- ja rituaalses laulus), PhD 2010 (Yorki Oli-
kool, muusikateadus), jareldoktorantuur 2011-2014 (Marie Curie stipendiaat, Eesti Muusika- ja Teatri-
akadeemia), on interdistsiplinaarne muusikateadlane, laulja, helilooja, dirigent ja laulusdnade autor.
Teda huvitab tdnapdevane arusaam keskaegsest sakraalsest ladina monoodiast ning oma huvi on ta
moddunud kiimnendil kanaliseerinud valdavalt emakeelse kirikulaulu edendamisse teaduslikul, loomin-
gulisel ja pedagoogilisel tasandil. Ta on publitseerinud mahukaid toid kirikulaulu alal. Eerik Joks oli
nomineeritud Eesti Vabariigi teaduspreemia 2020. aasta konkursil humanitaarteaduste aastapreemia
valdkonnas kursiivse kadentsi kasutusvoimaluste avastamise ja rakendamise eest eestikeelses proosa-
tekstilises kirikulaulus. Praegu on Joks EMTA muusikaloo ja himnoloogia 6ppejoud.

EERIK JOKS (1970), M.A. 2001 (University of Limerick, Chant and Ritual Song), Ph.D. 2010 (University
of York, musicology), postdoctoral studies 2011-2014 (Marie Curie Fellow, Estonian Academy of
Music and Theatre (EAMT)), is an interdisciplinary musicologist, singer, composer, conductor, and
song text author. His interest is contemporary understanding of sacred Latin monody of the Middle
Ages; during the last decade he has channelled this interest primarily to the promotion of native
ecclesiastical chant at a scholarly, creative and pedagogical level. He has published extensive research
on ecclesiastical chant. In 2020, J6ks was nominated for the National Research Awards in the humanities
for the discovery and application of the usage possibilities of the cursive cadence in Estonian
plainchant based on prose text. Currently Joks is a lecturer in musicology and hymnology at EAMT.
E-mail: eerik.joks@eamt.ee
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ILDARD. KHANNANOV (1963) on Johns Hopkinsi Ulikooli Peabody instituudi muusikateooria 6ppejéud.
Ta on Vene Muusikateooria Seltsi (OTM) teadusndukogu aseesimees, EUROMACi teaduskomitee liige.
Doktorikraadi omandas ta California Ulikoolis Santa Barbaras muusikateooria alal véitekirjaga ,Russian
Methodology of Musical Form and Analysis” (2003, juh. Pieter C. van den Toorn). Khannanov on éppinud
muusikateooriat Moskva Konservatooriumis (1982-1988) ja sealses aspirantuuris (1990-1993) Juri
Holopovi ja Valentina Holopova juures ning filosoofiat California Ulikoolis Irvine’is (1997-2000) Jacques
Derrida juures. Tema uurimisvaldkondade hulka kuuluvad muusikaline vorm ja analiiis, harmoonia,
muusikateooria ajalugu, vene muusikateooria, semiootika ja postmodernne muusikateooria.

ILDAR D. KHANNANOV (1963) is Assistant Professor of Music Theory at Peabody Conservatory, Johns
Hopkins University. Khannanov is Vice-Chair of the Scientific Council of the Russian Society for Theory
of Music (OTM) and a member of Scientific Committee of EUROMAC. He earned his Ph.D. in music theory
from the University of California, Santa Barbara (2003) with the dissertation Russian Methodology of
Musical Form and Analysis (under the supervision of Pieter C. van den Toorn). Khannanov studied music
theory at the Moscow Conservatory (1982-1988) and then for his aspirantura (1990-1993) at the same
institution with Yuri Kholopov and Valentina Kholopova, and philosophy at UC Irvine (1997-2000) with
Jacques Derrida. The scope of Dr. Khannanov’s interests covers musical form and analysis, harmony,
history of music theory, Russian theory, semiotics, and post-modern music theory.

E-mail: solfeggio7@yahoo.com, ikhannal@jhmi.edu

VADIM RAKOCHI (1970) on ukraina muusikateadlane. Ta kaitses vaitekirja instrumentaalsoolost kui
simfooniaorkestri arengu peegeldajast 2016. aastal Kiievis Ukraina Rahvuslikus TSaikovski-nimelises
Muusikaakadeemias. Rakochi on postdoktorantuuris Lvivi Lossenko-nimelises Rahvuslikus Muusika-
akadeemias, kus ta to6tab monograafi ,The History of the Instrumental Concerto through the Prizm
of the Evolution of the Orchestra” | osa (17.-18. saj.) kallal. See uurimist66 seostab kontserdi ja orkestri
arengu ning osutab nende vastastikmojule erinevates ajaloolistes, poliitilistes ja sotsiaalsetes aspek-
tides. Rakochi arvukad publikatsioonid hélmavad teemasid nagu orkestri ajalugu, instrumentaalkont-
sert ja orkestristiilid.

VADIM RAKOCHI (1970) is a Ukrainian musicologist. He defended his Ph.D. thesis on the instrumental
solo as a reflection of the development of the symphony orchestra in 2016 at the Ukrainian National
Tchaikovsky Academy of Music in Kiev. Rakochi is a post-doctoral fellow at the Lysenko Lviv National
Music Academy where he is working on the first volume (17th-18th centuries) of his forthcoming
monograph The History of the Instrumental Concerto through the Prism of the Evolution of the Orchestra.
This research links the development of the concerto and the orchestra and reveals their mutual influence
in different historical, political and social circumstances. Rakochi’s numerous publications range over the
history of the orchestra, instrumental concerto, and orchestral styles.

E-mail: vadim.rakochi@gmail.com

STEPHEN SLOTTOW (1952) on Pé&hja-Texase Ulikooli muusikateooria professor. Ta omandas
bakalaureusekraadi Cleveland State University’s, magistrikraadi Queens College’is ja doktorikraadi
CUNY’s (City University of New York, Graduate Center), kus ta kirjutas dissertatsiooni Carl Ruggersi
muusika helikdrguslikust struktuurist. Endise viiuldaja ja bandZomdngijana kuuluvad tema teaduslike
huvide hulka Ameerika traditsiooniline muusika, Ameerika ultramodernistid, zen-budistliku laulu
mugandused Pohja-Ameerikas ja Schenkeri analliis.

STEPHEN SLOTTOW (1952) is a Professor of Music Theory at the University of North Texas. He received a
Bachelor’s degree from Cleveland State University, a Master’s from Queens College, and a Ph.D. from the
Graduate Center of the City University of New York, where he wrote a dissertation on pitch organization
in the music of Carl Ruggles. A former professional fiddler and banjo player, his interests include
American traditional music, the American ultramodernists, adaptations of Zen Buddhist chanting in
North America, and Schenkerian analytic process.

E-mail: Stephen.Slottow@unt.edu
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