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Saateks koostajalt

Res Musica 14. number on pihendatud Arvo
Pardile. Seitse nende kaante vahel ilmuvat artiklit
onsiindinud tanu 2010. aastal helilooja perekonna
poolt Laulasmaal asutatud isikuarhiivile ja info-
keskusele, mille toelise potentsiaali avas 2018.
aasta oktoobris avatud unikaalse arhitektuuriga
hoone. Arvo Pardi Keskus loodi kohtumispaigaks
teadlastele ja kodigile muusikahuvilistele, kes on
huvitatud helilooja loomingulisest parandist ja
seda kujundanud méttemaailmast, mis ulatub
kaugele Ule helikunsti piiride. Mannimetsa
vaikus loob seal ideaalse keskkonna kohtumiseks
muusikaga ning pakub métteruumi loometdoks,
uurimiseks ja arutlemiseks.

Keskuse siida on helilooja rikkalik isikuarhiiv,
mis pakub uurimisainest mitmele teadusvald-
konnale ning keskus ise pinda interdistsiplinaar-
setele teaduskohtumistele. Esimene selline pidi
Laulasmaal toimuma helilooja 85. slinnipdeva
puhul 2020. aasta oktoobris, COVIDi-pandeemia
likkas selle aga aasta vorra edasi ning konve-
rents ,Arvo Part: Tekstid ja kontekstid” sai teoks
15.-16. oktoobril 2021. Uksteist ettekannet Amee-
rika Uhendriikide, Austria, Saksamaa, Austraalia ja
Eesti teadlastelt joudsid videostriimi vahendusel
sadade kuulajateni ule terve maailma. Seitsmest
selle konverentsi ettekandest on stindinud kaes-
oleva vidljaande artiklid, mitmed neist poleks
olnud véimalikud ilma Pardi keskuse arhiivi-
materjalideta.

Vaiksemas modobtkavas jatkas Laulasmaa
konverents suunda, mille algatas Piiha Vladimiri
Oigeusu Teoloogilise Seminari Arvo Pardi Projekti
korraldatud konverents ,Sounding the Sacred”
(,PUhaduse koéla”") 1.-4. mail 2017 New Yorgis:
moélema eesmargiks oli kutsuda muusika (le
arutlema erinevate distsipliinide teadlasi, kellele
Arvo Pardi looming on ideede ja Iahenemisviiside
kohtumispaigaks. Laulasmaa konverentsil tousid
eriliselt fookusse Pardi muusika ajaloolised ja
tunnetuslikud paralleelid, teoloogilised alused
ning suhe kasutatud tekstidega.

Paljude muusikateadlaste huvi on viimastel
aegadel koondunud Pardi 1970. aastate loomin-
gule ja selle seostele omaaegse muusikaeluga.
Peter J. Schmelz loob oma artiklis intrigeeriva
pildi ,ametliku” ja ,mitteametliku” piirialast néu-

kogude muusikas, ldhtudes saatuse- ja métte-
kaaslaste Valenton Sélvestrovi, Arvo Pardi ning ka
Alfred Schnittke loomingust. Ta on oma kasitluses
kasutanud ainulaadseid allikaid, nagu nditeks
ndéukogude kirjanduslik-muusikaline  noorte-
ajakiri Krugozor (1964-1992). Kevin C. Karnes
jalgib arhiivimaterjalide poéhjal detailselt Pardi
algoritmilise ja tekstist lIdhtuva sillaabilise kom-
positsioonimeetodi kujunemist 1976.-1977. aas-
tal. Huvitava paralleeli loob ta vene digeuskliku
maalikunstniku Eduard Steinbergi (1937-2012)
loomelaadiga. Toomas Siitan vaatleb teost
Wenn Bach Bienen geziichtet hatte ..."” (,Kui
Bach oleks mesilasi pidanud ...") sillana Pardi
1960ndate avangardistlike teoste ja tintinnabuli-
stiili vahel, vaidlustades seega Pardi loometeed
kujutavat tldlevinud narratiivi. Tahendusrikas on
sealjuures ka helilooja veelkordne p&6rdumine
Bachi muusika poole 1976. aastal.

Neli artiklit otsivad erinevaid teid Arvo Pardi
loomingu vaimse tuuma sénastamiseks, avades
selle religioosseid allikaid ning analliusides
muusikalisi tekste. Leopold Brauneiss - Pardi
teoste ilmselt kogenuim analisija - kirjeldab
ainulaadse pohjalikkusega helilooja siisteemi-
parast komponeerimisviisi, ning toetudes visandi-
tele, avab mitme ulatusliku teose (,Te Deum”,
4Passio”) tekstist lahtuvaid muusikalisi valikuid.
Kaks autorit kasitlevad erinevaist vaatepunktidest
palju radgitud vaikusefenomeni Pardi muusikas.
Peter C. Bouteneff analiilisib ,vaikiva tekstiga”
instrumentaalteoseid ning seostab nende vaim-
sust vene digeusu kontemplatiivse praktikaga.
Andreas Waczkat arutleb ,h3dleka vaikuse”
paradoksi Ule nii usundiloo kui ka tajuanallusi
aspektist. Lopuks uurib Tauri Tolpt kristliku
Opetuse keskse teksti — Nikaia-Konstantinoopoli
usutunnistuse - tahendust Arvo Pardi vaimsuses
ja tema neljas teoses, tuginedes vestlustele
heliloojaga ning tema muusikapaevikutele.

Res Musica toimetus tanab sidamest Arvo
Pardi Keskust — konverentsi korraldajat ja kdes-
oleva aastaraamatu kaasviljaandjat. Eriline tanu
kuulub keskuse toimetajale ja kuraatorile Kristina
Korverile, kelle asjatundlik abi ja tdhelepanelik
pilk oli kogumiku toimetamisel hindamatu.

Toomas Siitan
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Editor’s Preface

The 14th issue of Res Musica is dedicated to Arvo
Part. The seven articles appearing in this volume
owe their existence to the personal archive
and information centre founded in 2010 by the
composer’'s family in Laulasmaa, Estonia. The
centre’s true potential was revealed when the
uniquely designed building opened in October
2018. The Arvo Part Centre was conceived as a
meeting place for researchers and all music lovers
interested in the composer’s creative legacy and
the ideas that shaped it - a world that extends far
beyond the boundaries of music. The tranquillity
of the surrounding pine forest provides the ideal
environment for encounters with music and offers
a space for creativity, exploration and discussion.

At the heart of the Centre lies the composer’s
rich personal archive, which holds research
material for arange of disciplines. The Centre itself
provides a space for interdisciplinary encounters
between researchers. The first of these meetings
was due to take place in Laulasmaa on the
occasion of the composer’s 85th birthday in
October 2020, but had to be postponed by a year
because of the COVID pandemic. The conference
“Arvo Part — Texts and Contexts” took place on
15-16 October 2021. Eleven presentations by
scholars from the United States, Austria, Germany,
Australia and Estonia were streamed to hundreds
of listeners around the world. The seven articles
included in this publication are revised versions
of papers presented at the conference. Much of
the research work would not have been possible
without the archival materials of the Arvo Part
Centre.

On a smaller scale, the Laulasmaa conference
followed the direction initiated by the conference
“Sounding the Sacred”, organized by the Arvo
Part Project at St Vladimir’s Orthodox Theological
Seminary in New York on 1-4 May 2017: both
events were conceived with the aim of discussing
music with scholars of different disciplines
for whom Arvo Pért’s work is a meeting place
for ideas and perspectives. The Laulasmaa
conference focused in particular on the historical
and cognitive parallels in Part’s music, on its
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theological foundations and on its relationship
with the underlying texts.

Lately, the interest of many musicologists has
been centred around Part’s work from the 1970s
and its links with the music scene of the time. In
his article, Peter J. Schmelz creates an intriguing
picture of the borderland between the ‘official’
and the ‘unofficial’ in Soviet music, drawing on
the work of like-minded contemporaries Valentyn
Sylvestrov, Arvo Pdrt and Alfred Schnittke. The
author has studied unique sources, such as the
Soviet literary and musical youth magazine
Krugozor (1964-1992). Kevin C. Karnes uses
archival material totracein detail the development
of Part’s algorithmic and text-based syllabic
method of composition in the period 1976-1977.
He draws an interesting parallel with the work of
the Russian Orthodox painter Eduard Steinberg
(1937-2012). Toomas Siitan looks at Wenn Bach
Bienen geziichtet hdtte ... (If Bach Had Been a
Beekeeper ...) as a bridge between Part’s avant-
garde works of the 1960s and the tintinnabuli
style, thus challenging the common narrative
of Part’s creative path. The fact that in 1976 the
composer turned once more to the music of Bach
is also significant in this context.

Four of the articles explore different ways
of articulating the spiritual core of Arvo Part’s
oeuvre, exploring its religious sources and
analysing its texts. Leopold Brauneiss — probably
the most experienced analyst of Part’s works —
describes with unique insight the composer’s
systematic method of composition and, using
the composer’s sketches, reveals the musical
choices made on the basis of the texts of several
large-scale works (Te Deum, Passio). From different
perspectives, two authors examine the much-
discussed phenomenon of silence in Part’s music.
Peter C. Bouteneff analyses instrumental works
with “silent texts” and relates their spirituality
to Russian Orthodox contemplative practice.
Andreas Waczkat discusses the paradox of the
“sound of silence” from the perspective of both
the history of religion and perceptual analysis.
Finally, Tauri Tolpt explores the meaning of the



Nicene-Constantinopolitan Creed, a central text
of Christian doctrine, in Arvo Part’s spirituality
and in four of his works. His paper is based on
conversations with the composer and on the
study of his musical diaries.

The editorial team of Res Musica would like
to express its sincere thanks to the Arvo Part
Centre for organizing the conference and for

co-publishing this yearbook. Special thanks to
Kristina Korver, editor and curator at the Centre,
whose expert help and attentive eye were
invaluable in editing the present collection of
papers.

Toomas Siitan
Translation: Marrit Andrejeva
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“Comrades in Misfortune”: Arvo Part and Valentyn Sylvestrov,
from Experimentation to Mystery, Periphery to Center!

Peter J. Schmelz

Abstract

Like many young Soviet composers during the post-Stalin Thaw, Arvo Part and Valentyn Sylvestrov
experimented with a range of musical techniques in the 1960s before turning in radically simplified
directions during the next decades. Notably, both Part and Sylvestrov were among the only composers
from their generation featured in the Soviet youth magazine Krugozor in the late 1960s, a time when
Sylvestrov was more successful than Part on the global stage. But the Union of Composers of Ukraine
was harsher than its Estonian counterpart, and Sylvestrov suffered severely fromits policing in the 1970s.

This paper explores for the first time the stylistic intersections and influences between Part and
Sylvestrov. Focusing on the 1960s, and the appearance of music by both composers in Krugozor, it traces
the parallel yet distinct paths of both composers, paying close attention to the compositions featured in
the magazine: Sylvestrov’s Mystery and Part’s Pro et contra. The contacts and contrasts between Part and
Sylvestrov tell a particularly potent story about musical experimentation and discovery from the 1960s
through the present.

I originally wrote and delivered this article in October 2021 as a keynote address at the conference “Arvo
Pdrt: Texts and Contexts” hosted by the Arvo Pdrt Centre in Laulasmaa, Estonia. As | revised it in the first
half of 2022, Russia invaded Ukraine, unleashing brutal and senseless violence without provocation.
Valentyn Sylvestrov fled the country in early March for Berlin, and his music has since gained new attention
worldwide. | briefly address these topics at the end of this article but want readers to be aware from the
outset that the war, threatened when | first delivered the talk, was very much on my mind as | revised it for
publication.

In a reminiscence titled “Greatly Sensitive,” first
published in German in 1999, Arvo Pért credited a
pivotal conversation he had with Alfred Schnittke
in 1976 as the moment he was pushed to “go
public with my new system of composition, the
tintinnabuli style” (Part 2012: 198). Part said that
Schnittke’s “words were like midwifery,” as he
urged Part to “leave the experimental stage
on paper for real sound.” Schnittke’s advice
came from lessons hard-earned through his
own compositional practice in the late 1960s
and early 1970s, when he first formulated and
expressed his idea of polystylism (Schmelz 2009,
Schmelz 2021). Schnittke proved so influential

1

for Part because both shared similar approaches
to musical dramaturgy and both made similar
creative journeys as they engaged with and
then departed from serialism in the 1960s. Both
composers moved through serialism, aleatory
techniques, and collage (see Table 1). The early
12-tone compositions of both composers were
often strict and yet suggested or were based on
a narrative. For example, Part's 1963 Perpetuum
mobile and Schnittke’s 1968 Pianissimo both set
up steady, layered serial processes that trace
a dramatic course of buildup and dissipation
that audiences found quite appealing. (Part's
composition lacks an explicit narrative; Schnittke’s

I would like to offer my deep thanks to the organizers of the “Arvo Part: Texts and Contexts” conference, especially
Kristina Korver and Toomas Siitan, for inviting me to participate and for arranging a very exciting gathering. | would
also like to thank Doug Maskew for clarifying Arvo Pért’s Melodiya discography and generously sharing information
with me. | am also grateful to Tatyana Frumkis and Virko Baley for advice and support. My greatest debt is to Valentyn
Sylvestrov, Inga Nikolenko, and Constantin Sigov for their assistance under unimaginable circumstances. | have adopted
the Ukrainian transliteration of Sylvestrov’s name throughout except for Russian-language sources, where it remains
Silvestrov.
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“Comrades in Misfortune”: Arvo Pdrt and Valentyn Sylvestrov, from Experimentation to Mystery, Periphery to Center

Table 1. Schnittke and Part, post-1963 compositions.

Schnittke Part
Perpetuum mobile for orchestra
1963 X .
Solfeggio for choir
Diagramme, op. 11, for piano
1964 Music for Chamber Orchestra Musicasillabica, op. 12
Music for Piano and Chamber Orchestra Quintettino for wind quintet
Collage tiber B-A-C-H for orchestra
1965 Improvisation and Fugue for piano
Variations on a Chord for piano
1965-1966 Three poems of Marina Tsvetaeva for voice Symphony no. 2
and piano
1966 qulln Concerto no. 2 Pro et contra for cello and orchestra
String Quartet no. 1
1965-1967 Dialogue for cello and chamber ensemble
Pianissimo ... for orchestra
1968 Serenade for five musicians Credo for piano, choir, and orchestra
Violin Sonata no. 2, Quasi una Sonata
1969-1972 Symphony no. 1 1971 Symphony no. 3

was based on Franz Kafka's story “In the Penal
Colony” [In der Strafkolonie].) As these two
compositions indicate, if Schnittke had valuable
advice for Part, he arguably was repaying a
creative debt. For in the 1960s Part's music
often seemed to presage Schnittke’s, or at least
demonstrated potent creative parallels: compare
Part’s Pro et contra for cello and orchestra (1966)
and Schnittke’s Dialogue for cello and chamber
ensemble (1965-67); Part's Diagramme for piano
(1964) and Schnittke’s Serenade for five musicians
(1968); as well as Part’s Collage (iber B-A-C-H (1964)
and Credo (1968) and Schnittke’s Violin Sonata 2,
Quasi una Sonata (1968), which has similar stylistic
clashes and also ultimately takes refuge in Bach.
Valentyn Sylvestrov and Schnittke also form
a fitting pair. In my recent book, Sonic Overload:
Alfred Schnittke, Valentin Silvestrov, and Polystylism
in the Late USSR, | compare Schnittke and Sylves-
trov from the perspective of polystylism, con-
sidering their music from the late 1960s through
the 1990s, and, in the case of Sylvestrov, up to
the present (Schmelz 2021; Schmelz 2017). Sonic
Overload builds on my first book, Such Freedom,
If Only Musical: Unofficial Soviet Music during the
Thaw, by exploring what happened next, after the
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creative and intellectual ferment of the 1960s had
passed. Focusing on both Schnittke and Sylvestrov
widens our understanding of the significance
of polystylism in the 1970s and 1980s in specific
musical ways as well as in broader cultural senses.
It addresses how two very different composers
in the USSR inflected polystylism as both tried to
cope with a more overwhelming informational
landscape in that country, including the more
pronounced impact of various forms of popular
music.

In this article, | want to complete the triangle
| have been tracing - the one whose points are
Schnittke, Sylvestrov, and Part — by turning to
the pairing of Sylvestrov and Part. With this new
dyad, we can ask larger questions, the answers to
which help articulate a more refined post-Soviet
musicology. For with both Part and Sylvestrov
we are no longer dealing with the Soviet center,
that is with the Russian Soviet Federative
Socialist Republic (RSFSR), but instead with two
of the republics on its periphery, the Estonian
Soviet Socialist Republic, and the Ukrainian
Soviet Socialist Republic. Looking at these two
composers therefore prods us to recalibrate our
approaches to all Soviet music today, swapping



our perspective from “center” to “periphery.”
This recalibration also includes applying a post-
colonial interpretative framework to the way we
conceive of and talk about this music, a theoretical
move that has gained new urgency since Russia’s
invasion of Ukraine on 24 February 2022. By
putting these “peripheral” republics front and
center, we arrive at a more complex, more accur-
ate understanding of the negotiated identities
within the Soviet empire in the 1960s and 1970s,
and after. The newly motivated decolonization of
Soviet music is an ongoing project. Consider the
present article a promissory note.

In the 1960s, Arvo Part and Valentyn Sylvestrov
were among the most-discussed, most-criticized
younger Soviet composers (particularly abroad)
and their experiences reflect multiple, significant
trends more clearly than other composers closer
to the political center. I count among those
more central figures the familiar Moscow-based
“Troika” of Schnittke, Sofia Gubaidulina, and
Edison Denisov, a neat grouping that took hold
in the 1980s that nonetheless obscures the messy
processes of musicking and canon formation in
the Soviet Union from the 1960s up through the
decade of glasnost and perestroika. After all, for
many composers and performers born after the
generation of the sixties, including those in Russia,
among them Aleksey Lyubimov and Vladimir
Martynov, Part and Sylvestrov were the central
figures (Lyubimov 2015: loc. 3469). Martynov
grouped both Part and Sylvestrov with Alemdar
Karamanov, Alexandre Rabinovitch-Barakovsky,
Eduard Artemyev, Georgs Pelécis, and himself,
as composers who felt the “death of the avant-
garde.” “We did not form any kind of group and
no kind of union [06beduHeHue],” Martynov said.
“We lived in different cities and met very rarely,
but our private meetings were very intense and
our heated theoretical discussions turned out to
have a tangible influence on our compositional
practice” (Martynov 2021: 136-137; Munipov 2019:
41, 44).

Because of this mutual contact, rare though it
was, Part and Sylvestrov became mutual admirers
(it was both cause and effect). Their fondness has
only grown over the years. Part is widely quoted
praising Sylvestrov as “without a doubt the
most interesting composer today” and “one of
the greatest composers of our time” (Sylvestrov,
Nestyeva 2004: 4; Ross 2002). Sylvestrov, surprised

Peter J. Schmelz

and embarrassed by this praise, attributes it to
their mutual lineage, and to Part’s guilt at his own
success. “We were all part of the same circle,”
Sylvestrov said, but “they became more sought
after, and they were left with a kind of strange
sensation” (Munipov 2019: 144).

Inwhatfollows, | discuss both general points of
contact and points of distance between Part and
Sylvestrov, particularly their related transitions
away from avant-garde experimentation, but
also their divergent experiences as composers in
Soviet Estonia and Soviet Ukraine in the 1960s.
Using unfamiliar and newly available sources,
| concentrate on the pivotal moments in their
respective careers, the moments right before
their adoption of the styles for which they are
best known today.

Krugozor

I would like to begin our reexamination of Part
and Sylvestrov by looking at an important source
from late Soviet material culture. (Much of our
attention in this article will be occupied with late
Soviet material culture - magazines, recordings,
and scores — as markers of career status, prestige,
canonization, and larger sociocultural context.)
The source | have in mind is the young people’s
magazine Krugozor, which means outlook, field
of view, range of vision, or range of interests.
First published in 1964, this monthly periodical
for teenagers and young adults included brief
articles about a variety of music-related topics
as well as about events of topical importance,
including “audio postcards” from selected areas
around the world and breaking news about the
space race. It aimed to provide its listeners with a
glimpse of the contemporary world of sound and
music in the broadest of senses, including high,
low, and everything in between. | say listeners
because the defining feature of Krugozor was the
flexi discs it included. Each issue contained 12
excerpts of about six minutes each on 6 two-sided
discs that accompanied the short articles within
the magazine and spanned a variety of genres,
including poetry and documentary reportage.
As the editorial at the beginning of the first issue
(1964, no. 1) read: “Our older brothers - print
and radio — meet one another in this magazine.”
Krugozor generally featured contemporary
design, layout, and iconography, with stylized
covers displaying classic Soviet landmarks,
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images emphasizing science and technology, and
folk-influenced illustrations.?

Published for nearly three decades, Krugozor
collects the complex soundscapes of late
socialism. Among those complex soundscapes,
surprisingly, was the world of “unofficial” Soviet
music, represented in Krugozor in the 1960s
by three composers.> You can probably guess
two of them. The other, the first to appear in
the magazine, is more unexpected. His name
was Nikolai Karetnikov. In issue no. 8 from 1967,
Karetnikov’s 12-tone Symphony no. 4 from 1963
appeared as the second of two excerpts on a
flexi disc devoted to the Prague Spring festival
of 1967 under the innocuous label: “Spring
Mirror of Prague: From the Middle Ages to the
Twentieth Century.” As expected, the excerpt
begins with a recording of Czech music from
the middle ages and renaissance performed
on period instruments, still a novelty within the
USSR (as it largely was at the time even in Western
Europe and the United States). The narrator then
introduced Karetnikov's symphony (“and now for
music of our time”), proudly calling it “perhaps
the greatest success of the festival.” Placing the
listener into the discordant middle of the first
movement of the nearly half-hour long three-
movement symphony, there was no further
explanation of either composer or composition,
which sounded for only about 2.5 minutes,
ending with triumphant brass fanfares. The
accompanying printed article was a puff piece
that mentioned neither musical work (Savinov
1967).

It should be emphasized that because of its
scope and style (a distillation of Berg, Schoenberg,
and, ineluctably, socialist realism), Karetnikov's
symphony was not performed in the USSR
and could not be performed there. In 1969 his
Concerto for wind instruments was recorded for
Moscow Radio by Igor Blazhkov, but this was the
exception that proved the rule, and the recording
was never commercially released (Karetnikov
1994: 94; Blazhkov 2019; Blazhkov 2020a). Why
then did Soviet cultural authorities, or at least
the editors of Krugozor, permit this brief snippet

1"

| define “unofficia

of an otherwise unperformable work in the
magazine? Its appearance there was related to
the reasons behind its appearance at the Prague
Spring festival in the first place. Richard Taruskin
heard the Krugozor recording as both a flexing of
power and a sign of oppression: our composers
are producing this music, which is being
applauded abroad (as the narrator underscored
- “perhaps the greatest success of the festival”),
but you, dear listener, can only hear it in carefully
mediated morsels. Karetnikov’s own explanation
was that in performing the work abroad, Soviet
authorities could “show that we too have ugliness
[nokazams, umo y Hac moxe ecmo e2adocmul”
(Taruskin [forthcoming]). (It was the flipside to the
US government’s boosting of difficult music in
its own propaganda activities abroad during the
cold war [Fosler-Lussier 2009].) The excerpt from
Karetnikov's Symphony no. 4 initiated a trend
in Krugozor of occasionally showcasing difficult
music, showing younger readers in stylized, easily
digestible portions that we have, if not ugliness,
then challenging music. Music that perhaps is not
that challenging after all. Critics of avant-garde
music in the USSR wanted to both highlight and
diffuse its dangers. They wanted to show it was
not really worth attention by continually giving
it small bits of attention, inoculations against the
larger disease. These moments, predictably, often
backfired spectacularly, drawing more rather
than less scrutiny.

More momentous, because more infamous,
were the next two “unofficial” composers to grace
the flexi discs of Krugozor. These figures stood out
amid the less controversial members of the Soviet
Thaw generation who appeared in the magazine.
In the sixth issue of 1967, for example, under
the familiar, general rubric “young composers”
appeared excerpts from the music of Boris
Tishchenko (his Concerto for piano and orchestra,
1962) and Veljo Tormis (his opera Swan’s Flight,
1966). (Tishchenko also featured in an interview
in this Krugozor number on p. 14.) Issue no. 7, in
1967, included the establishment darling Rodion
Shchedrin’s Second Piano Concerto, also from
1966, alongside an interview with the composer

A near-complete archive of the journal is available online: http://www.krugozor-kolobok.ru (5 September 2022).
in the context of Soviet music in Schmelz 2009: 20-21. As | write there at greater length, “unofficial”

is meant to counteract blunt, inaccurate terms such as “dissident” and instead suggest the more complexly negotiated

power structures of late Soviet musical life.
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(Shchedrin, Romadinova 1967). These less-
contentious composers both prepared and set off
the presence of Sylvestrov in issue number 4 from
1968 and of Part in issue number 11 from 1969.

The flexi discs with music by Sylvestrov and
Part allow us to discuss both composers and their
stylistic journeys across the 1960s. Let’s start with
Sylvestrov. His Krugozor sample is a rare document
from the 1960s because it presents singular
evidence about the composer from this period.
There is no other recording of him speaking from
the 1960s that | know of. Given how loquacious he
has become in the past 15 or so years, it is strange
to think how under-documented his career is
before around 1990.

On the flexi disc, a narrator introduces
Sylvestrov by declaring, “[m]any say that it is
impossible to narrate music, but if worst comes
to worst the composer should have the privilege
of describing the conception of his own music
- which [Sylvestrov] himself is going to do for
his Mystery” The unnamed speaker refers to
Sylvestrov's Mystery (Misteriia) for alto flute and six
groups of percussion (1964), composed for well-
known flute player and avant-garde proponent
Severino Gazzelloni (1919-1992), who premiered it
on 12 September 1965 at the Venice Biennale with
the Les Percussions de Strasbourg. Mystery was
also performed in Paris and Cologne in 1966 and
at the Prague Spring Festival in 1967 (by Petr Kotik
with the same ensemble); a recording with Les
Percussions de Strasbourg and flautist Francois
Hébral was released on LP by Philips in 1969. As
none of the players on any of the clips on this flexi
disc are credited, the source of the recording is
unclear, although Les Percussions de Strasbourg
are probably the percussionists (Blazhkov 2020b:
1:400, 416, 421, 445; 2:30, 157, 179, 191).4

After the narrator’s introduction, as Mystery
plays in the background, we hear Sylvestrov
speaking. He bursts in, talking very quickly, as he
still does, his ideas cascading one after the other,
rushing to come out. Sylvestrov says:

like a single voice, and all the sounds are
reconciled in a field, or a forest, that is, in some
kind of naive moment. From the white noise.
White noise is when a noise contains every
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pitch, in that white noise — | am not speaking
about the scientific understanding, perhaps
this isn't it. Personally, | noticed something
when we were on a folklore expedition and
we were brought to some kind of farm, and we
heard a kind of noise, and it turned out to be
a remarkable combination, for somewhere in
the distance Chopin’s Piano Concerto swelled,
very quietly, and that music did not sound
from the depths separately; it was as if in
being woven into that noise it already joined
the other parts of another orchestra. And that
is also my personal basis for Mystery.

Jumping from idea to idea, interrupting
and elaborating himself, Sylvestrov emphasizes
for the first time here several key factors for his
developing aesthetic, among them the idea of
white noise from which familiar music emerges
and into which it sinks. Nature and, specifically,
the pastoral, also became central categories for
Sylvestrov, finding full fruition in his Symphony
no. 5 (1980-82), which has its origin in a concept
he described as the “cosmic pastoral,” a label he
also applied to two other compositions from the
1960s, his orchestral work Spectra (Spektry) from
1965 and his 1966 Symphony no. 3, Eschatophony
(Table 2). Sylvestrov also highlights in his Mystery
commentary the idea of distanced listening,
of hearing something significant, very softly,
and far away (a sense of space implicit in the
“cosmic pastoral”). Space and nature became
more important as his career progressed, as
did his references to past music (in this case to
Chopin). Such references can be heard in the
central moments in many of his later symphonies,
starting with Symphony no. 5, with its classically
inflected piano solo at the midpoint of its arch
structure, set in quietude, with wind and brass
blowing and periodic distant thunder from the
strings. Sylvestrov also wanted his Kitsch Music for
piano (1977), itself an evocation of nineteenth-
century piano music, to be heard softly, “as if from
a distance” (Schmelz 2021: 94).

Unlike his Symphony no. 5, Mystery reflects
Sylvestrov’s still-forming aesthetic from the
mid-1960s, when he was still using twelve-tone
methods (the first page of Mystery unfolds several

4 At the Paul Sacher Stiftung there is a recording of Mystery dated “Prague Spring, 1968,” but this is contradicted by the
Blazhkov correspondence, which suggests it was performed (and recorded) at the 1967 festival. See disc 9 in Sammlung

Valentin Silvestrov.
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Table 2. Part and Silvestrov, post-1960 compositions (selected).

Part Sylvestrov
1960 Nekrolog (“Obituary”) for orchestra
1961 Five Pieces for piano
Quartetto Piccolo for string quartet
1962 Trio for flute, trumpet, and celesta
Triad for piano (1961-62)
Symphony no. 1, Polyphonic
1963 Perpetuum mobile for orchestra Symphony no. 1 for large symphony orchestra (rev. 1974)
Solfeggio for choir
Diagramme, op. 11, for piano
1964 [Musica sillabica, op. 12] Classical Overture for small symphonic orchestra
Quintettino for wind quintet Mystery for flute and six percussionists
Collage (liber B-A-C-H for orch.
Symphony no. 2 for flute, percussion, piano, and strings
1965 Monodia for piano and orchestra
Spectra (Spektry), Symphony for chamber orchestra
Projections for harpsichord, vibes and chimes
Pro et contra for cello and orchestra
1966 Symphony no. 2 Symphony no. 3, Eschatophony
1967 Elegy for piano
Hymn for strings, winds, piano, celesta, harp, and bells
1968 Credo for piano, choir, and orchestra Poem (in memoriam B. N. Lyatoshynsky) for orchestra
1971 Symphony no. 3 Drama for violin, cello, and piano
1972 Meditation for cello and chamber orchestra
1973 Music in the Old Style for piano
Kitsch Songs for voice and piano
1973-77 Quiet Songs for voice and piano
1974 String Quartet no. 1
Modus . .
1976 Fiir Alina Symphony no. 4 for winds and strings
1977 Tabula rasa Kitsch-Music for piano
Three Postludes
1981-82 | picsio (1982) Symphony no. 5

row forms) but blending them with aleatory
devices (see Example 1). He later idiosyncratically
called this composition a “transition from
dodecaphony to the avant-garde” (Sylvestrov,
Pilyutikov 2010: 33). He also once quipped that it
was his Prélude a I'apres-midi d’un faune (Pavlyshyn
1989: 16), a comparison explained obliquely
by a comment Sylvestrov made in his Krugozor
interview: “Mystery is like an action - an almost
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theatrical act. Like a theatrical performance [kak
npedcmasneHuel” (Sylvestrov, Agamirov 1968:
13). In a letter to Blazhkov from 1965 he wrote,
“[tlhe name of the piece underscores the ritual
character of the music, which is reflected in the
instrumentation (flute and percussion) and also
in the formal structure [¢popmoobpazosarue] —
the pathos of the solo flute inspires the ‘chorus’
of percussion, in a word, a Bacchic celebration”
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Example 1. Sylvestrov, Mystery, beginning (manuscript).
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(Blazhkov 2020b: 1:353).> The other Sylvestrov
works excerpted on the Krugozor flexi disc
represented the period before his “transition
from dodecaphony to the avant-garde™: his Trio

for flute, trumpet, and celesta (1962); and Signs
(Znaki) for piano (movement 1 from his Triad,
composed between 1961 and 1962). (Signs itself
eventually contained seven shorter movements.)®

5 The liner notes to the 1969 Percussions de Strasbourg LP recording of Mystery with flute player Francois Hébral

paraphrases this authorial interpretation, calling attention to: “[tlhe opposition between the flute with its incantatory
accents and the percussion group, which represents the ‘choir’ in ancient times, [and] clearly shows the composer’s
desire to render the symbolic and disturbing oppositions of some magic rite.” These notes also praise “the extraordinary
sonic sensuality that unfolds in this piece and the power of bewitchment that it mysteriously radiates.” See liner notes
to Percussions de Strasbourg LP by Maurice Fleuret, Philips 836 992 DSY (1969): https://www.cdandlp.com/en/les-
percussions-de-strasbourg/serocki-:-continuum-silvestrov-:-mysteres-puig-:-provisoires-agglomerats/lp/r118364173/ (5
September 2022).

Triad underwent several revisions from the first performance of the first four movements of Signs in 1961 (including a
different series of movement titles), to the point where Sylvestrov wrote to Blazhkov in late December 1966 in reference
to Maria Bergmann's recording of Triad (1961) that he needed to “delicately settle this matter with the already non-
existent Triad and quietly replace it with the new one with the same dedication to Bergmann,” although none of the

three movements in the final version of the composition was dedicated to the German pianist (Blazhkov 2020: 1:499, 326,
328).
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Sylvestrov does not speak again on the flexi disc,
but as the Trio is heard in the background, the
narrator provides a description of it purportedly
from the composer. Given the narrator’s wording,
it is probably a paraphrase: “The author’s thinking
here might be presented like this: three people
have gathered, each of them is absolutely
different; they argue, speak about something
of their own, but these contradictions already
include harmony - the correct, old parable about
truth that is born in disputes.” This repurposed
chestnut about chamber music as a conversation
- too straightforward, neither crafty nor
paradoxical enough to be directly from Sylvestrov
- is followed by a further minute from the Trio,
probably the performance from the 1964 Berliner
Festwochen, passed along to Sylvestrov by West
German musicologist Fred Prieberg, featuring
Aurele Nicolet, flute; Frizz Wesenigk, trumpet; and
Rolf Kuhnert, celesta (Schmelz 2015). Nowhere
else does Sylvestrov describe the Trio in these
terms. Instead, he once said it was “serial with
Mozart-like moments” (Pavlyshyn 1989: 36).

“And finally,” the Krugozor narrator says, “one
of the recent works of Valentyn Sylvestrov, the
piano cycle Signs.” The listener hears the first six
measures of the third movement of Signs before
the narrator resumes his explication:

It also has its own creative history, which in
fact is part of the general conception of the
composition. In childhood Sylvestrov de-
veloped an enthusiasm for many aspects of
geography. In particular, he loved to exam-
ine topographic maps. And thus the graphic
[usonucHeiti] [appearance] of the topographi-
cal symbols attracted his attention. Not that
he saw in them some kind of specific river
crossings, bridges, fords, or swamps, but pre-
cisely because the art of the topographical
signs attracted him and later on gave him the
idea to create a piano cycle called Signs. And
in parentheses after that title, one may add
“topographical.”

Behind this explanation sounds the ending of
the third movement, followed, almost inaudibly,
by what might be the fourth movement. (The
performer is unknown: a recording comparison
indicates that this is not Maria Bergmann’s
recording from November 1961; it might be
Sylvestrov himself [Schmelz 2015: 198; Blazhkov
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2020b: 1:282-292].) After the narrator finishes,
the entire third movement is repeated. Again,
this interpretation of the composition and its
title, although more plausible than that of the
Trio, is novel. By contrast, Ukrainian musicologist
Stefaniya Pavlyshyn traced its name to the
semiotics of poetry, the “role of vagueness as an
impulse in poetry that contains the uncertain
[HedomosneHicms],” a statement that sounds
closer to Sylvestrov's more familiar aesthetic
tone and terms (Pavlyshyn 1989: 49). Yet whether
fully authorized by Sylvestrov, an expansion of
a passing comment, or a creative extrapolation,
the foregrounding of programmatic explanations
for these three avant-garde, or near avant-garde,
compositions in the Krugozor commentary
reveals the “theatricality” of Sylvestrov's early
compositions, despite their often-abstract
surfaces. This interest in a self-consciously staged
expressivity grew more prominent in his later
compositions from the 1960s and early 1970s,
especially Hymn for strings, winds, piano, celesta,
harp, and bells (1967), Drama for violin, cello, and
piano (1970-71), and Meditation for cello and
chamber orchestra (1972).

Sylvestrov's own words in the printed
Krugozor interview reveal the tension created by
his duelling tendencies toward programmaticism
and abstraction. This interview proceeds along
two irregularly interlocking planes: the journalist,
one A. Agamirov, narrates a walking tour through
Kyiv with the composer, in which they stop,
inexplicably, at Mikhail Bulgakov’s house, as
Sylvestrov speaks about his studies with Borys
Lyatoshynsky, his reverence for Bach, and, most
significantly, his view of audiences and his own
music. He declares: “It seems that music is written
and with that everything is done. But no! I rarely
meet with the public, more rarely than | want. But
each meeting is a new birth of music. And only
there is the question decided, will it be or not.”
Sylvestrov continues, speaking for the only time
in the interview in Ukrainian as he downplays
the difficulty of his music, “This is first-grade
dodecaphony, as one of my acquaintances says.”
He then switches back to Russian, “By the way,
the listener also must be brave. He very often
does not fear the harshness of daily life. But real
music was never a room with rosy wallpaper. If
one listens carefully to Mozart (everything, and
not only ‘Non piu andrai’ [from the Marriage of



Figaro]), then this is a rebellion! An invasion of
uncompromising, immense, new elements. It
irritated then ...” “And became absolute today,”
Agamirov concludes, smoothing over a potential
rough edge (Sylvestrov, Agamirov 1968: 13-14).

Sylvestrov's comments on both flexi disc and
the printed page, aural and transcribed, negotiate
between past and present, emphasizing the
difficulties of the past as a way to pave the way for
an eventual acceptance of his own difficult - but
actually not-so-difficult - music. They reveal his
own negotiation as a composer between old and
new, transforming Chopin heard at a distance into
an updated version of Debussy’s revolutionary
fin-de-siécle tone poem, and appropriating once-
revolutionary Mozart-isms into a serial framework.
He shared a narrative, mimetic impulse with both
Schnittke and Part (Schmelz 2009).

The Part flexi disc in Krugozor unfortunately
does not include him speaking, nor does this
issue include his photograph (as did Sylvestrov’s,
and Shchedrin’s, articles) but it does contain the
first known recording of Pro et contra, a different
recording of which was released on Melodiya the
same year (1969). According to Doug Maskew,
an expert on Part's Melodiya recordings, the
Krugozor version of Pro et contra was made by
Estonian Radio in 1967 and “was most likely
a performance with no audience ... possibly
recorded prior to the official premiere” (Maskew
2021). Maskew also noted this recording’s “audible
edits,” which allowed it to fit on a single side of
a flexi disc: it is about two minutes shorter than
most other recordings, just under 6.5 minutes
(6'22") versus the usual 8.5 minutes or longer.’
(The recording by the same performers on the
landmark 1969 Melodiya LP of Part’s music is only
slightly lengthier: 7°05")8

Regardless of the cuts, it is a riveting perfor-
mance by cellist Toomas Velmet with the
Estonian Radio Symphony Orchestra, Neeme
Jarvi conducting. The composition was a real
crowd pleaser. Years later Velmet recalled that
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the audience at the premiere was so enthusiastic
that he played Pro et contra again as an encore:
“During my 30 years as a professional musician,
I have never experienced such a success again.
The concert hall was packed. There were lots of
students, lots of young people.” The recording
memorializes an energetic, experimentalist Part,
pulling more overtly between yesterday and
today.

Like the Sylvestrov Krugozorissue, Part’s (1969,
no. 11) also included a printed interview with the
composer, a source | have never seen cited and
therefore one worth considering in greater detail.
The interview begins with a quotation from
Part the mystic, highlighting a common theme
between Sylvestrov's Krugozor and his: mystery.
“Music contains an element of mystery,” Part
said. “You cannot explain everything, simply the
miracle is present, but you may not believe in that
miracle ... You may study music to find major,
minor, and other patterns, but how does one
measure its mystery?” The author of the article,
musicologist Arkadiy Petrov (not incidentally,
a friend of Schnittke’s), next highlights Part'’s
personal approach to serialism, sounding a refrain
common to the few public apologists for avant-
garde techniques in the 1960s USSR. “However,
unlike most contemporary authors using
serialism,” Petrov wrote, “the technique does
not control the composer, but he controls the
technique. He always remains himself ..."” Petrov’s
statement rings particularly ironic given Part’s
own self-doubts, and his later comments about
his lack of a personal style at the time (Schmelz
2021: 43).

Petrov also highlighted the importance of
quotations for Part, showing how important
collage was to Part’s Soviet reception. He, after
all, had introduced the term to Soviet listeners
with his 1964 Collage (iber B-A-C-H, as Schnittke
later recalled (Schmelz 2021: 42-43). (Note that at
this time the word “polystylism” had not yet been
introduced in the USSR [Schmelz 2021: 77-84].)

7 Compare to the 1989 BIS recording with Neeme Jarvi (8'44"); the 1989 Melodiya release by Kaasik (8'33"); and the 1995
recording by Vadim Messermann and the Congress Orchestra on Audiophile Classics (8'36"). See Arvo Pdrt 1989. CD.
Neeme Jarvi, Frans Helmerson, The Bamberg Symphony Orchestra. BIS-434 CD; Allar Kaasik. LP. Allar Kaasik, Peeter Lilje,
Estonian State Symphony Orchestra. C1028381 000; Arvo Pdrt. Tabula Rasa 1999. CD. Paolo Gatto, Vadim Messermann et
al., Congress Orchestra. Recorded 1995, released 1999. APC 101.058.

8 Arvo Pért 1969. LP. Neeme Jarvi, Toomas Velmet, Eesti Raadio Simfooniaorkester et al. [1 018049-25076.

9 https://www.arvopart.ee/en/premiere-of-pro-et-contra-released-on-lp/ (5 September 2022).

Res Musica nr 14/2022 | 19



“Comrades in Misfortune”: Arvo Pdrt and Valentyn Sylvestrov, from Experimentation to Mystery, Periphery to Center

m

“One of [Péart’s] ‘innovations,” Petrov continued
in the Krugozor article, “is the introduction into
the musical fabric of direct quotations from the
classics — Bach’s Sarabande (Collage liber B-A-
C-H), a children’s piece by Tchaikovsky (Second
Symphony) or imitations in a classical style (the
Cello Concerto Pro et contra).” “These quotations
give rise to many questions,” Petrov added.
“What are they: symbols of the greatness of
the classical period, of the moral force of older
music? Part has his own particular relationship
to the classical legacy ...” In the article, Part then
explained his influences, showing how “old”
they actually had become: “Gregorian chant,
monophonic. | try to grasp the secret of unison
singing. For me, this detail means more than all
the super-contemporary complexities ... | study
from the masters of the Renaissance and just as
much from painters as from musicians — Raphael,
Michelangelo ... Precisely they suggest bright,
pure harmony ..." The remainder of the Krugozor
article explored the genesis of Pro et contra as
a commission from Mstislav Rostropovich. “At
first | refused ... But then | decided to compose
an energetic work, sharp, with showy technical
devices,” Part said (Part, Petrov 1969: 14-15) (see
Example 2).

Petrov concluded by explaining the title
of the Krugozor excerpt. “According to Part,”
he reported, “Pro et contra should be seen as
written in the form of the old concerto grosso.
The fundamental soloist is the cellist, who is
opposed by the wind instruments, and all of them
together are opposed by the remainder of the
orchestra, tutti. In this fashion, all are competing
with one another (‘contra’), but they all should
play together, hence the ‘pro™ (Part, Petrov 1969:
15). Yet this interpretation, fixated on the surface
details of the composition’s genre, omits the
crucial stylistic divide gripping the composition,
softening and classicizing its rough edges by
emphasizing its overtly tonal beginning, middle,
and end. Krugozor caught Part on the brink. He
had just recently suffered the contentious airings
of Credo, and was still struggling with his next
steps, suggested by Petrov’s references to Part’s
“measuring of mystery” and his turn to Gregorian
chant and monophonic song. As we know, Part’s
personal answers to the rhetorical questions
Petrov posed about the reasons for his quotations
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were more conditional, rooted in a painful sense
of missing his own true voice.

This is an essential distinction between Part
and Sylvestrov: their very different attitudes
toward experimentation and avant-garde music,
a distinction audible in the Krugozor excerpts and
in each composer’s accompanying comments.
The statements Part later made to interviewers,
and specifically to Enzo Restagno, about his 1960s
compositions, and about serialism and collage,
are agonizing to read. Though familiar, Part’s self-
analysis nearly 40 years after the fact is worth
further scrutiny. He said of his 1960s compositions:
“l can assure you that the world | carried within
myself was riddled with such deep cracks that
in comparison the atmosphere and language
of twelve-tone music seemed more pleasant”
(Restagno 2012: 15). The motivation, as it was
for many from his generation and their listeners,
was escape. “At the time,” Part continued, “l was
convinced that every mathematical formula could
be translated into music. | thought that in this
way one could create a more objective and purer
kind of music. If | had succeeded by other means
in creating a music free of emotion, | would have
been able to distance myself from twelve-tone
music” (Restagno 2012: 15). Yet he further revealed
his skepticism by comparing twelve-tone music
to “Anderson’s tale about the emperor's new
clothes” (Restagno 2012: 19).

As a result, Part's compositions from the latter
half of the 1960s became more masochistic.
He called Credo “real musical auto-aggression”
(Restagno 2012: 19). “In my state of extreme
discomfort at that time,” he told Restagno, “I
wanted to prove to myself how beautiful Bach's
music was, and how hateful mine was. What |
am saying may sound odd, but | was convinced
that through this musical sacrifice | could gain
a clearer vision of my own contradictions”
(Restagno 2012: 14). Part spoke of himself as if
he were a burn victim, with the Bach quotation
in Credo (and the Chaikovsky quotation in the
Second Symphony) as skin transplants (Restagno
2012: 17). And he compared the relief he felt when
he first encountered Gregorian chant to “being
given a blood transfusion” (Restagno 2012: 28).
These are not the statements of a comfortable
creator. His reluctance to discuss this period is
understandable, as is the tendency of many Part



scholars to follow his lead and concentrate on
the music he wrote after his metaphorical blood
transfusion.'”

Despite, or because of its resolute
tonal inflection points, Pro et contra makes
for uncomfortable listening. The creative,
philosophical (ethical and aesthetic) and
biographical questions it raises cast doubt on its
very existence. Given as an impassive, objective
description (“for and against”), the title is better
read with an “or” and an emphatic question
mark (“for or against?”). The antagonistic styles
- serialism, sonorika, aleatory, and tonality - are
not equal: despite the excitingly propulsive, seat-
of-the-pants virtuosity and thorny orchestral
collisions in the third movement (egged on by
excited horn whoops), Part’s regal, harmonious
ending acts as a Deus ex machina, definitively
resolving the question — but only by foreclosing
debate.

Sylvestrov felt a similar pull between styles
but, rather than casting them in pitched aesthetic
battles, he attempted to reconcile them, most
notably in Drama and Meditation. In this respect,
Schnittke is the closer analogue to Part, with the
doubts of Quasi una Sonata a match for Pro et
contra, which might also have been called Quasi
uno Concerto.

In October 1961, pianist Maria Yudina wrote to
Part about a speech she had given at a concert
of new music in Moscow, in which she proudly
declared: “In the century of Einstein we can no
longer live according to the physics textbook
of Kraevich [meaning Konstantin Dmitrievich
Kraevich, 1833-1892, a well-known nineteenth-
century Russian physicist and pedagogue]!”
(Yudina 1999: 486). But clearly Part did not catch
Yudina’'s intense enthusiasm for new musical
techniques. He was resigned to serialism, ac-
tively seeking something better, more truthful.
Sylvestrov, by contrast, was, like Yudina, intoxi-
cated by the possibilities of the new styles he was
being buffeted by in the 1960s. He later declared
about hearing for the first time Anton Webern's
Concerto for Nine Instruments (1931-34): “[It]

10 Exceptions include May 2021 and Siitan 2021.
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immediately astonished me. When | heard it,
I had the feeling that | was listening to music
perpendicularly. Such a naive impression from
a simple listener ... there immediately was the
sense of a completely new world” (Munipov 2019:
140)."" Webern's new world beckoned Sylvestrov.
The best Part could say of Webern was that he
“never produced poison” (Restagno 2012: 25). In
his 1967 interview with another Soviet periodical
for young people, Yunost’, Sylvestrov praised
the “best manifestations” of the “avant-garde”
as a “revolt against the inertia of compositional
thought” (Schmelz 2021: 140). For Sylvestrov this
revolt promised indescribable dividends.

These divergent motivations begin to explain
why the compositions by Pért and Sylvestrov
from the 1960s sound so very different. On the
Krugozor excerpts alone we can hear Sylvestrov's
attraction to an often delicate, pointillistic,
gestural language, with strong traces of Boulez
(Harry 2003: 28). By contrast, Part’s music of the
1960s retains a sense of propulsion and energy,
and drama, heard in several works in addition to
Pro et contra, among them Nekrolog (“Obituary”),
Perpetuum mobile, and the Symphony no. 1
(especially its opening). Part's music from this
decade possesses a drive and forcefulness that
Sylvestrov’s music often lacks. Sylvestrov was,
even then, more interested in lingering moments,
when subtle textures and timbres call for our
attention across musical space. Sylvestrov's sense
of time is more relaxed.

On a broader level, across his career Part,
like Schnittke, was concerned with process and
method, with stories both hidden and loudly
proclaimed. As Schnittke once said about himself,
in a statement that matches Part's comments and
practice, he needed “any kind [of restrictions],
even the most absurd” (Schnittke, Shulgin 1993:
66). Only with the tintinnabuli style did Part’s
process lead to a (seemingly) effortless result, for
only with the tintinnabuli style did the sounding
surface subsume the process, becoming in-
separable. In Pro et contra the cracks and fissures
show, by design.

M See Sylvestrov’s later ‘Hommage a A. Webern’, second movement of a three-part piano cycle called Three Waltzes, op.
54, 2005, dedicated to Schoenberg, Webern, and Berg, respectively (recorded on Touching the memory, available on CD,
Brilliant Classics 95765, 2018, and remastered here: https:/silvestrov.bandcamp.com/album/touching-the-memory [5

September 2022]).
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Example 2. Part, Pro et contra, p. 2 and p. 7 (cadenza) (score: Part 1973).
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Sylvestrov was more intuitive and less system-
atic in his approach, even if his often-elaborate
conceptual rationales for his compositional
practice were highly calculated. As Ukrainian-
American composer Virko Baley recently told
me, “[rlight from the beginning [Sylvestrov]
very clearly showed a very original streak, ... he
handled things in his own way ... because he
wrote by ear” (Baley 2022). Few sketches or drafts
of Sylvestrov’s music, old or new survive, the
palimpsest of the Quiet Songs score at the Paul
Sacher Stiftung is the most extensive exception,
worried over, rearranged, pasted in, reshuffled.
The “moment” or “instant” [meHoseHue] became a
crucial category for Sylvestrov, a prolongation of
the transitory, ephemeral, continuously vanishing
present. He had no need to rush anywhere.

Comrades in Misfortune

Aside from the valuable documentary snapshots
of Sylvestrov and Part presented by the Krugozor
issues from 1968 and 1969, they also indicate
how widely Sylvestrov and Part were known
and disseminated in the Soviet Union at the end
of the decade. This position would have been
difficult to predict at its beginning when Part,
alongside Andrey Volkonsky, was one of the most
publicly rebuked of the young Soviet composers,
taken to task especially for his Nekrolog in 1962
(Schmelz 2009: 131-132). But Sylvestrov was
also publicly chastised that year in the pages of
Sovetskaya muzyka for his Piano Quintet (1961),
which, a critic wrote, “distressed us with its open
experimentation.” This critic repeated the typical
questions: “Why have several gifted young musi-
cians lost their true artistic orientation? Because
of a snobby overindulgence? Or, perhaps, from a
limited field of view [kpyz2o30p]?” (Genina, Korev
1962: 22). It was this last question that the title
of the youth magazine spoke to — Krugozor the
magazine aimed to provide a wide field of view
to show such “gifted young musicians,” and their
listeners, that other options existed.

Because of their shared targeting by Soviet
officialdom, Part and Sylvestrov felt a certain
sympathy toward one another. Yudina first
brought Part to the attention of Sylvestrov and his
circle, telling Blazhkov excitedly in July 1961 that
in Tallinn “they really are studying dodecaphonic
music” (Blazhkov 2020b: 1:100). Part himself
wrote to Blazhkov in October 1963 apologizing
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for his lack of responsiveness to Blazhkov's
several letters to him. He promised to send
Blazhkov a copy of Nekrolog, and he celebrated
his upcoming trip to the Warsaw Autumn festival,
writing “Hurray!” Based on the postscript to this
letter, Part apparently already knew the Ukrainian
composers Leonid Hrabovsky and Lesya Dychko,
to whom he requested Blazhkov pass along his
friendly greetings (Blazhkov 2020b: 1:232). In a
May 1964 letter to Blazhkov, Hrabovsky sang the
praises of Part’s Perpetuum mobile, which he had
heard at Edison Denisov’s apartment on a visit
to Moscow: “Here is someone who is moving
wonderfully forward! He's already made it to
around Penderecki” (Blazhkov 2020b: 1:252). All
of these young musicians were in a race to catch
up to the musical innovations they had missed in
their official education.

They hungrily kept tabs on one another.
Hrabovsky remembered vividly his first meeting
in person with Part, who, he told me,

visited Kyiv in January of 1965, when his
Symphony no. 1 was performed by Neeme
Jarvi with the State Symphony Orchestra of
Ukraine. We all Kyivers were present, and
celebrated the event afterwards at the Dnipro
restaurant where both Estonians ordered a
Tatar dish made out of uncooked ground meat
—and considerable vodka doses ... (Hrabovsky
2000).

Sylvestrov must have been present at this
feast, for Tatyana Frumkis reported to me that
Sylvestrov “met Part at the beginning of the
1960s, when they were both criticized and Part
made a special trip to Kyiv to meet his ‘comrade in
misfortune” (Frumkis 2022).

Blazhkov missed this event, for he was living in
Leningrad at the time. And the next period of his
interactions with Part was an exercise in frustra-
tion. He reported to Denisov in February 1965 that
he had “appealed to Part for scores and recordings
dozens of times, both in person and in letters.” But
he had received only “promises” (Blazhkov 2020b:
1: 287). Denisov replied three days later, “Part lets
down [o6maneleaem] not only you, but also me -
he has yet to send me anything” (Blazhkov 2020b:
1:289). When Blazhkov visited Part the next year
(1966) he learned the cause of Part’s silence: he
was seriously ill, bedridden following multiple
kidney surgeries, and had been for two years by



that point, a little-acknowledged possible basis
for both his contemporary compositional pain
and the medical terms he used so frequently to
describe it (Blazhkov 2020b: 1: 390; Mihkelson
2012: 25). In November 1966, Blazhkov wrote to
Denisov with plans for an ambitious, unrealized
concert survey of new Soviet music, whose roster
provides a compelling snapshot of mid-decade
“unofficial” music:
1st half: Part — Musica sillabica
Denisov - Crescendo e diminuendo
Volkonsky — Laments of Shchaza (with
Lidia Davydova)
2nd half: Boris Chaikovsky -
Rostropovich)
Sylvestrov - Spectra
(transcribed from Blazhkov 2020b: 1:466-467)

There are no surviving letters from Part
to Sylvestrov (or vice versa) and, as Martynov
suggested (Martynov 2021), it seems that their
interactions were rare over the next decades, with
special occasions captured only in photographs
(see Figures 1 and 2). Sylvestrov recently told me
that “I felt a kind of commonality” with Part and
Giya Kancheli “but there was no dialogue. There
was an awareness of a kind of support” (Sylvestrov
2022).

Sylvestrov needed this moral support because
his music continued to raise suspicions over
the course of the 1960s in both Ukraine and in
Moscow. Many of these suspicions resulted from
the wide propagation of his music in the West,
thanks to the efforts of Yudina and Blazhkov,
as well as the West German musicologist Fred
Prieberg. Unlike Part’s music, Blazhkov had ready
access to Sylvestrov’s scores (see Table 3).

Prieberg was also deeply interested in
Part’s music but found obtaining it difficult; the
Soviet embassy kept giving him the run around
(Schmelz 2015). He especially wanted to hear
Nekrolog because of the near-constant criticism it
had received in the Soviet press (which was why
his official Soviet contacts were so reluctant to
send it to him). This was what Prieberg called the
“Pasternak effect” (and today in popular culture
is known as the Streisand effect): by criticizing
something, rather than dissuading interest, one
attracts attention. (It might also be called the
Krugozor effect.) Nonetheless, Soviet authorities
pressed on with their occasional dissemination of
difficult music, preferring to avoid outright bans,

Partita (with

Peter J. Schmelz

Figure 1. Sylvestrov and Part in Berlin, early 1990s.
From left: Sandro Kancheli, Valentyn Sylvestrov, Giya
Kancheli, Alexander Knaifel, Rezo Kiknadze, Arvo
Part. Photographed probably by Nora Part. Credits:
Arvo Part Centre.

Figure 2. Sylvestrov and Part in Kyiv, 26 March 2011.
From left: Constantin Sigov, Valentyn Sylvestrov,
Arvo Part. Photographer: unknown / Copyrights:
unknown. Credits: Arvo Part Centre.

except in especially difficult cases, such as with
Volkonsky in the late 1960s and early 1970s, and by
the end of the 1970s, with Part himself. But in the
late 1960s, Part still seemed salvageable. Despite
the reported difficulties that arose on the heels
of Credo in 1968, he was still able to be featured
in Krugozor the next year (Mihkelson 2012: 26).
Sylvestrov was also criticized after his 1967
interview in another young people’s magazine,
Yunost’ or “Youth,” but this criticism did not
prevent his 1968 appearance in Krugozor (Schwarz
1983: 487). These instances, like the appearance
of Karetnikov’s Symphony no. 4 in Krugozor, are
yet further illustrations of the unpredictability
engendered by the gigantic Soviet bureaucracy.
Karetnikov is a counterexample: after he appe-
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Table 3. Sylvestrov, Foreign Performances. List of compositions accompanying letter dated 28 September 1971
from the Union of Composers of Ukraine to the Central Committee of the Communist Party, Ukrainian SSR
(TsDALMU, F. 661, op. 1, spr. 883: 39).

8 February 1968 Kyiv
1961 Quintet Lysenko Quartet and E. Rzhanov, piano
29 December 1964 Berlin [sic]

1962 Triada 1966 Kyiv performed by the author
1962 Trio for flute, trumpet, and celesta 24 September 1964 Berlin
1964 Mystery for alto flute and percussion 1965 Paris [sic]

8 December 1965
1965 Spectra Leningrad
Cond. Blazhkov

Symphony [no. 2] for flute, percussion, piano, and

1965 .
strings

| April 1968 Leningrad, Blazhkov

17 February 1967

1965 Projections Indiana University, USA

NB. Quartetto Piccolo and Symphony no. 3, Eschatophony, are not mentioned.

Table 4. Part, Discography 1959-1984.
(Drawn from Doug Maskew “A. Part: The Melodiya Recordings, 1959-1990, An Overview.” APK 7-2.92)

1959 Partita (Aprelevskii zavod 8-inch)

1959/61/64 Sonatina no. 2, op. 1 (Ligo/Melodiya LP)
1960/61/64 Our Garden (Ligo/Melodiya LP)

1965/69 Our Garden (Melodiya LP)

1966 Symphony no. 1, Perpetuum mobile (Melodiya LP)
1967 Quintettino (Melodiya LP)

Symphony no. 1, Perpetuum mobile, Collage tiber B-A-C-H,

1969/75 Musica sillabica, Pro et contra (Melodiya LP)

1971 Sonatina no. 2, op. 1,and Diagramme (Melodiya LP)
1974 Véndra polka (Melodiya LP)

1976/78 Diagramme (Melodiya LP)

1976 Viindra polka (Melodiya LP)

1977/78 Quintettino (Melodiya LP)

1984 Tabula rasa (ECM LP and CD)
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Table 5. Sylvestrov, Discography 1969-1988.
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1969 Mystery, Les Percussions de Strasbourg (Philips LP).

1978 Children’s Music nos. 1 and 2 on Evgenii Rzhanov, Children’s Pieces of Ukrainian Composers (Melodiya LP).

1978 Piano Sonata no. 1 on Nikolai Suk, Piano Music of Ukrainian Composers (Melodiya LP).

1982 String Quartet no. 1 on Soviet Chamber Music (Opus, Czechoslovakia, LP).

1982 String Quartet no. 1 on Lysenko Quartet, Janacek and Silvestrov String Quartets (Melodiya LP).

1988 Symphony no. 5 conducted by Roman Kofman, Symphony Orchestra of the Kyiv State Conservatory
(Melodiya LP).

Table 6. Part, Soviet Publications (from Soomere 1977).

1961 Our Garden (Nash Sad) (Moscow: Sovetskii kompozitor)

1964 Stride of the World (Postup’ mira) (Moscow and Leningrad: Muzyka)
1967 Symphony no. 1 (Leningrad: Muzyka)

[1968 Perpetuum mobile (Universal Edition)]

1969 Collage liber B-A-C-H (Leningrad: Muzyka)

1971 Symphony no. 2 (Leningrad: Muzyka)

Table 7. Sylvestrov, Soviet publications.

1970 Triad for piano (Kyiv: Muzyka)

1978 Symphony no. 2 (Kyiv: Muzychna Ukraina)

1979 String Quartet [no. 1] (Kyiv: Muzychna Ukraina)

1980 Children’s Music for piano (Kyiv: Muzychna Ukraina)

1981 Music in the Old Style (Kyiv: Muzychna Ukraina)

1985 Quiet Songs (Moscow: Sovetskii kompozitor)

1986 Symphony no. 4 (Kyiv: Muzychna Ukraina)

1987 Piano Sonatas (Kyiv: Muzychna Ukraina)

1990 Symphony no. 5; Chamber Cantatas (both Kyiv: Muzychna Ukraina)

ared in the magazine, he swiftly sank from sight
(Taruskin [forthcoming]).

Aside from this one point of “commonality,”
their late-1960s appearances in Krugozor, and
their “comradeship in misfortune,” the careers
of both Part and Sylvestrov could not have been
more different over the course of the 1960s and
after. Exceptionally for a young Soviet composer

with his stylistic predilections, Part’s music was
recorded and released on LP in the 1960s; he
even received an entire album of his music in
1969, a high-water mark in Part’s Soviet reception
(Table 4). Sylvestrov, by contrast, had only one
composition released in the 1960s, the recording
we have already noted by Les Percussions de
Strasbourg, with its glossy, silvery, futuristic cover.
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From the moment of that LP release on Philips
in 1969, none of his music was publicly available
anywhere, until some of his early 1970s piano
compositions appeared on Melodiya records in
1978 (Table 5). More compositions followed in
the 1980s. Of course, these tables do not take
into account the frequent circulation of unofficial
recordings, chief among them Bruno Maderna’s
rendition of Sylvestrov’s Symphony no. 3,
Eschatophony, made in 1968 in Darmstadt, or the
recordings musicologist Kevin Karnes describes in
his writings on Part (Karnes 2021). In Sylvestrov’s
case, most of these unofficial recordings were
only possible because of his success abroad in
the 1960s, a success Part did not share. Sylvestrov
garnered several prestigious international awards
during the decade, including a Koussevitzky
Prize in late 1966,? and in 1970 second prize
at the International Gaudeamus Composers’
Competition (for his 1967 Hymn). But his moment
in the sun was brief; the glare of international
fame provoked problems back in the USSR.

And this is where Part’s position as an Estonian
composer had its benefits. For Part’s music was
more readily available in published scores (Table
6), while Sylvestrov largely went unpublished un-
til the late 1970s (Table 7) (Schmelz 2021: 246-247).
These opposite fates reflect the different attitudes
toward music and musical style in Estonia and
Ukraine. Ukraine much more aggressively stifled
artistic experimentation. In a letter from February
1971, Leningrad composer Sergey Slonimsky
bemoaned the criticism Sylvestrov’s music had
received at a plenum in Moscow just after his
dismissal from the Union of Composers in Kyiv in
1970. (As persona non grata at the time, Sylvestrov
had not been invited to the plenum.) Slonimsky
wrote, “It's long past time for them to publish and
propagandize your music as the national pride
of Ukraine like the Estonians do with Part, Sink,
and R&ats.”'® But that moment would not arrive
during the Soviet period. And by 1971 (with a few
exceptions) Part was no longer being published
or propagandized either. Yet Sylvestrov’s Soviet
career on records and in print was just getting

started. It began to take off in the USSR just at
the point when Part left the Soviet Union in 1980,
although at that moment Part’s career began to
take off in the West in a way that Sylvestrov and
his other Soviet colleagues could never have
imagined. Part’s honors and recognition were just
beginning.

Next Steps

Both Part and Sylvestrov moved away from
their 1960s experimental periods in different
ways. Sylvestrov began advocating for the
appearance of many (all) different styles in a
single composition by searching for what he
called “identity” or “oneness,” a harmonious
rapprochement between different kinds of music.
This searching reached an apex in two key works
from around 1970: the Trio for violin, piano and
cello he called Drama and the Concerto for cello
and orchestra he called Meditation. In both works,
the performers light and blow out matches,
a theatrical enactment of Sylvestrov's focus
on passing moments, on instants that contain
infinity.

Drama parallels, less bombastically, Part’s
Credo with its collisions of serialism, aleatory,
sonorika, and quotations from Bach's Well-
Tempered Clavier. 1976 and 1977 are usually seen
as Part’s pivotal years, marked by the advent
of his tintinnabuli style in a large number of
compositions, as his pent-up creativity began
flooding over (Karnes 2021). In Sylvestrov’s case
the turn came in 1973 when he composed a
number of important compositions, including
some deliberately naive piano cycles, a chamber
cantata, his Kitsch Songs, as well as the first of his
Quiet Songs (Table 8). It is the Quiet Songs that |
would nominate as the parallel to Part's Fiir Alina,
although any of Sylvestrov’s piano compositions
from 1973 would also fit the bill (and would
make a better generic pairing with Part’s piano
composition). According to reception history,
Tabula rasa and Quiet Songs are a more accurate
paring, as these two ECM releases serve as each
composer’s calling card, signaling their fruitful

12 Sylvestrov received the award in 1966; he submitted his score in 1967. See https://www.koussevitzky.org/commissions/

(16 September 2022).

3 Sergey Slonimsky to Sylvestrov, undated letter, postmarked 8 February 1971 and 10 February 1971, Paul Sacher Stiftung,

Sammlung Valentin Silvestrov.
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Table 8. Sylvestrov, 1973 Compositions.

Simple Songs (Prostye pesni)
“Mchatsia oblaka” (anon.)
Kitsch Songs (Kitsch Pesni)

“Prislukhaisia ...” (Hryhory Koval)
“Sviato Sliv” (Valerii Kurinskyi)

“O el sol no espero, no!” (in Memory of Garcia Lorca; Kurinskyi)

“Dni zabuti ..." (Vadym Kryshchenko)
“Pisnia dlia Anni” (Kurinskyi)

Quiet Songs

“Skvoz’ volnistye tumany” (Winter Journey, Pushkin) (no. 9)

Peter J. Schmelz

March 1973

20 December 1973
Fall 1973

January 1973
November 1973
March 1973

22 December 1973

[the next song in this cycle is from 20 September 1974 (song no. 10)]

“Nocturne”

“Lament of Orpheus” (“Plach Orfeia”) (Sylvestrov)

Music in the Old Style (exact date of composition unknown)

Children’s Music (part one completed “8 March 1973 g.”; second part n.d.)

Cantata (Fyodor Tyutchev, Alexander Blok), soprano, chamber orchestra

relationship with the label, and the lucrative
exposure to worldwide audiences it facilitated."
Sylvestrov's development lacks the disjunc-
tures in Part’s evolution. His biography has no
equivalent to Part’s so-called quiet period, when
he spent time writing in his many notebooks
monophonic melodies inspired by Gregorian
chant. There has been much debate about
Part’s period between Credo and Fiir Alina and
the other tintinnabuli music from the mid-1970s:
whether it represents rupture or transition,
silence or continuity (May 2021). Sylvestrov and
his commentators have instead emphasized the
continuities in his output, pointing to the ties
between hisavant-garde musicfromthe 1960sand
what he called his “metaphorical style” that follo-
wed, which encompasses both his “kitsch” and
“post” compositions (Schmelz 2021). Sylvestrov
later claimed that between his compositions from

1 September 1973

the 1960s and his works after 1973 there was
no “change [of style], rather a continuation with
different means ... My Quiet Songs are also within
an avant-garde style” (Savitskaya 2007; Sylvestrov,
Pilyutikov 2010: 111). Nonetheless, in the 1970s
both composers began producing music that
foregrounded sensation, allowing listeners to
forget about style, about technique, about the
avant-garde. But not all listeners.

Conclusion: Modern or Postmodern?

Here we may observe one final, larger
historiographical and aesthetic point about
each composer, their music, and their legacies.
Paul Griffiths, one of musical modernism’s most
active participant-observers, has been forced
to rationalize over the course of his career the
enduring popular appeal of both Part and
Sylvestrov. Griffiths has written liner notes for

14 Leggiero, pesante (2002) was Sylvestrov’s first recording for ECM (ECM New Series, ECM 1776), Requiem for Larissa was
released in 2004 (ECM New Series, ECM 1778) as was Stille Lieder (Silent Songs, in the translation used by ECM; ECM New

Series, ECM 1898/99).
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the ECM releases of Sylvestrov's Quiet Songs and
Requiem for Larissa, in which the composer’s
latter-day explanation of his “post” aesthetic,
written, he (Sylvestrov) says, after the end of the
symphony, fuel his (Griffiths’) poetic urges: “Time
in Valentin Silvestrov’s music is a black lake. The
water barely moves: the past refuses to slide
away; and the slow, irregular stirrings of an oar
remain in place” (Griffiths 2004: 2). In ECM record’s
anniversary coffee table book from 2007, Horizons
Touched, Griffiths places Sylvestrov in time:

And, as more music from behind the erstwhile
Iron Curtain became known (often by way
of the [ECM] label’s recordings), the outputs
of such apparent opposites as [Helmut]
Lachenmann [b. 1935] and Valentin Sylvestrov,
close in age, came to seem different reactions
to the same phenomenon, the same time.
History, as steady progress towards some
desired goal, had cometoanend... Sylvestrov
saw the sunset, Lachenmann the darkness. For
both it was night (Griffiths 2007: 290).

It is a familiar story of farewell, one fertilized
by Theodor Adorno, among many, many others.
Sylvestrov would balk at the comparison, as his
frequent inveighing in interviews against what he
hears as the empty posturing, and the very lack
of music, in Lachenmann’s compositions indicates
(Sylvestrov, Nestyeva 2004: 159-160).

Griffiths’ engagement with Part has been
less straightforward. In the 1995 edition of his
history of music after 1945, he effectively threw
up his hands (Griffiths 1995: 266).”> Pointing,
without any commentary, to seven measures
from Pért’s Passio, the moment when Pilate asks:
“What is truth?” Griffiths seemed to suggest
that Part’s music was causing him to question
his own grounding in objective reality. His only
recourse: to say nothing at all, letting the music,
or lack thereof, speak for itself. Yet Griffiths’
opinion has changed. In the luxurious 2010
facsimile score for Tabula rasa, Griffiths opens
the volume with an essay called “Now, and
Then.” He again mentions Lachenmann, now in
relation to Part. “Adverse reactions [to Tabula rasa
in the 1980s] were understandable,” he wrote.

“Just at that time the world of contemporary
music was being unsettled by a kind of easy-
listening Romantic pastiche justifying itself as
postmodern, and there was an urge to close the
gates against a devaluation of all that had been
fought for. But Part was not the enemy here ..."
(Griffiths 2010: 6). For, as Griffiths explains, Part
was published by Universal Edition, which also
published Pierre Boulez and Wolfgang Rihm,
and his recordings were released by ECM, which
“also features his close contemporary Helmut
Lachenmann.” It is salvation by association.
But more than association. Griffiths concludes,
“through Arvo Part’s music drift shadows. This is
not a totally amnesiac simplicity but one that has
been struggled for, one that implies an immense
process of discovery ..."” (Griffiths 2010: 6). Success
and modernism make uncomfortable bedfellows,
forcing such convoluted justifications. As long
as we can hear shadows and darkness - sunset
rather than a (delusional) sunrise — we can listen
in (self-)satisfied discomfort. Yet, Griffiths makes a
salient observation: Sylvestrov’s and Part’s music,
born of the conflicted optimism of the Soviet
1960s, contains more than its share of sacrifice.
The stylistic — and societal - cacophony of that
decade continues to reverberate in and around
their music. And we continue to listen back to its
genesis, captivated by sounds so simple yet so
hard-fought.

Postscript

During the “Arvo Péart: Texts and Contexts”
conference, word reached the participants that
Sylvestrov had just posted online a composition
in honor of Part’s birthday. Called “MHoras nita,”
2021 (“Many years”), a traditional birthday text
in Ukraine, it touched on their shared history
and their shared positions as elder statesmen
of post-Soviet music.'® Like many of Sylvestrov’s
aural sketches heard on the internet over the past
decade, he included performance instructions,
indicating that the work was meant for chorus,
and that this version was sung by the composer
himself (Schmelz [forthcoming]). He also noted
that at the beginning of the recording the piano
should be dolce and that the voice should be

15 NB Griffiths 1986, whose first sentence reads: “Arvo Part [sic] belongs to a familiar Russian type, that of the mystic

simpleton.”

16 See https://www.youtube.com/watch?v=DuzUB45SGaH8 (16 September 2022).
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piano, leggiero, and lontano (some of Sylvestrov’s
favorite dynamic and expressive indications). The
following explanation accompanied the song on
YouTube: “In the Divine Comedy Dante spoke of
the great heaven which is lodged in a single point.
The short form [i.e., brevity] of this dedication
holds so much love for a friend and for everything
that connects and comes between us.”

Two days later Sylvestrov released a “renewed
and completed version of the musical offering for
Arvo Part,” with a new program note:

It seems to me that it is “Many years,” but
instantaneous. When there is an instant - it is
very clear that it is not a formal quantity, it is
simply an endless “many years,” although that
small thing lasts 30 minutes. But it possesses
a kind of strange sensation that although
it has sounded, it extends from us farther,
continuing to sound even if we do not hear it."”

The description recalls the Mystery narrative
from the 1968 Krugozor flexi disc, revealing the
continuities of sound and space across Sylves-
trov’s creative life. But more importantly, this small
gesture of friendship from Sylvestrov touched
on the commonalities still binding composer

Peter J. Schmelz

to composer. (Nor was this his first composition
dedicated to Part: Three postludes for piano, op.
64 [2005], and Sylvestrov’s Cantata no. 4 for so-
prano, piano, and string orchestra [2015] had also
been dedicated to him.)'

Only a few months later, in the fluid, fearful
days of early March 2022, Part looked on the events
in Ukraine with horror, and wrote a heartfelt email
to Sylvestrov describing his concern and offering
help from Tallinn. Three days later as Sylvestrov
fled Kyiv by bus in a convoy driven by volunteers,
Part was part of the worldwide group anxiously
awaiting updates on his condition and location.
Constantin Sigov, a staunch friend and supporter
of Sylvestrov and his music, wrote to Part and
this group: “Hello from Kyiv! Now begins perhaps
one of the most difficult journeys in Valentyn
Sylvestrov’s life. Up until the last minute he did not
want to leave home. He told me that he is doing so
for the sake of his daughter and granddaughter.
I was able to find a car, which is now carrying them
from the left bank of the Dnieper to the right. In
Kyiv there are wartime traffic jams” (Sigov 2022).
After three stress-filled, exhausting days of travel,
Sylvestrov reached Berlin, once Part’s city of exile,
and now his own."

7 see https://www.youtube.com/watch?v=QZS6ghUTkas (16 September 2022).

18 See https://en.schott-music.com/shop/kantate-nr-4-n0385539.html (5 September 2022).

19 see https://www.faz.net/aktuell/feuilleton/debatten/valentin-silvestrov-ueber-seine-flucht-aus-kiew-17885115.html;
https://www.nytimes.com/2022/03/30/arts/music/valentin-silvestrov-ukraine-war.html;
https://www.dw.com/ru/walentyn-sylwestrow-w-interview-dw/a-61151672;
https://www.dw.com/en/ukrainian-composer-valentin-silvestrov-what-are-you-kremlin-devils-doing/a-61158308;
https://www.dw.com/en/composer-valentyn-silvestrov-on-the-war-in-his-homeland/av-61182036 (5 September 2022).
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Kaaslased ebadnnes - Arvo Part ja Valenton Solvestrov, katsetustest miisteeriumini,
aaremaalt keskusse

Peter J. Schmelz

Artiklis vaadeldakse seoseid Valentdon Sélvestrovi ja Arvo Pérdi vahel. 1960. aastatel olid Part ja Sélvestrov
kaks enim poleemikat tekitanud ja kritiseeritud noort néukogude heliloojat ning nende kogemustes
peegelduvad paljud tdhenduslikud suundumused selgemalt kui teiste, Noukogude Liidu poliitilisele
tuumikule Idhemal seisvate heliloojate puhul. Kasitletakse nii Pardi ja Sélvestrovi puutepunkte kui ka
lahknevusi, eriti nende sarnast eemaldumist avangardismi katsetustest, kuid samuti nende erinevaid
heliloojakogemusi 1960ndate Néukogude Eestis ja Noukogude Ukrainas. Hiljuti juurdepadsetavaks
saanud vahetuntud allikate toel keskendub artikkel molema karjdari poordepunktidele — hetkedele
vahetult enne selle stiili omaksvottu, mille jargi neid praegu enamasti tuntakse.

Vaatlus keskendub hilisndukogude ainelise kultuuri olulisele allikale, noorteajakirjale Krugozor.
Alates 1964. aastast ilmus Krugozor ligi kolm aastakiimmet. See jaadvustas hilise sotsialismi keerukaid
helimaastikke, kuhu kuulus ka Sélvestrovi ja Pardi olulisi teoseid. Sélvestrov tdusis esile 1968.
aasta neljandas numbris ja Part 1969. aasta liheteistkiimnendas. Nende véljaannete kaante vahel
ilmunud lastikplaadid (flexi disc) Solvestrovi ja Pardi muusikaga annavad sissevaate moélema helilooja
stiilirdannakuisse labi kuuekiimnendate. Krugozori plaat Sélvestrovi muusikaga on ainulaadne dokument
tema selle kiimnendi loomingust, sisaldades néiteid teostest ,Misteerium” (,MicTepia”, 1964) altfloodile
ja kuuele [66kpillirihmale, trio floodile, trompetile ja tSelestale (1962) ja ,Margid” (,3Hakn”) klaverile
(1961-62). Krugozori Pardi-plaadil on ,Pro et contra” varaseim teadaolev salvestis, erinev sellest, mis
ilmus samal 1969. aastal Melodija plaadil. Ajakirjas on avaldatud ka intervjuud mdlema heliloojaga,
milles on juttu nende varastest mojutustest ja stiilimuutustest (vt. Sylvestrov, Agamirov 1968; Part,
Petrov 1969). Krugozori muusikavalikust kostab Sélvestrovi kiindumust valdavalt hapra, puantillistliku
kujundikeele vastu, milles on selgeid, kuid harva margatud Boulezi mdjutusi (Harry 2003: 38). Pardi
1960ndate muusikas on seevastu liikkumapanevat energiat ja draamat, mis peale ,Pro et contra” valitseb
mitmeis teoseis, nagu ,Nekroloog”, ,Perpetuum mobile” voi 1. simfoonia. Pardi selle aastakiimne
muusikas on liilkumisenergiat, mis Sélvestrovi muusikas sageli puudub, sest teda huvitasid ka tol ajal
pigem seisundilikud 16igud, kus muusikalise ruumi loovad peen faktuur ja kélavarv. Lisaks Krugozori
1968. ja 1969. aastal jaadvustatud vdartuslikele dokumentaalkaadritele Sdlvestrovist ja Pardist annavad
need numbrid tunnistust ka sellest, kui laialt olid Sdlvestrov ja Part selle kiimnendi I6pu Néukogude
Liidus tuntud. Nende (hisjoonte kdrval — esindatus omaaegses Krugozoris ja nende {hine ebadénn -
naitab artikkel, et Pardi ja Sélvestrovi karjaarid 1960ndatel ja parast seda oleks vaevalt véinud kujuneda
erinevamaks.

Tolkinud Toomas Siitan

34 | Res Musica nr 14/ 2022



Tintinnabuli and the Sacred:
A View from the Archives, 1976-77

Kevin C. Karnes

Abstract

Drawing on Arvo Part’s musical diaries and other archival materials, this article examines three key
discoveries that were crucial to the coalescence of the composer’s tintinnabuli style in 1976-77: (1) the
two-voice contrapuntal structure of melodic and triadic lines, (2) algorithmic methods for generating
musical structure, and (3) the so-called syllabic method of transforming poetic texts into melodic lines.
The third of these discoveries, which occurred on the single day of 12 February 1977, culminated Part's
yearslong search for a musical language capable of accommodating his vision of the divine. The syllabic
method, the article suggests, was uniquely capable of accommodating Péart’s Orthodox Christian
practice, by offering a way of setting sacred texts that required him to cede any urge to interpret, reflect,
or express his own ideas about their meanings. Charting parallels between Pért’s syllabic method and
the working methods of the Orthodox Russian painter Eduard Steinberg (1937-2012), the article closes
by suggesting that in both cases, the radical abstraction of the works they created opens spaces for the
Orthodox notion of apophatic knowledge to take hold, through which a listener or an observer might

feel themselves just a bit closer to the divine.

Discoveries

Arvo Pért’s vision for one of the first works he
would identify with the word “tintinnabuli”
came to him suddenly, as if out of the blue. The
event, documented by the musicologist Saale
Kareda and recalled by Arvo and Nora Part in
Dorian Supin’s documentary film 24 Preludes for a
Fugue, was the production of a nearly complete
sketch for Fiir Alina on 7 February 1976 (Kareda
2000: 59n3; Supin 2002, at 0:55:30). It came just
three days after Part began experimenting with
contrapuntal settings of melodic and triadic
voices in his composing notebooks, his “musical
diaries” (muusikapdevikud). On the diary page,
Alina is expansively laid out, even visually
beautiful in its multicolor inscription (Figure 1).
In red pen, the composer recorded his initial
imagining of the work as performed on the
organ.! Its first performance, however, was on the
piano, just six weeks after Part made this sketch.
On 23 March, the pianist Rein Rannap played
Alina as an encore following his recital in Tallinn’s
Estonia Concert Hall. As an encore, Alina did not
appear on the printed program of the recital, and
(as was customary for encores) it was not recorded
for archiving with the Estonian SSR Philharmonic.
The only trace we have of the performance was a

1 Arvo Pirt Centre (Arvo Pardi Keskus), APK 2-1.7.
2 Mets 1976 10; Mihkelson, interview 2019.

single review in the paper Sirp ja vasar, where the
critic mentions Pért's premiere only in her final
sentence.?

The completion of Fiir Alina marked Part’s
discovery of a key structural component of what
would soon become known as his tintinnabuli
style of composing: the strict interplay of melodic
and triadic voices, which the critic Merike Vaitmaa
perceptively and immediately recognized as
revealing a deep yet surprising kinship between
early and modernist music. It “reminds us,” she
wrote in December 1976 after hearing a suite
of Part's early tintinnabuli-style works, “partly
of the strict counterpoint of early music, partly
of the strict serial techniques of the twentieth
century” (Vaitmaa 1976: 10). With her words about
serialism, Vaitmaa was likely thinking about works
like the second piece Part would associate with
the word “tintinnabuli”: Saara, sometimes called
Modus, which was eventually published under
the title Sarah Was Ninety Years Old. The musical
diaries reveal Part working intensively on Sarah
just three weeks after he composed Alina.

A diary sketch from 28 February 1976 (Figure
2), reveals something of this process: on the
bottom of the page, in blue ink, Part mapped out
pitches — a series of pitches he discovered while
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Figure 1. First realization of Fiir Alina in the musical diaries, 7 February 1976 (APK 2-1.7).
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working on the film Vdrvilised unendod (Colourful
Dreams, 1974) - and also meditated on the shape
of those pitches, on their visual form on the
page.? Unlike Alina, the score of Sarah does not
feature melodic and triadic voices. Also unlike
Alina, Sarah came together gradually, over the
course of several months, as Part methodically
designed and then recursively ran a combinatorial
algorithm that enabled him to generate most
of the work from a single, eight-note series of

3 APK 2-1.7; Karnes 2021: 52-53.

pitches. In another sketch for the Sarah (Figure
3), we see him experimenting with various ways
of permuting reiteratively an abstract series of
notes. One possibility he hit upon is what he
ultimately used to complete the piece.* We can
see it in the sixth and seventh lines of note-
heads on the left-hand side of the sketch. There,
a green arrow indicates that the final pitch of line
six would return as the first pitch of line seven.
In his autograph manuscript of the completed

4 Estonian Theatre and Music Museum (Eesti Teatri- ja Muusikamuuseum), ETMM, M238:2/61.
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Figure 2. Early sketches for Sarah Was Ninety Years Old in the musical diaries, 28 February 1976 (APK 2-1.7).
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composition (Figure 4), we see all of this brought
together: the pitch material and its striking visual
presentation taken from the diaries, with the
permutation of the eight-note row that Part first
flagged with his green pen.® Like Alina, Sarah was
premiered soon after it was completed, likewise in
an inconspicuous place: at a festival of new music
organized by the Latvian DJ Hardijs Ledins, the
Russian pianist Alexey Lyubimov, and a group of
students from the Riga Polytechnic Institute. The

5 ETMM, M238:2/13.

performers’ names have been forgotten (Karnes
2021: 83-88).

The archival documents described above
provide glimpses of two of the three signal
discoveries of 1976-77 that made Part's early
tintinnabuli music sound the way it does,
discoveries that enabled his tintinnabuli project,
which was always much more than just musical
notes, take manifest form in sound. The first
of those three discoveries, marked by the
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Figure 3. Sketch for Sarah/Modus (ETMM, M238:2/61).

Figure 4. Page from the manuscript fair copy of Sarah/Modus (ETMM, M238:2/13).
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composition of Alina in February 1976, was the designed algorithmic processes. The third
structure comprising
melodic and triadic voices. The second key
discovery came during the composition of
Sarah, between February and April of that year:
a quasi-mathematical approach to generating
musical structures autonomously, by reiteratively

two-voice contrapuntal

running pitch  material
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through

carefully

principal discovery, as | will detail below, occurred
on a single day, 12 February 1977, when Part
discovered the logogenic compositional method
that has since become known as his “syllabic”
technique. But as we will see, even though this
third discovery arrived suddenly, it was prepared
by months of concerted searching for a musical



language capable of accommodating his vision of
the divine. Indeed, the musical diaries reveal that
nearly the whole of Part’s tintinnabuli project,
from its very earliest jottings, was a sacred project
at its core, its devotional nature concealed in
philharmonic concerts while openly celebrated in
underground creative circles (Karnes 2021, Karnes
2019). It was, in fact, Part's spiritual searching,
perhaps more than any musical discoveries,
that defined his tintinnabuli project in these
years. What ultimately led him to the sound of
his tintinnabuli style was, simply put, an act of
devotion.

In the pages that follow, | will unfold this
argument in three parts. First, | will retrace Part's
discovery of the syllabic method on the pages of
his musical diaries, which reveal his tintinnabuli
project of 1976-77 to have consisted largely
in his search for means of sounding musically
his Christian faith. Then, | will turn to further
archival sources to examine his syllabic method
of composition as an act of specifically Orthodox
devotion. Finally, | will explore some parallels
between Part’s work and that of a contemporary
painter, the Russian Eduard Steinberg (1937-
2012). In doing so, | will suggest that the radical
abstraction of Part's syllabic compositions,
like Steinberg’'s strikingly abstract canvases,
opens pathways for grasping something of the
apophatic tradition in Orthodox theology, to
which both artists were so powerfully drawn.

Searching for a Language

As Immo Mihkelson vividly recounts, the Tallinn
premiere of Part’s tintinnabuli-style music on
27 October 1976, performed in an Estonian SSR
Philharmonic concert in the Estonia Concert
Hall, featured seven works arranged in what the
composer was calling his Tintinnabuli suite (oopus,
in Estonian) (Mihkelson 2016). Four of those works
were instrumental, with the other three scored for
wordless singing. All featured Latin or Estonian
titles that either were referentially ambiguous
(Aliinale, “for Alina”; In spe, “in hope”) or alluded
to their musical structure (Pari intervallo: at the
same distance). Saara, whose title referred to the

6 ETMM, M238:1/4.
7" Vaitmaa 1991: 22; ETMM, M238:2/13.

Kevin C. Karnes

Figure 5. Program for the Tallinn premiere of the

Tintinnabuli suite, 27 October 1976 (ETMM, M238:1/4;
digital copy APK 5-1.289).

KAVA

I

— Tintinnabuli
(esiettekanne)

Galix
Modus

A. PART
(1935)

Trivium
Aliinale

Kui Bach oleks mesi-
lasi pidanud...

Pari intervallo

In spe

Kaastegev —
ENSV teeneline kollektiiv
TALLINA KAMMERKOOR

Koormeistrid —
ENSV rahvakunstnik
Kuno Areng

ENSV teeneline kunstitegelane
Ants Uleoja

Orelil —
ROLF UUSVALI

book of Genesis, appeared on the program as
Modus, Latin for method, a word without religious
connotations (Figure 5).6 A sketch of Calix
(“Chalice”) shows that it once had set the Latin
Dies Irae sequence.” But on the Tallinn concert
it was performed with solfege syllables instead
of the Latin text.? In short, no hints of devotional

8 Estonian Public Broadcasting (Eesti Rahvusringhailing), ERR, UPST-2734/KCDR-1020.
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Figure 6. Vocabulary list in the musical diaries, 3 September 1976 (APK 2-1.18).
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Figure 7. Experimenting with the order and titles of movements in the Tintinnabuli suite in the musical diaries,

mid-September 1976 (APK 2-1.18).
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underpinnings greeted the audience for the
philharmonic concert that night.

Part's musical diaries tell a different story.
Two months before the Tallinn premiere, Part
had finished composing all but one of the
works in the Tintinnabuli suite. Only Wenn Bach
Bienen geziichtet hdtte ... (If Bach Had Been a
Beekeeper ...) remained, and he spent the first

40 | Res Musica nr 14/ 2022

two weeks of September working to complete it.
At the same time, he was searching for titles of the
suite’s movements, compiling lists of Latin words
and their Estonian or Russian translations that
would figure in the official unveiling of his new
style. The words “pari intervallo” appeared on
his sketchbook lists on 3 September 1976 (Figure
6). The words “modus” and “tintinnabulum”



appeared ten days later.’” Importantly, the diaries
alsoreveal that Part was thinking of the entire suite
as a sacred work leading up to the premiere, albeit
one whose outlines were still flexible and to some
extent unclear. In mid-September, he was working
out both the titles and the order of its movements
(Figure 7). He was still identifying Calix as a Dies
Irae, and he toyed with calling Saara “Ortus,” Latin
for birth or origin - likely a more oblique reference
to Genesis 21, where Sarah gives birth to Isaac in
her ninetieth year. Ultimately, he settled on the
even more neutral Modus. The final piece in the
suite, In Spe, he identified as a Kyrie. Finally, in mid-
October 1976, his work on the Tintinnabuli suite
completed, he took a break from daily composing
until after the Tallinn premiere. On 1 November,
five days after the historic concert, he returned to
his musical diaries, and to a project with which he
had already filled hundreds of notebook pages:
composing free, monodic melodies in the manner
of Gregorian chant, sometimes setting Latin
psalms or Russian devotional texts. For the next
ten days, he produced nothing but page after
page of chant-like melodies, dozens of exemplars
daily.’® A more immediate statement of Christian
devotion, musically expressed, is hard to imagine.

What brought Part back to the tintinnabuli
project was the Nicene Creed, the Credo of
the Latin mass: “I believe in one God.” On 11 or
12 November 1976, he began searching for a
melodic line to set that text, and it was through
this round of work that his experiments with
algorithmic processes acquired a different cast."
From that point forward, all the way until the end
of 1977, Part's principal, abiding concern became
the adapting of various tintinnabuli principles to
the setting of undisguised sacred texts. He took
occasional breaks from this project to produce
instrumental pieces he had promised to others.
But those he either dispatched quickly, returning
as soon as possible to his more explicitly
devotional work (as in the case of Fratres), or else
he executed them in bits and pieces, around the
edges of his text-setting project (as with Tabula

2 APK2-1.18.
10 Ibid.
" Ibid.
12 bid.
3 bid.
4 APK 2-1.19.
15 APK 2-1.21.
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rasa). It is important at this point to recall that
in the Soviet 1970s, Part’s laser-like focus on
setting sacred texts was wildly impractical, even
“unnormal,” to borrow from the anthropologist
Alexei Yurchak (2006: 102-122). There was literally
no place in the Soviet Union where a new setting
of a Credo, a Passion, or a mass could be openly
performed. But practicality is not what drove him.
Part’s project was as idiosyncratic as it was deeply
felt and obsessively pursued.

Between 11 and 13 November 1976, Part
experimented with several possibilities for
setting the Credo, soon arriving at the freely
composed melody that would eventually serve
as the opening of Summa. At the same time, he
worked out the reiterative algorithmic process
that would enable him to elaborate that melody
into a structure capable of accommodating the
entire lengthy text.'? Then, temporarily putting
his work on the Credo to the side, he turned on 14
November to work on another text from the Latin
mass, the Gloria. Six days after that, he explored
yet another approach to setting the Nicene
Creed.® On 13 December, he turned to another
mass text, the Benedictus. At the start of January
1977, he came back to his initial setting of the
Credo, and he stayed with that for the next two
weeks. By 22 or 23 January, he had written out the
complete score of what he titled “Credo Xl 76-1
77" which he would eventually christen Summa.'*

After finishing Summa, Péart spent days
composing chant-like melodies. He ceased that
work on 12 February, when he had a break-
through. He began that day as he sometimes did,
inscribing the Orthodox “Jesus Prayer” in the form
of a Russian acronym at the top of the page: “Lord
Jesus Christ, Son of God, have mercy on me, a
sinner”.> Then he wrote out, as if spontaneously,
a melodic setting of a prayer attributed to the
fourth-century Orthodox saint Macarius the
Great, by means of what would later become
known as his “syllabic” method of composing: a
way of deriving a melodic line directly from the
linguistic text itself (Figure 8) (Brauneiss 2012:
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Figure 8. Syllabic setting of the Third Prayer of Macarius the Great in the musical diaries, 12 February 1977 (APK

2-1.21).
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Figure 9. Syllabic setting of the Gloria from the Latin Mass in the musical diaries, 12-14 February 1977 (APK

2-1.21).

122-125; Hillier 1997: 106-114). Immediately after
setting the saint’s prayer to music in this way, still
on 12 February, he returned to the Latin Gloria
and applied the same syllabic technique to it,
generating from its text a melodic line for tenor
(Figure 9). Five days later, he paired that tenor

16 |bid.
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with a countermelody for alto, composed using
the same syllabic method. A transcription enables
us to assess more readily what he accomplished
on that day (Figure 10).'6

In the tenor line, notated in the bass clef,
every word of the Gloria text begins on the same



Kevin C. Karnes

Figure 10. Opening measures of the Gloria from the Missa syllabica, transcribed by the author from the musical

diaries, 17 February 1977 (APK 2-1.21).
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pitch, D. From that D, the melodic line descends
one diatonic step with the articulation of each
successive syllable of a word. Since the first
word of the text, “gloria,” has three syllables, its
melodic line descends from D through C to B-flat.
The second word, “in,” has only one syllable, so
the melody it inscribes consists of just a single D.
After that comes “excelsis,” whose three syllables
determine a melodic line identical with that of the
word “gloria.” Then, a two-syllable word, “Deo,”
whose line descends from D to C. The melody
of the alto voice is formed in the same way as
the melody of the tenor, only in its case the final
syllable of each word is always sung on the pitch
A, and the melodic motion is always ascending
from below, rather than descending from above.
The three-syllable word “gloria” is therefore sung
F-G-A; the word “Deo” inscribes the two-note
ascent G-A; and so forth.

After sketching the melodic lines for the Gloria
using the syllabic method, Part’s work through
the mass proceeded quickly. He composed the
Kyrie, then the Agnus Dei, then the Sanctus, then
the Credo. He typically inscribed the principal
melodic voice first, then a contrapuntal melodic
voice, and finally the triadic voices. On 17-18
February, less than a week after he had discovered
the syllabic method, he wrote out the full score of
what he would eventually call the Missa syllabica.
After that, he did not stop. On the single day of 21
February, he composed a complete early version
of De Profundis using the same syllabic principle.”
The following day, he composed a syllabic setting
of the Latin Miserere text - a setting he discarded,
which bears no resemblance to his work of that

7 Ibid.
18 APK 2-1.20, 2-1.21.
19 ETMM, M238:1/4.

name from 1989. On 24 February, he began
applying the syllabic method to the text of the
St John Passion, a project that would occupy
him throughout the remainder of his time in the
Soviet Union and into his first years in the West.'

Words and Meanings

To my knowledge, Part never wrote or spoke
about his syllabic method of composing prior to
his emigration — understandably, given that the
discovery of the method arose from his search for
ways to set in music the words of the scriptures,
the liturgy, and the saints. But in program
notes that he and his wife distributed at early
performances of his tintinnabuli-style work, they
left some clues about why the syllabic method
seemed precisely the solution to the problem of
setting sacred texts with which he had wrestled
since the historic concert of October 1976.

To help the audience at the historic concert
understand what they were about to hear,
Nora Part described the quasi-mathematical,
algorithmic methods Part had used to compose
Modus, Calix, and other works on the program.
“The constructive simplicity and strictness” of this
music “are easily ‘read’ by the mind,” she wrote.

The logic of the process is fully exposed. [...]
Never before had number and mathematical
calculation appeared in the work of a
composer in such a naked way [...] Number
[arv]l has informed the melodic line, form,
polyphonic structure, and rhythm, and it
has excluded the possibility of anything
happening by chance.””
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Two years later, for performances of Part’s mu-
sic at Tallinn’s Festival of Early and Contemporary
Music in November 1978, Nora Part revised these
earlier program notes. She recapitulated their
earlier points about mathematical structure, and
then she added this:

In tintinnabuli, Part discovered a new principle
by which music relates to a text. The word
[séna] is articulated in a manner determined
by a unique and dynamic feature of the system,
and numerical parameters of construction
contribute to the creation of form. In this
way, the semantic aspect of the word is partly
infused into the musical fabric.?°

To my mind, reading in succession these two
statements - one penned shortly before and
the other just after his discovery of the syllabic
method - seems to reveal something important
about just why Part’s discovery of that method
seemed exactly the solution he was seeking
during his months of experimenting with setting
sacred texts. In her notes of October 1976,
Nora Part noted Part’s attraction to “number”
and algorithmic designs for their capacity
to generate musical structures in a way that
excludes the possibility of anything happening by
chance in the compositional process. Given this,
it seems only natural that Part would later latch
onto an algorithmic method for autonomously
generating sequences of pitches directly from
the structures of the texts he now wished to set.
If his first round of experimentation, as in Saara,
consisted in ceding aspects of his compositional
decision-making to mathematically determined
algorithmic processes, he now simply shifted, in
this latest round of work, to a new form of input
into the algorithm. Numbers were replaced by
words.

With respect to this issue, Toomas Siitan
points to something crucial and still deeper. For
Siitan, the syllabic method itself constitutes an
expression of Part's Orthodox faith. “In his relation
with the Word,” Siitan writes, “Arvo Part is close
to the original Christian way of thinking, which
has been preserved more purely in the Orthodox
Church.” He continues:

He is not a “construer” of the texts in his
works; he does not highlight a personal
aspect in them, but rather presumes that the
text comprises the entire message perfectly.
The texts likewise possess their own music,
which must merely be brought forth. As such,
the composer does not have all that much to
add to the texts on his own part - the music
only serves and carries out the text, giving it a
sound-based existence. (Siitan 2014: 11)

In this passage, Siitan refers to a way of
thinking musically about — and also within - ritual
practice in the Orthodox Church. There, as Jeffers
Engelhardt documents, the singer, in her act of
devotion, does not seek to give voice to sacred
texts in an individuating, personally expressive
way. Rather, the singer submits to various melodic
“prototypes” of the Orthodox modal system. It is
through such singing - through such “disciplining,
emptying, and effacing a desirous, individuated
self,” so that the spirit itself can be heard - that the
Orthodox singer strives to know or become closer
to God (Engelhardt 2015: 44, 36). With respect
to Part, Engelhardt suggests that the syllabic
“formula derived from a sacred text” is akin to “the
prototype that Part renders in sound, attenuating
or effacing his own subjectivity to make manifest
the beauty and truth of the prototype, similar to
the prayerful ascetic discipline of creating an icon
according to a sacred prototype” (Engelhardt
2012: 42).

For Part, the word of the scriptures, the liturgy,
and the saints is where all meaning resides, and
the word is therefore what must sound - clearly,
directly, and without personalizing inflection. In
the syllabic method and its algorithmic designs,
he believed he had found a way of reducing his
creative intervention in the setting of texts to the
point where he merely attended to their words,
setting them free, as it were, to determine their
own melodic course. In this respect, the Russian
composer Vladimir Martynov was right when
he described Pért’s tintinnabuli-style music as a
powerful testament to the “collapse of the idea
of the ego” in experimental art of the 1970s
(Martynov 2011: 118). For Pért, devotion to the
word was everything. The sound of his own music

20 | atvian Centre for Contemporary Art (Latvijas Laikmetigas makslas centrs), LLMC, Ledin3 Collection, Rokraksti.
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was secondary. It was nothing more — and nothing
less — than a vehicle for sounding his devotion to
sacred texts.

Apophatic Spaces

Siitan’s remarks on the syllabic method point
to an aspect of Orthodox Christian practice,
hesychasm, that has been widely associated with
Part and his music in Western commentary since
the 1990s, when Paul Hillier first began writing on
his work (Hillier 1997: 6-10). Typically linked to the
trope of silence that frequently attends conver-
sations about Part’s tintinnabuli-style music
(the term derives from the Greek word hesychia,
for silence or stillness), the Orthodox notion of
hesychasm might more accurately be described
as “the practice of prayer in inner silence, in the
renunciation of thoughts, passions, and images,”
as Peter C. Bouteneff writes (2015: 121n101). The
silence inherent to Orthodox hesychasm is neither
exclusively nor even specifically aural. Rather, it
is also metaphorical, signaling one’s abandoning
the will to interpret or engage as interlocutor
with sacred words received. It constitutes an
effacing of the self and the creative, interpreting,
expressive ego. “Stone-silence is precisely the
appropriate posture before the divine,” Bouteneff
observes. “Intelligent, word-bearing creatures
must therefore mimic the dumb stones. [...]
Renunciation and silence [are] understood as
indispensable to the discipline of apprehension
of truth, of self, of the divine” (Bouteneff 2015: 111,
120).

For Engelhardt, this notion of prayerful silence
is inseparably tied to the Orthodox principle of
apophatic (or “negative”) knowledge of God.
Since “God's nature [is] beyond the capacities of
human knowledge to express,” he writes, only
“negative statements about divinity” — about
what God seems not to be, about when and
where His presence does not seem to be felt
- can constitute “true reflections of individual
experiences” of the divine. By silencing the
subject within, “prayer and participation in the life
of God (theosis) become possible through lived
faith and the grace and mystery of God rather

Kevin C. Karnes

than through the accomplishments of human
reason” (Engelhardt 2015: 106, 43-44). With the
syllabic method, as Siitan understands it, Part
accomplished something akin to this. Part’s input
into the algorithmic system was the word of God,
the prophets, or the church fathers. Inscribing
in his notebooks the autonomously generated
musical output of that system, he ceded his urge
to interpret, reflect, or express his own ideas
about the meaning of their words, about what
God might be said positively to be. “The music
only serves and carries out the text,” Siitan writes,
“giving it a sound-based existence” (2014: 11).
Similar statements are widely made about the
art of a nearly exact contemporary of Part, the
painter Eduard Steinberg. Born in 1937, Steinberg
spent his formative years in internal exile from
Moscow with his father Arkady, also a painter.
During thattime, living in the village of Tarusa over
100 kilometers south of the capital, Eduard ac-
quired through his father an enduring fascination
for the art and literature of the Russian and Soviet
avant-garde of the 1910s and 1920s (Manewitsch
1992; Riese 1998: 10-36). Rehabilitated and
returned to Moscow in 1961, the junior Steinberg
found work as a graphic artist, while on the side
he emerged as an important if eccentric member
of the group of 1960s modernists against whom
the even-younger Moscow Conceptualists would
soon position their own creative endeavors.
But sometime in the late 1960s, in unknowing
parallel with Péart, Steinberg’s thinking began to
shift. He found himself drawn ever more deeply
into Orthodox theology, and eventually into
practice. Converting from Judaism to Orthodox
Christianity around 1970, his paintings, always
sparse, became increasingly abstract, with birds
and seashells evolving into triangles and spirals
against a sky-blue horizon.?’ Soon, he eschewed
figural representation altogether and entered
an abstract creative realm that he called “meta-
geometry.” His Composition November-December
(Kompozitsiya noyabr’—dekabr’, 1979) is typical of
his work from this period (Figure 11): a meeting of
two planes, triangles, circles, and lines. And, as we
often see in Steinberg’s paintings of the decade,
two of those lines intersect at right angles close

21 An example of this transitional period in Steinberg’s work is his Composition (Kompozitsiya, 1969), reproduced in Brossard

1992: 49; Riese 1998: 23; and Thiemann 2007: 410 (plate 560).
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Figure 11. Eduard Steinberg, Composition November-December (1979). Ludwig Museum - MoCA, Budapest

(long-term loan from Ludwig Stiftung, Aachen).

N\

to the center of the canvas, inscribing the
unmistakable shape of a Christian cross.

In an open letter of 1981, Steinberg connected
his leap into geometrical abstraction directly to
his practice of his Orthodox faith. Addressing his
missive to the long-dead Russian avant-gardist
Kazimir Malevich (1879-1935), he asked what had
become of the life of the spirit over the course of
Russia’s twentieth century. Thanking a theologian
friend for awakening him to the importance
of a neo-Platonic “language of geometry” in
early Christian thought, he went on to describe
contemporary Russia as “a nation that has become
cut off from beauty, which has gradually become
mute, where the connection with the eternal
word has frayed” (Brossard 1992: 67; Riese 1998:
41). Addressing Malevich, whose own starkly
geometrical paintings of the 1910s had inspired
some of his own, Steinberg continued:
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Itis clear you were born to remind the world of
the language of geometry [...] the language of
Pythagoras, of Plato, of Plotinus, of the ancient
Christian catacombs. For me that language is
not universal, but within it one finds a longing
for truth and transcendence, and a certain
affinity to apophatic theology. Just as you set
the observer free, so does the language of
geometry compel the artist to renounce the
ego. (Brossard 1992: 67-68; Riese 1998: 41)

Steinberg’s contemporary llya Kabakov, the
celebrated Russian artist whose work inspired
the younger Moscow Conceptualists, did not
share his colleague’s Orthodox faith. Kabakov
looked upon his friend’s stance in relation to his
painterly project somewhat pityingly, and he
even produced a “gentle parody” of Steinberg’s
canvases in his so-called white board paintings
of 1969-70 (Jackson 2010: 102). “The artist in this



case feels subjectively that he is a conduit rather
than someone actively creating,” Kabakov wrote
of Steinberg. “In essence, he is nobody. Humble
and subdued, he is thankful that he had a part
to play [his work], that his work passed ‘through
him” (Kabakov 1999: 56). Despite Kabakov’s
assessment, Steinberg stood by his vision. “Is the
artist free?” he asked rhetorically in 1983. “Yes, but
his freedom is a gift. For this reason, the sincerest
gesture the artist can make is to say that ‘I’ do not
exist” (Brossard 1992: 76).

For the art historian Ekaterina Degot’, such
statements by Steinberg suggest a link between
aspects of Orthodox theology and the imagery
of the artist’s work itself, with the open spaces
of Steinberg’s paintings inviting or enabling
the observer to connect with something of the
apophatic tradition (Degot’ 2000: 185). | would
extend and complicate her view by shifting
our attention away from the blank spaces of
Steinberg’s canvases and toward his words about
geometry, expression, and the creative self, in
ways that might help us understand something
furtherabout Part’s projectin turn. For the painter,
restricting one’s visual resources toflat, featureless
geometrical shapes was a means of silencing the
expressive and interpreting subject within one-
self, of disciplining and effacing the creative ego.
Importantly, | think, it is in the abstraction of those
shapes, rather than in the blank spaces between
them, that apophatic knowledge takes hold. The
line, the square, and the triangle are emphatically
not representations of God. And precisely for that
reason, their beholding discloses for the viewer a
kind of silent, hesychastic space, a space in which
the believer might feel themselves coming closer
to His unknowable mystery. With Part’s syllabic
method, | think, the situation is much the same.
The apophatic spaces disclosed by his music do
not derive from the transparency of its textures or
the ostensible purity of its harmonies. Rather, in a
kind of sounding analogy to a meta-geometrical
painting by Steinberg, those spaces are disclosed
by the radical, even stunning abstraction of Part’s
musical structures.

If we think back for a moment to Pért’s
earliest, non-syllabic tintinnabuli-style works, we
can see that a great deal of that music unfolds
according to an audible logic. For example, Fiir
Alina inscribes a freely composed melody that,
by its midpoint, has risen two octaves from its

Kevin C. Karnes

opening pitch. Then, by the time its final measure
arrives, it has descended all the way back to the
register of its first note, audibly ending at a point
close to where its journey began. Or take the
ending of Tabula rasa, which attains its famously
powerful effect precisely because the melodic
process unfolding at its close leads the listener to
expect the work to end on the pitch D - when,
in fact, it fades off into silence just before that
longed-for note arrives, leaving us hanging in
suspense. In contrast to these examples, Part’s
syllabic compositions offer nothing to the listener
in the way of a musical syntax that might help
us make sense of the pitch structures we hear
as they unfold in real time, nothing that enables
us to follow as listeners the progress of a work in
terms of musical logic, or even to hear a clearly
audible beginning, middle, and end. True, works
like the Gloria from the Missa syllabica (Figure
10) might hover around a focal pitch, which
functions like the unmoving horizontal line in
many of Steinberg’s paintings. But around that
pitch, every individual word inscribes a musical
gesture unto itself. The words of the text connect
to each other through the logic of Latin grammar
and the semantic content of the liturgy. That is,
they cohere as verbal statements. But the melodic
gestures generated by those words do not move
from one to another according to any kind of
musical logic whatsoever. Mapped through Pért’s
syllabic algorithm onto the pitch-space of his
notebook pages, the words give rise to a music
that is utterly abstract — to compositions that
are completely incomprehensible, as musical
constructions, without the words they set.
Listening through a broad swath of unofficial
Soviet music from the 1950s through the 1970s,
Peter Schmelz posits a general move from what
he calls “abstraction to mimesis” in the work of
many, from an emphasis on arranging notes on
pages to such exploring such “representational”
approaches to composition as polystylism
and aleatoric writing. Schmelz notes that this
“aesthetic shift” is “no more than a general
observation,” but the idea captures something
important about Part’s journey as a composer
- up to a point (Schmelz 2009: 12). Part first
made his name as an artist with such “abstract,”
serial works as Nekrolog (1960) and Perpetuum
mobile (1963). Soon, however, his interest in
serialism dovetailed with his first experiments in
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polystylism, notably Collage (iber B-A-C-H (1964)
and Credo (1968), which eventually gave rise to
the mimetic sounds of the Third Symphony of
1971, with its echoes of Gregorian chant and
medieval polyphony. For many early listeners,
that symphony was, in fact, stylistically of a
piece with what they heard in Pért’s Tintinnabuli
suite when they first encountered it in 1976 (e.g.,
Vaitmaa 1976: 10; Soomere 1977: 212).

But as we have seen, shortly after the pre-
miere of the Tintinnabuli suite, Part discovered
his syllabic method. And with that discovery, he
veered sharply back toward abstraction. Indeed,
for the musicologist Svetlana Savenko, the
rationalistic basis of Part’s tintinnabuli-style music
represented nothing less than his “transferring
the idea of serialism onto modal material, [with]
the totally diatonic style of tintinnabuli turn[ing]
out to be the flip side of the total chromaticism of
serialism” (Savenko 1991: 19). Not since his serial
experiments of the 1960s had Part produced
music as abstract as his syllabic compositions.
And, as with the parallel journey undertaken by
Steinberg in those same years, so too was Part’s
dive into abstraction attendant upon his spiritual
search, upon his longing for a way to bring his
faith to artistic (here sounding) realization. For the
painter as for the composer, in abstraction lay a
path toward quieting the mind, to overcoming the
ego. In attending to abstraction, so they believed,
one might position oneself in an apophatic space,
a space in which a person might feel just a little
bit closer to the divine.

When Pért stepped before the Tallinn public
with his tintinnabuli-style music on 27 October
1976, the works he presented had arisen from
months and even years of experimentation:
experiments with new contrapuntal relations
and algorithmic methods of generating musical
structure. Some of the works performed that
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evening arose from his experiments setting
sacred texts (Calix) or his meditations on biblical
or liturgical subjects (Saara, In spe). But all
the works on that philharmonic concert were
performed with their religious origins obscured:
Saara was rechristened Modus, and the Dies Irae
hymn of Calix was replaced by solfege syllables
(do, re, mi ...). And, as the musical diaries and
other archive materials make clear, the historic
concert of 27 October memorialized only two of
the three key discoveries that would define the
sound of Part’s early tintinnabuli style. Less than
four months later, he made his third discovery,
the syllabic method of composition. With that, he
finally found a way of composing that he deemed
sufficient to give sounding expression to his
Christian devotion.

ThefirstworksPartcomposedaccordingtothat
method, the Missa syllabica and Cantate domino,
are so abstract as to verge on incomprehensibility
when regarded as purely musical constructions.
Grasping their structure, their artistic coherence,
depends on hearing their sacred texts sung clearly
and openly by the choir. Such singing was wholly
unacceptable in mainstream Soviet society. But
P&rt’s vision was clear, and his focus on this music
compelled him to recenter his attention, largely
trading high-profile philharmonic concerts for
such partly underground venues as the student
club of the Riga Polytechnic (Karnes 2021). With
that move, he found a new audience of mostly
younger artists (Ledin3, Martynov, Lyubimov),
whose own work would be profoundly shaped
by their experience of Part's sacred tintinnabuli
music. Yet that same move also set Part on
what would turn out to be an irreversible path:
emigrating spiritually, and later physically, from
the Soviet Union itself, committing to forging a
new life as a acomposer in the West.
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Kevin C. Karnes

Tintinnabuli ja piihalikkus: vaade arhiivist, 1976-1977

Kevin C. Karnes

1976. aasta veebruaris kirjutas Arvo Part ,Fiir Alina” otsekui (ihe hingetémbega, spontaanselt, nagu
nahtub tema muusikapaevikutest. Sellega fikseeris ta oma avastuse — kahehéaalse kontrapunktilise
struktuuri, meloodia- ja kolmkélahaile ihenduse. Qigupoolest oli see (iks kolmest votmetédhtsusega
avastusest, mis koos maaratlesid tintinnabuli-muusika kdla kogu kiimnendi jooksul. Sama aasta martsis,
kirjutades teost ,Modus” (hilisem versioon pealkirjaga ,Saara oli 90-aastane”), avastas Part algoritmilise
meetodi meloodiliste struktuuride loomiseks — kvaasi-matemaatilise viisi, kuidas kasvatada Gihestainsast
meloodilisest ideest autonoomselt pea kogu muusikateose materjal. Kolmas suur avastus leidis aset 12.
veebruaril 1977 ning seisnes muusika nn. stllaabilises komponeerimisviisis, mille algoritmiline stisteem
ei pohine enam mitte meloodilisel ideel, vaid tekstil.! See avastus voéimaldas Pardil leida muusikalised
vahendid andmaks kéla oma ndgemusele jumalikust.

Artikkel tugineb ulatuslikule t66le muusikapdevikute ja teiste arhiividokumentidega ning vaatleb
mitmesuguseid katsetusi, mis juhatasid helilooja siillaabilise meetodi avastamiseni. Parast ,Tintinnabuli”
nime kandnud tsiikli esiettekannet 27. oktoobril 1976 Tallinnas jatkas Part sihikindlalt oma otsinguid,
kohaldades vast avastatud algoritmilist meetodit ja haalte kontrapunktilist thendust vaimulike tekstide,
isedranis Nikaia usutunnistuse ja hiljem missa ordinaariumi osade muusikasse seadmisele. Nende
otsingute viljaks olid ,Summa”, kirjutatud ajavahemikul novembrist 1976 kuni jaanuarini 1977, ning
»Missa syllabica”, mis valmis veebruaris 1977; samuti ,Johannese passioon”, mida Part alustas sama aasta
martsis.?

Sillaabiline meetod kujutab endast suurel madral ,Moduse” komponeerimisel kasutatud
algoritmiliste mudelite loomulikku laiendust; pohimétteline erinevus seisneb aga selles, et algoritmi
aluseks ei ole mitte arvud, vaid sdnad. See oluline muutus on tihedalt seotud Pardi ortodoksi-usuga,
eriti 6igeusu traditsioonis tuntud ,vaikse seesmise palve praktikaga” ehk heslihasmiga (Bouteneff
2015). Sillaabilisel meetodil komponeerimine véimaldas Pardil luua muusikalisi struktuure, 1dhtudes
otse puhadest tekstidest endist. See omakorda eeldas heliloojalt oma inimlike impulsside parssimist,
et hoiduda nende tekstide télgendamisest voi tahenduse kommenteerimisest ja oma isikliku arvamuse
valjendamisest muusikas. Sel moel oli Pardi vast leitud komponeerimisviis vdga lahedane vene
oigeuskliku maalikunstniku Eduard Steinbergi (1937-2012) loomemeetodile. Sarnaselt Pardiga otsis ka
Steinberg kunsti loomiseks vahendeid, mis jumalikku teenides vaigistaksid kunstniku enda ego.

Steinbergi 1970. aastatel valminud maalid on varskendavalt abstraktsed: jooned, tasandid, lihtsad
geomeetrilised kujundid. Oma abstraktsuses on neis ndhtud otseteed ortodoksi traditsioonis tuntud
apofaatilise teadmise juurde, mille kohaselt voib inimene tunda tugevat tdmmet jumaliku poole,
mediteerides koige selle {le, mis Jumal kindlasti e/ ole (vt. nt. Degot’ 2000: 185). Nii nagu Steinbergi
maalid, on ka Pardi sullaabilised teosed kui muusikalised konstruktsioonid taielikult abstraktsed.
Nende helikérguslik struktuur, mis lahtub otseselt ladinakeelsest tekstist, eirab tdielikult tavapdrast, s.t.
ajas arenevat muusikalist loogikat — vahel puudub teosel koguni selgesti kuuldav algus, keskpaik voi
[6pp. Iga Uksik sdna peidab endas oma muusikalist Zesti. Leian, et nii Pardi kui Steinbergi jaoks pakub
abstraktsioon Uihe voimalikku tee meelte vaigistamise ja ego lletamise poole ning seeldbi apofaatilise
teadmise poole, viies neid Idhemale oma usu allikatele.

Tolkinud Kristina Korver

T APK 2-1.7, ETMM, M238:2/13, APK 2-1.21.
2 APK 2-1.18 kuni APK 2-1.21.
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Part, Bach and the Bees

Toomas Siitan

Abstract

Wenn Bach Bienen geziichtet hditte ... (If Bach Had Been a Beekeeper ..., 1976) is the most enigmatic
composition from the formative year of Arvo Part’s tintinnabuli style and creates an intriguing conflict
with the common narrative depicting Part’s oeuvre. The piece combines Part’s compositional methods
from contrasting stylistic periods and challenges the position of Credo (1968) as the watershed between
avant-garde and tintinnabuli. The polarity of the opposing styles in this piece still resembles the
aesthetics of his collages; Part's last connection with Bach’s original music sheds new light on his earlier
compositions as well as on the complexity of composer’s creative search of the year 1976. Until now
Wenn Bach ..., which could be considered a transitional work alongside Credo and Symphony No. 3, has

not received the reception it merits.

The legendary concert of the ensemble Hortus
Musicus in the Estonia Concert Hall on 27
October 1976 is considered the breakthrough
performance of Arvo Pért's tintinnabuli-style
music, although it was not quite the first, nor
yet a real breakthrough. Among the seven new
works by Part in the programme of this concert,
there was one that was very different from the
others, bearing the curious and playful title Wenn
Bach Bienen geziichtet hdtte ... (If Bach Had Been a
Beekeeper ...). In the context of the programme, it
was as if the piece were a stranger from another
world. Much of its score was pre-recorded and
played from a tape recorder, its sound is extremely
dissonant, and its title raised (and continues to
raise) doubts as to whether the work was meant
to be taken seriously.

The work has also left most writers on Part’s
music perplexed, and it was virtually absent
from the academic debate until Christopher
May’s dissertation at Oxford in 2016. Paul Hillier
considersita curious exceptionamong the earliest
tintinnabuli works: “It is a strangely whimsical
work; nothing in Part's new idiom prepares us
for its chromaticisms, which seem to lie at an
uncomfortably oblique angle to the tintinnabuli
scales and triads” (Hillier 1997: 100). The work’s
1976 premiere was based on a score that had
not yet been orchestrated. The entire structure
of the main part was played on the harpsichord,
while most of the texture had been prerecorded,
and the elucidating final section on early music

instruments failed in that performance owing
to extremely uncertain intonation. Therefore, it
would not have been surprising if the composer
had withdrawn the work, as he has done with
several of his scores. Instead, the composer has
frequently returned to this unconventional work
and, together with the first orchestrated version
for piano, wind quintet and string orchestra from
1980/1984, known from Neeme Jarvi's superb
recording for Chandos in 1992, there are now as
many as four new versions: in 2001 a version with
added percussion was born, in 2019 Part changed
some of the formal proportions to slightly
abridge the work, and in 2020 added four wind
instruments and percussion to the 2001 version.
Hence the extent to which Part has reworked
Wenn Bach ... over such a long time is unique in
his oeuvre.

Of the early tintinnabuli compositions, Wenn
Bach ... is the only one in which Pért used bor-
rowed music - Johann Sebastian Bach’s Prelude in
B minor from The Well-Tempered Clavier, Book 1.2
The dissonant soundscape and the dramaturgical
function of the Bach quotation are reminiscent
of Part’s collages of the 1960s, as is the turning
towards Bach and the motif of his initials. It may
seem that this work was born “at the wrong time”
or“toolate”. Thisisalso the apparent reasonfor the
work’s poor reception among academics. Howev-
er, Wenn Bach ... eloquently expresses the search
of the year that the tintinnabuli style was born.
The search was hectic and even panic-stricken,

v Arvo Part. Collage 1993. CD. Philharmonic Orchestra, Neeme Jarvi, recorded in 1992, Chandos, CHAN 9134.

2 Since 1976, the only comparison in Pért’s oeuvre is the Mozart Adagio, written in 1992 in memory of Oleg Kagan and
based on the second movement of the Wolfgang Amadeus Mozart’s Piano Sonata in F major, K. 280 (189e).
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as Part himself has said, and there are aspects in
the work that thoroughly explain the nature of
Part’s stylistic turn. Indeed, it is far too simplistic
to reduce the whole turnaround to the “revela-
tion” that came on 7 February 1976 with the piano
piece Fiir Alina: the complex and conflicted Wenn
Bach ... was born long after this piano piece and is
chronologically surprisingly closely linked to the
birth of a new creative concept and to the prepar-
ations for the legendary concert presenting tintin-
nabuli on 27 October 1976.

Part’s relationship with Bach’'s music in
his avant-garde period is often interpreted
simplistically, and the composer himself is partly
to blame for this for defining this relationship as
a black-and-white opposition to his own stylein a
much-quoted interview with Enzo Restagno:

Turning to Bach was for me a way of stating
my position regarding my experience with
twelve-tone music. | wanted to step outside
the situation, in order to step into something
that | had not yet explored. In my state of
extreme discomfort at that time | wanted to
prove to myself how beautiful Bach's music
was, and how hateful mine was. (Restagno et
al. 2012: 14)

Without wishing to cast doubt on these words,
I shall try to show that Bach’s place in the musical
life of the 1960s was very different from that of
today, and that the modernists of the time were
more influenced than we might think by both the
preclassical period as well as by the new aesthetics
of orchestral performance that emerged with the
rediscovery of Baroque music in the 1950s.

Enzo Restagno rightly writes that Bach’s work,
and the repertoire of the preclassical period in
general, had been completely neglected in the
Soviet Union of the 1950s, and that Rudolf Barshai
(1924-2010) founded the Moscow Chamber
Orchestra in 1955 with the express purpose of
promoting awareness and interpretation of the
music of the preclassical period (Restagno 2004:
124; Restagno 2005: 127). However, the founding
of this orchestra had a much broader meaning
and background. In Western Europe a number of
chamber orchestras with an ensemble-like playing
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style were founded after the Second World War,
not only bringing late Baroque composers such
as Corelli, Vivaldi, Bach and Handel into the canon
of the orchestral repertoire, but also creating
opportunities for modernist composers.

Chamber orchestras, just like the chamber
choirsthat were founded at around the same time,
brought new demands in terms of sound culture.
Precision of detail and alertness to rhythm distin-
guished them from the typical sound of traditional
larger orchestras and choirs. In 1960, Samuel
Saulus (1933-1990), a talented flautist, and the
conductor Neeme Jarvi (b. 1937) founded a cham-
ber orchestra in Tallinn, apparently following the
example of the Moscow Chamber Orchestra and
of the Virtuosi di Roma (conducted by Renato
Fasano), which had repeatedly performed in the
Soviet Union, including Estonia. From the very
beginning the orchestra’s programmes included
works by Bach and Handel, as well as works by
Estonian modernist composers commissioned by
the orchestra. (Kélar 2022) In the 1960s the orches-
tra also premiered several works by Part. At that
time the manner of performing preclassical music
no longer necessarily guided young composers
towards neoclassical writing, but rather adopted
a new aesthetic of string playing that brought the
rhythmic and formal structure of the music into
clear focus. For example, this new orchestral aes-
thetic can be seen in Pért's Collage liber B-A-C-H
(1964), his first work of this kind, written for the
Tallinn Chamber Orchestra,® with the instruction
preciso for the opening movement.

These two repertoire trends, early and avant-
garde music, both of which aroused distrust in
the Soviet Union, had something in common.
Both departed from the massive soundscape of
late romanticism, from the dialectic of functional
harmony and from the narrative form strategies
that derived from it. In the Soviet Union, these
two trends of “unofficial music” (Schmelz 2009)
were most brilliantly united by Andrey Volkonsky
(1933-2008) — the author of the first serial works as
well as founder of the first early music ensemble
in the Soviet Union. Volkonsky is also said to
have influenced Arvo Pért to look for alternative
tonal language in early music. With his ensemble

3 During the 1960s this orchestra performed under different names. At the premiere of the Collage iiber B-A-C-H,
conducted by Eri Klas, the orchestra was known as the Estonian Radio Chamber Orchestra.
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Madrigal and his know-how that was unique in the
Soviet Union, he certainly provided the impetus
for the creation of Hortus Musicus in Tallinn (1972),
and this early music ensemble was very important
in the birth of Part’s tintinnabuli style. In 1978 the
Tallinn Festival of Early and Contemporary Music
organised by Andres Mustonen (b. 1953), the
founder and leader of Hortus Musicus, became
a major event of “unofficial music” in the Soviet
Union. It featured Hortus Musicus alongside the
leading figures of Soviet avant-garde music.

The coexistence of early and avant-garde
music was not unusual in 1960s Western Europe
either, but in the Soviet Union the symbiosis
was stronger and lasted significantly longer. The
situation of Bach’s music in the Stalinist and post-
Stalinist Soviet Union was, however, somewhat
special. Bach had a firm place in music education
and in the students’ repertoire, but not in concert
life. This is why in 1957 Glenn Gould’s Bach
performances in Moscow were met with the kind
of enthusiasm that was later reserved for rock
stars. But at the time Gould was also performing
the music of Arnold Schoenberg and Alban Berg,
and in his Moscow lectures, he emphasised that
the twelve-tone music of the Second Viennese
School had its roots in the European polyphonic
tradition and in Bach, thus reinforcing the bridge
between Bach and avant-garde music.

At the same time, Bach, who had remained on
the margins of musical life, was viewed by many
Soviet composers as nothing less than a guardian
angel: the turn to his compositional techniques
was linked to the need to seek ways of rationally
ordering the tonal system in a situation where a
move towards the twelve-tone and serial music
was ruled out by cultural policy. For example,
Dmitry Shostakovich wrote his 24 Preludes and
Fugues under the harshest Stalinist pressure in
1950-51, shortly after his public condemnation
as a “formalist” (1948). Following Shostakovich'’s
example, Rodion Shchedrin wrote a similar cyclein
the 1960s - close in time to Part’s collages of 1964-
1968. In the liner notes to Tatyana Nikolayeva's
1987 recording of Shostakovich’'s complete
Preludes and Fugues (Moscow Studio Archives,
MOS 19065), Lawrence Cosentino explains that
these works represent an “extraordinarily bold

and shockingly profound act of self-healing”. And
Part has used similar terms to explain his turn to
Bach.

Part’s relationship to Bach’'s music is thus
ambivalent: on the one hand, Bach represents
the polyphonic tradition, which organically
underlies Part’'s compositional technique in the
works of his early years such as Partita for piano
(1958) and the First (Polyphonic) Symphony (1963),
while on the other hand, in his collages - Collage
liber B-A-C-H (1964) and Credo (1968) - he places
Bach’s music in polar opposition to the avant-
garde style. But there is a third link too: Part uses
the motif of Bach’s initials not only in the Collage
liber B-A-C-H but also in three other works from
1964,* as if seeking the composer’s support and
blessing for his music. Again, this is nothing new
in 20™ century modernism - we find this motif
in works by Schoenberg, Anton Webern, Paul
Hindemith, and many others - yet its share in
Part's twelve-tone rows is remarkable. All three
of these ties come together in the 1976/1984
work Wenn Bach ... The work therefore comes
into an intriguing conflict with the common
narrative of Part's creative career, according to
which in 1968 Credo marked a resolute break with
avant-gardism, after which the composer began
his painful search for a new creative paradigm
outside existing compositional practice. However,
recent analyses by several authors such as Kevin
Karnes (2017) and Christopher May (2016) have
brilliantly demonstrated that the renewal of Part’s
compositional technique sprang organically both
from his own earlier experience with serial music
and from a more general search in the music of
the 1970s. In the introduction to the collection of
articles Arvo Pdrt: Sounding the Sacred, the editors
Peter Bouteneff, Jeffers Engelhardt and Robert
Saler sum up this insight by stating 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” (Bouteneff et al.
2021: 5). In this context, Wenn Bach ... is a bridge
between two experiences that are contradictory
only at first sight (May 2016: 61). At the same
time, however, it is also a sincere testimony to
the painfully intense search of 1976, the fruits

4 Diagramme (piano), Quintettino (flute, oboe, clarinet, bassoon, horn), Musica sillabica (12 instruments; withdrawn).
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of which were not yet evident in the concert at
the end of October that year, but rather in the
spectacular series of works that followed in 1977:
Cantus in Memory of Benjamin Britten, Tabula rasa,
Fratres, Summa, Arbos, and others.

Wenn Bach ... is a serial work in its basic structure,
as are many of Part's other early tintinnabuli
works, including Tabula rasa and Cantus in
Memory of Benjamin Britten. However, elements
of serial technique can also be found in many of
his later works. My argument is based on the view
that serial technique is a principle for structuring
a composition, clearly separate from tonal lan-
guage. And here | see a serious misunderstanding
in the overall Part narrative, which contrasts the
serial technique of the 1960s with the post-1976
tintinnabuli: in 1968 Credo put an end to the
pandissonant soundscape of post-war avant-
gardism, but not to serial technique. The Russian
musicologist Svetlana Savenko cautiously drew
attention to this as early as 1991 when she wrote
in Sovetskaya Muzyka: “It is as if Part is transferring
the idea of serialism onto modal material, and the
total diatonic style of tintinnabuli turns out to be
the flip side of the total chromatic of serialism, its
dialectical opposite ...” (Savenko 1991: 19; transl.
Karnes 2017: 13). If we fail to take account of this
connection, we underestimate one of the basic
principles of Part's creative thinking, which is
reduction.

Part created an excellent example of the
principle of reduction as early as 1963, when
he composed the choral miniature Solfeggio
immediately after the Perpetuum mobile for
symphony orchestra, transferring the reduced
structure of that pandissonant orchestral work
to a choral piece based on the C major scale. Paul
Hillier described the latter as prophetic because of
its use of the simplest conceivable material - the
diatonic scale — while at the same time avoiding
any connection with tonal harmony (Hillier 1997:
90). Several writers have seen Solfeggio as a
foretelling of Pért's post-1976 style, but it seems
that the connections of this miniature with Part’s
characteristic structural procedures are more
multifaceted than has been shown so far. What
was first achieved here was, on the one hand, the
liberation of serial technique from dodecaphony
and, on the other, the separation of diatonic
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material from tonal harmony - an idea that would
later be realised in the tintinnabuli technique.

Already in the 1960s, in two works related to
Bach Part used the 12-tone rows in a somewhat
reduced manner. In Collage iiber B-A-C-H, the
main series consists of 10 tones rather than 12,
while in Credo it is a circle of fifths, a simplification
ad extremum of the idea of twelve-tone music.
Whereas in Collage iiber B-A-C-H, the 10-tone
series begins with the motif B-A-C-H, in Wenn
Bach ..., it is only this four-tone motif that forms
the basis of the entire serial structure. One of the
most prominent Russian music theorists, Yuri
Kholopov, refers to the use of an ordered pitch-
class series that is shorter than twelve tones as
microserialism (mMukpoceputiHocme): for example,
the introduction to Anton Webern’s String
Quartet, op. posth. (1905), is based on a three-tone
motif, which is treated in the same way as the
usual 12-tone rows - in transposition, inversion,
and retrogression (Segall 2020: 6). The four-tone
main motive B-A-C-H (Bb—A—C—Bq) of Wenn Bach ...
undergoes a number of procedures similar to
those of the 12-tone rows in Part’s works of the
mid-1960s, Perpetuum mobile and Pro et contra.
In these works, too, the serial procedures are
reduced to a simple and schematic form when
compared with the practices of post-war avant-
gardism. All the more so are they reduced in the
case of the series with only four-tone. Moreover,
it is easily recognisable as a motif much used in
Western music and, at least at the beginning of the
work, the principle of its rhythmic arrangement is
audibly traceable.

This rhythmic arrangement is similar to that of
Pro et contra, part 1, but also to Perpetuum mobile:
the densification of the texture is achieved by the
systematic addition of rhythmic units in a simple
arithmetic progression. The structure of the main
part of Wenn Bach ... contains four main segments
of music, labelled in the score with the successive
letters of B-A-C-H and each of the segments
further divides into four subsections (May 2016:
44). In the original 1976 version, the four main
segments are connected in sequence, but from
the orchestrated version of 1984 onwards, they
are separated by 2-, 3- and 4-measure segments
respectively, in which a detail from the final
section of the work — the modified Bach quote,
i.e. the ascending scale with tintinnabuli-sounds
- appears in a growing dynamic. In the early
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Figure 1. Wenn Bach ..., 1976/1984 version, construction of ostinato scheme (May 2016: 438).

Seament B-A-C-H Voice Rhythmic units | Ostinato duration | Segment lenght
9 transposition (Rehearsal mark) in a bar (bars) (bars)

1 1 (semibreve) 1
2 2 (minim) 2

B BL-A-C-B: ) — 10
3 3 (triplet minim) 3
4 4 (crotchet) 4
5 2 (minim) 2
6 4 (crotchet) 4

A A-Gy-Br-Ay . 20
7 6 (triplet crotchet) 6
8 8 (quaver) 8
9 3 (triplet minim) 3
10 6 (triplet crotchet) 6

C C-B-D-C 30
h d 1 9 (nested triplet) 9
12 12 (triplet quaver) 12
13 4 (crotchet) 4
14 8 (quaver) 8

H Bi-A¢-Di-C : 40
15 12 (triplet quaver) 12
16 16 (semiquaver) 16

versions of the work each of the 16 subsections
of the main part followed in their length a simple
mathematical logic: 1, 2, 3, and 4 bars in the B
segment; 2, 4, 6 and 8 bars in the A segment; 3,
6,9, and 12 bars in the C segment; 4, 8, 12 and 16
bars in the H segment (Figure 1). In the last two
versions of 2019 and 2020, the composer decided
to shorten this rigorous scheme in the interests
of compactness of musical form, while retaining
the mathematical logic. At the same time, he
prescribed a slightly slower tempo, so that in fact
the duration of the work remained almost the
same as before. But during an interview at the Part
Centre in October 2019 Part expressed doubts as
to whether this “concession” to the listener was
really justified.’

However, another dramatic element is added
to the increasingly prolonged segments of the
work: in the final segment of each section, an
increasingly aggressive triadic “signal motif”
appears, with the number of repetitions
increasing from one to four. Dramaturgically, this
motif is paradoxical: as a triadic motif it contrasts
with the chromaticism of the clusters in the
opening section, and based on the experience
of previous collages it could be considered an
element from the so-called “positive” side. On the
other hand, this motif joins the work’s vigorously
pulsating rhythmic background and comes across
as harsh. In Part’s musical diary, it is described as
“a piercing signal” and “through a wild thicket”.%
Nora Part has attached particular importance to

> Arvo Pért Centre (APC), unpublished archive interview with Arvo Part by Kristina Krver, 8 October 2019.
6 Arvo Pirt Centre (Arvo Pardi Keskus), APK 2-1.17, p. 123, 26 August 1976.
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the image of the signal and associated it with the
panic-stricken creative search of 1976. She sees
here a mnemonic connection to radio signatures,
to signals from some distant unknown space.”
These are like signs with an abstract meaning,
concentrated information, and against the
background of a certain aggressiveness of the
work as a whole, one can even see a connection
with the apocalypse. Pdrt gives a dramatic
function to this signal motif in the music he
composed a few years later for the Polish science
fiction film Pilot Pirx’s Inquest (director Marek
Piestrak, Zespoty Filmowe, 1979), in which the
humanely and technically minded worlds collide:
during the film’s opening credits, this motif is
played against a particularly aggressive rhythmic
background, which is nevertheless very similar to
the pulsation of Wenn Bach ....

As in Part's earlier collages, but for the last
time in his work overall, the counterforce to
the aggression in Wenn Bach ... is borrowed
music, this time from Bach’s prelude in B minor
(BWV 869, The Well-Tempered Clavier, Book 1):
its details punctuate the main sections of the
work, while the entire first half of the prelude
(17 measures) has been worked into the final
resolution of the piece. The three-part texture of
the prelude is slightly thinned out and its voices
are complemented with the tintinnabuli-triads,
neutralising the tonal processes of Bach's prelude.

Why did Part choose this prelude? In the
above-mentioned interview in October 2019,
Arvo and Nora Pért recalled that this prelude had
been Nora’s favourite for many years, and perhaps
the music simply lay open on the piano. Yet such
a coincidence is hardly likely, because already in
the early stages of the piece’s composition Part
was clearly looking for a meaningful connection.
On 11 April 1976 the first blueprints of the work’s
structure appear in his musical diary, along with
the remark that a quotation is needed for the
end of the piece, a beginning of Bach’s own
work on the theme of B-A-C-H.2 However, no
suitable quotation could be found. The idea of
using the Prelude in B minor does not appear
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until September of the same year, and in the
diary it is then immediately accompanied by the
tintinnabuli-voices? It is likely that in this Prelude
Part found a link with the basic elements of
tintinnabuli: a predominantly gradual movement
in the lower part, often within an octave, which
emphatically represents diatonics, in contrast
to the tense chromaticism of the B-A-C-H motif.
In the two upper voices, however, structures
of triadic harmony appear, with melody lines
beginning with rising fourths - intervals that also
dominate the signal motifs that run through the
work.

The borrowings from The Well-Tempered
Clavier create a remarkable bridge between
the end of Pért's avant-garde period and the
beginning of his new style, inasmuch as Credo
and Wenn Bach ... quote the first and last
preludes of Bach's essential collection. The
beginning of the C major prelude used in Credo
symbolizes the pure, so-called “white-key music”,
while the “walking bass” of the B minor prelude,
which moves in steps within an octave, stands in
Baroque music for the concept omnes: the circle
of all the keys in the cycle is completed here, and
Bach amplifies this character further with the
exceptionally chromatic subject of the fugue that
follows, containing all 12 tones of the octave. One
cannot be sure that this image of the “beginning
and end” of the tonal system actually inspired
Part, but the connection is too significant to rule
out the possibility. Moreover, one can see here a
link to the mirror symmetry so characteristic of
structures in Part’s work: for example, alongside
the first sketches of Wenn Bach ..., he constructs
in his diary a number of mirror-symmetrical
melodic patterns.’® Such a mirror symmetry of
beginning and end is beautifully realised in the
opening section of Credo, where the material
does not fully coincide with the four opening
measures of Bach's prelude in C major (as it might
seem) but connects the beginning and end of the
prelude - the first two and the last two measures
- as a palindrome. A slightly different synthesis
of the initial and final sections of Bach’s prelude

7 APC, unpublished archive interview with Arvo Pért by Kristina Kérver, 8 October 2019.

8 APK 2-1.9, pp. 51-56.
2 APK 2-1.18, pp. 15-17, 13 September 1976.
10 APK 2-1.9, pp. 58, 60, 13 April 1976.

Res Musica nr 14 /2022 | 57



Pdirt, Bach and the Bees

occurs in the final measures of Wenn Bach .... The
first half, borrowed from Bach’s prelude, ends
in the dominant key, F# major, while the added
tintinnabuli-voices remain in B minor, and in the
original 1976 version this dissonant connection
between the two keys persists until the last chord.
From the 1984 version onwards, however, this
dissonance is resolved: without the tintinnabuli-
voices, the final cadences of the first and second
half of Bach'’s prelude sound in succession.

Bach’s prelude in B minor appeared in Part'’s
musical diaries quite late in the composition of the
work, in mid-September 1976, a month and a half
before the legendary concert of October 27.1n the
space of a few days, the diaries recorded not only
the solution to the work Wenn Bach ..., but also the
formation of the structure of the cycle performed
on October 27 and its name, Tintinnabuli. On
September 12, a cryptic entry appears in the
diary: “Each piece has its own formula (number),
bell-ness (kosmokoneHocme) — bound up with the
principles of bell-ness. Variability is also bell-
ness.”"" And the next day: “Tintinnabuli - a generic
name for a series of works. There are currently
seven of them”.2 Part has never wanted to theorise
about the connection between this name and his
new style and has always maintained that it was a
metaphor summarising his strivings at the time.
In any case, as regards the genesis of his style, it
is intriguing that, while finding this metaphor,
he was working most intensively on Wenn Bach
Bienen geziichtet hditte ..., a piece which, among
those of the very first tintinnabuli cycle, seems to
be the furthest from the essence of the new style.
The structure of the cycle is also recorded in the
diary of September 12-13, and there we see Wenn
Bach ... at the climax of the cycle, together with
the piano piece Fiir Alina (see Fig. 7 p. 40).

Leo Brauneiss has spoken of Part’s tintinnabuli
technique as the emancipation of dissonance
(Brauneiss 2003: 21). Part was already moving
towards this in his 1963 choral miniature Solfeggio,
the piece which also marks the beginning of

a radical reduction of serial technique and its
alienation from 12-tone music. Perhaps it is
because of the title Tintinnabuli which unifies the
seven works by Part premiered on 27 October
1976, that greater attention has always been paid
to their pitch organisation. However, the works
which consistently exhibit the basic characteristic
of the tintinnabuli technique - the regular
blending of the M- and T-voices - are still in the
minority among these seven. Nevertheless, in all
of these works Part explores how to deal with
reduced musical material, applying mathematical
order to melodic and rhythmic structures
and shaping texture and form on the basis of
rigorous formulae. Wenn Bach ... is perhaps the
most daring experiment in this direction in the
cycle; moreover, as we have seen, despite - or
perhaps even because of - the interest the work
has increasingly attracted among conductors
and musicologists, it has given the composer no
peace in his search for a final, definitive form.

But still, why the bees ...? The four minutes
of heaps of clusters are indeed reminiscent of
a beehive, especially when performed with
a partially pre-recorded harpsichord at the
1976 concert. These clusters produce a rather
aggressive effect, and variations of the title of
the work have also included wasps. The work
is dedicated to Ofelia Tuisk (1919-1981), an
Estonian musicologist, one of the few who dared
to support modernist compositions, including
those by Pért, at the predominantly conservative
meetings of the Estonian Composers’ Union. In
Part’s musical diary from late August 1976 The
portrait of a musicologist on the background of a
wasps’ nest'* was conceived as the (sub)title for
Wenn Bach .... But there really is something about
the bees - these marvellous creatures - that we
don't grasp. The bees’ dance seems random and
disorderly, but an enquiring eye can see that this
movement is the expression of previously learned
information and a vital code indicating where to
look for food.

T APK 2-1 .18, p. 13: “lgal teosel on oma valem (hnumber), Kos10k0/ILHOCMb — CBA3AHA NPUHUUNAMU KOJTOKOSIbHOCMU.

Variantsus on ka kellalisus.”

12 APk 2-1.18, p. 19: “Tintinnabuli — Gldnimetus teosteseeriale. Praegu on neid 7.”
13 APK 2-1.17, pp. 123, 128, 26-27 August 1976: “Muusikateadlase portree iihe herilaspere foonil.”
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Sources

Arvo Part Centre / Arvo Pardi Keskus (APK)

Unpublished archive interview with Arvo Part by Kristina
Korver, 8 October 2019, Arvo Part Centre.

APK 2-1.9: Musical diary. 9 (01.04.1976/15.04.1976).
APK 2-1.17: Musical diary. 15 (01.08.1976/01.09.1976).
APK 2-1.18: Musical diary. 16 (03.09.1976/27.11.1976).
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Part, Bach ja mesilased

Toomas Siitan

Arvo Pardi tintinnabuli-stiili legendaarsel esmaesitlusel 27. oktoobril 1976 Estonia kontserdisaalis oli
seitsme uue teose hulgas Uks, mis teistest suuresti erines: mangulise pealkirjaga ,Wenn Bach Bienen
geziichtet hatte ...” (,Kui Bach oleks mesilasi pidanud ..."”). Teos oli selles kavas otsekui vooras teisest
maailmast ning jai kuni Christopher May 2016 Oxfordis kaitstud vaitekirjani akadeemilisest diskussioo-
nist peaaegu vilja. Teose seerialik struktuur ei olnud esmaesituseks veel labi orkestreeritud, selle pohi-
osa esitati klavessiinil, kusjuures suurem osa faktuurist oli eelsalvestatud. Selle ,pilti sobimatu” teose
juurde on helilooja aga palju kordi tagasi p66rdunud ja aastatel 1984-2019 on temast valminud neli
erinevalt orkestreeritud ja pisut muudetud vormiga uusversiooni.

+Wenn Bach ..."” kdigutab Pardi loometeed kujutavat ja lldiselt omaks voetud narratiivi, milles 1976.
aastal leitud tintinnabuli-stiil on varasele avangardistlikule loomingule jarsult vastandatud. Helilooja
muusikapaevikud annavad teosele 1976. aasta pingelistes otsingutes seni ndidatust palju tahtsama
koha, selle saamislugu lisab olulisi tahke tintinnabuli-tehnika moistmisse ning teost voib koguni ndha
kaht loomeperioodi (ihendava sillana (May 2016: 61). Seitsmest teosest, mida esitleti 1976. a. oktoobris
Uhendava pealkirja all ,Tintinnabuli”, esines tintinnabuli-tehnika pohitunnus — M- ja T-haale reegliparane
Uhendamine - vaid Uksikuis. Kbigis neis uurib Part aga, kuidas kdia imber taandatud muusikalise mater-
jaliga, kandes matemaatilist korrapdra meloodia- ja rlitmistruktuuridesse, ning kujundada rangete vale-
mite pohjal faktuuri ja vormi. Sellel suunal oli ,Wenn Bach ..." tsiikli vahest kdige julgem eksperiment:
Part tugineb siin oma 1960ndate serialismi-kogemusele, aga ei lahtu enam 12-helireast, vaid 4-helilisest
ja suure siimbolkaaluga kromaatilisest motiivist B-A-C-H, mida ta kasutas korduvalt ka oma varasemates
teostes.

1950.-60. aastatel, mil Bachi muusika ei kdlanud kontserdilavadel kaugeltki nii sageli kui 20. sajan-
di 16pul, oli see mitmetele néukogude heliloojatele eeskujuks helististeemi ratsionaalse korrastamise
voimaluste otsinguil olukorras, kus ideoloogiline kontroll valistas liikkumise dodekafoonia ja serialismi
suunas. Juba oma tudengiaja teostes on Arvo Part selgelt otsinud tuge pollfoonilise muusika tradit-
sioonilistest tehnikatest ja vormidest, distantseerudes ometi neoklassitsismist. Uusi véimalusi avasid he-
liloojatele ka alates 1950ndate 16pust asutatud uut tllpi ansambliliku mangulaadiga kammerorkestrid
ja -koorid, mis toid kontserdielu repertuaarikaanonisse hilisbaroki heliloojaid ning hakkasid samal ajal
tellima ja esitama modernseid uudisteoseid. Nende koosluste uudne kélakultuur, detailitdpsus ja rat-
mierksus eristus suurte orkestrite ja kooride varasemast traditsioonist. (Kélar 2022) Uue muusika esitus-
tavad kujunesid ka paralleelselt 1960. aastatel Ladne-Euroopast alanud vanamuusikaliikumise esitus-
laadiga, mis mélemad vastandusid akadeemilistele esitustavadele.

Pardi veelkordne - ja viimane — p66rdumine Bachi poole 1976. aastal on seni margatust siimboolsem
ning ,Wenn Bach ..."” ndib olevat ,Credo” korval teine teos, mis votab kokku helilooja eelneva kogemuse,
tahistades oma dramaatilise valjenduslaadiga otsustavat pddret kompositsioonitehnikas. Teose struk-
tuuri alusmotiiv B-A-C-H kujundab klastrilise, dissonantse kélamaailma, millele Part on vastandanud
- taas sarnaselt oma 1960ndate kollaazZitehnikaga - tsitaadi Johann Sebastian Bachi preliitidist h-moll
kogumikust ,Hastitempereeritud klaviir I”. Pardi loomingulist Gleminekuperioodi (1968-1976), mis algas
teosega ,Credo”, raamivad seega nimetatud kogumiku esimene ja viimane preliiid. Nii nagu ,Credos”,
ilmub Bachi-tsitaat ka teoses ,Wenn Bach ..."” valitseva klastrimuusika kdlavastandina, ent seekord juba
toodeldult tintinnabuli-tehnika keskse elemendi - funktsionaalharmooniat tiihistava ja staatiliselt pisi-
va pohikolmkélaga. Tintinnabuli pdhimudeliga seob tsiteeritud Bachi h-moll prelitdi ka selle bassihaalt
labivalt kujundav diatooniline helirida.

Teose pealkiri voib olla takistanud selle sisemise dramatismi moistmist, sest mesilased on ju armsad
olevused. Kuid Pardi muusikapaevikud lasevad aimata pingelist, Nora Pardi sénul koguni paanilist
loomeprotsessi, mille keskmes oli ,Wenn Bach ...” 1976. a. aprillist septembrini: teost labivat signaali-

60 | Res Musica nr 14/ 2022



Toomas Siitan

motiivi seostas Nora Part koguni apokallipsisega.! Teose pohikujundeid kasutas Part hiljem vaga pi-
nevas kontekstis muusikas Poola ulmefilmile ,Navigaator Pirx” (1979). ,Wenn Bach ...” on pihendatud
muusikateadlasele Ofelia Tuisule (1919-1981), kes Parti sel ajal heliloojate liidu koosolekuil kdige julge-
malt toetas, ning kdrvuti métetega oma tde eest voitlemisest iseloomustab teost Pardi muusikapaevikus
lause ,Muusikateadlase portree ihe herilaspere foonil”.?

Wenn Bach ..." ei ole ,pentsikult tembutav teos”, véérkeha Pardi uue idioomi naabruses (Hillier 1997:
100), vaid pigem helilooja esimeste seeriateostega alanud otsingute loomulik jatk. Juba oma 1963. a.
loodud kooriminiatuuris ,Solfeggio” oli Part Gihendanud seeriatehnika taandatud helimaterjaliga, luues
C-duur helireast staatilise, helistiku funktsionaalsust vélistava ning vaatamata labivale dissonantsusele
kirkalt méjuva helipildi. Ning kui varaste tintinnabuli-teoste juures on uudsena kirjeldatud eelkdige nen-
de helikdrguslikku korraldust, siis on neis ja eriti 1977. aasta vaimustavas teosteseerias, kuhu kuuluvad
~Cantus in Memory of Benjamin Britten”, ,Tabula rasa”, ,Fratres”, ,Summa” ja ,Arbos”, taandatuna kasuta-
tud seeriatehnikal tdita seni margatust oluliselt kaalukam roll.

1 Kristina Kérveri avaldamata intervjuu Arvo Pardiga, 8.10.2019, Arvo Pardi Keskus (APK).

2 APK 2-1.17,1k. 123, 128, 26.-27.08.1976.
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Characteristics of the Compositional Process in Arvo Pirt’s
Tintinnabuli Technique

Leopold Brauneiss

Abstract

Many of Part’s compositions in tintinnabuli technique are based on structural ideas which manifest
themselves in a characteristic specification of common rules, very often in connection with a given text.
As these rules remain valid for the whole or part of a composition, it follows that no details arising from
them can be altered. Thus, the first step of the compositional process is to find a proper set of rules,
very often in accordance with the formal structure of a given text, that guarantees satisfactory results
at every moment. As the sketches for the Te Deum exemplarily reveal, this means that Part tries out
different sets of rules and abandons them immediately if they are not suitable. Another peculiarity is that
the compositional process does not end with the first performance but is a work in progress leading to

many revisions in order to find the perfectly sounding formulation of the basic structural ideas.

Among compositions that adhere to the
traditional concept of the musical “work”, we
can distinguish between those that make use
of minimal advanced planning, entrusting
themselves to the flow of spontaneous ideas,
and those in which musical details result from
a network of interrelated ideas stemming from
an overall plan drawn up in advance. Generally
speaking, in atonal compositions of the 20t
century - typically in Anton Webern'’s late works
- such individually shaped plans replace tonality
and traditional form models as a “skeleton” of the
musical details. Behind such compositions lies the
general ideal that every note is the result of the
application of a system of rules. No note is random
or superfluous, each is of equal value, and, in
Part’'s words, has been equally loved." In Part’s
compositions in which the tintinnabuli technique
is applied in its most characteristic form - and
these comments must restrict themselves to such
works - Part is indeed an extreme representative
of the systematic approach. However, he no
longer uses it as a substitution for the “structural
functions of harmony” - to quote a book title
by Arnold Schoenberg (1948; see Schoenberg
1989) — as Part himself did in his earlier serial
compositions, but instead applies the technique
to the “neutral” basic tonal elements of scale
and triad. In his tintinnabuli compositions based

1

on a text, irrespective of whether the text is
actually sung or merely used to determine the
progression of instrumental lines, this systematic
compositional method is enriched by its
correlation of musical and textual structure. Part’s
strict musical structures have been analysed in
various publications. Thomas Robinson offers
a systematic analysis of such structures in his
contribution to the Cambridge Companion
(Robinson 2012). Christopher May discusses
selected compositions in regard to new and old
categories of music (May 2016). Andrew Shenton
concentrates on Part’s choral and organ music
(Shenton 2018), while Toomas Siitan draws special
attention to the manifold significance of texts
for Part and his music (Siitan 2014). In his latest
publication, Kevin C. Karnes is the first to venture
a closer look at the musical diaries or sketchbooks
of the first tintinnabuli years in order to clarify
- as a chapter heading states - "when things
happened, and what they were” (Karnes 2021: 62—
65). What is still lacking in the literature is a more
traditional approach to an understanding of Part’s
specific way of “thinking in music” through an in-
depth study of the sketches themselves. This will
hopefully not only lead to a better understanding
of the act of composing but also to a deeper
understanding of the aesthetic significance of the
tintinnabuli style.

Compare Part's frequently related anecdote: when asked how music should be written, a street sweeper replies: “Das ist

aber eine Frage. Man muss wahrscheinlich jeden Ton lieben.” (Schorlemmer 2002: 246)
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Part once flippantly remarked that it is the words
of the text that write his music — and not, one
might add, the composer himself. The comment
implies that words are not personally interpreted
by the composer but should be understood as
linguistic shapes that act in the sense of the Greek
logos, themselves determining the course of the
composition. Inthis sense Part’s comment outlines
an artistic credo, indeed a philosophy. Analogous
to the creation of the world through the divine
logos, the musical creation arises through the
transformation of the contours of individual
words, sequences of words and sentences into
musical shapes and formal procedures. As sacred
texts, they embody the divine logos: the circle is
complete and the hubris of a composer creating
his own artistic religion is replaced by a humble
respect for the text and its formative power. More
concretely, Part's comment refers to a systematic
method of composition originating from rules
that determine how the original parameters
of the text are transformed into music. What
does this mean for the compositional process?
Particularly in longer works based on a text,
the compositional process thus begins with an
analysis of the linguistic structure of the text itself.
The text of the Te Deum with Péart’s hand-written
addenda? from 1984 shows us the various ways
in which textual parameters are important to the
composer (see Figure 1).

Part notes the number of syllables in each
word to the left of each line of text: one for the
single syllable Te, two for the two syllables of De-
um and so on. In the text itself Part marks the
accented syllables. Both aspects are important at
the “micro” level of individual word-shapes. The
basic principle of the translation of words into
music dictates that in a strictly syllabic setting, the
number of steps that each word-setting diverges
from the central tone is equal to the number of
syllables in that word. The central tone may stand
at the beginning or the end of the word. For
example, the word lau-da-mus can take any of the
four forms in relation to the note D shown in Ex. 1.

This static overview of the number of
polysyllabic words makes it possible to gauge

2 Arvo Part Centre (Arvo Pardi Keskus), APK 2-3.72.
3 APK 2-1.89, p. 42, Te Deum 4, 1984.

Leopold Brauneiss

how varied the music will become. In the case of a
sequence of many monosyllabic words the music
stands still, as it were. This a priori assessment is
important, since with the tintinnabuli compos-
ition technique, as with any system-oriented
composition method, surface details can only
be corrected in exceptional circumstances. With
musically unsatisfactory results it is only possible
to alter the entire system of rules that, as in serial
composition technique, are pre-determined and,
as it were, automatically articulated.

Part's other handwritten notes refer to the
punctuation of the text. The total of 17 framed
sections, including the added Amen, primarily
result from sentences finishing with a full stop,
which Part frames with a rhombus in the text.
The commas are marked in red originally, though,
as we shall see later, they only become formally
relevant by ending a section when they coincide
with the end of the line — and likewise the line
endings only become musically relevant when the
line closes with a punctuation mark. The sections
7, starting with Tu rex gloriae, 9, starting with Tu
ad dexteram, 12, starting with Salvum fac, and 15,
starting with Miserere nostri, conflate two or three
short sentences or invocations. An exegesis of
the resulting formal musical structure is beyond
the scope of this essay. Suffice it to say that Part
devised this structure in the form of a graphic
representation (Figure 2).3 Such graphics illustrate
the interrelationship between sound and picture,
typical of Part's compositional method.

As a visual template, the graphic representa-
tion acts both as a source of inspiration for the
development of the music and as a concise way
of controlling the musical architecture. The 17
sections are divided into subsections when there
are additional punctuation marks within the
sections. All subsections (or the whole section
when it is not divided into subsections) are sung
once as free-flowing unison melodies reminiscent
of Gregorian chant and indicated by wavy
lines. After final subsections - or, if there is no
subsection, then at the end of the single section —
follows a closing four-part chorale in a major key
that appears as a black rectangle - the text of this
last section is thus set twice to music in different
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Figure 1. Te Deum: Printed text with Part’s handwritten remarks (APK 2-3.72).
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Example 1. Possible melodic settings of a trisyllabic word.

oo

[ an WL ©
A3V
lau - da - mus lau - da - mus
# oO—0o EI
Pay O H
[ an WS hSd
ANYY

lau - da - mus lau - da - mus

Figure 2. Te Deum: graphic sketch of the formal structure (APK 2-1.89).

Leopold Brauneiss

Res Musica nr 14 /2022 | 65



Characteristics of the Compositional Process in Arvo Pdrt’s Tintinnabuli Technique

ways. The preceding subsections are answered
with instrumental settings of the previous vocally
exposed lines - if there are three subsections as
in section 3, this vocal “cantus firmus” is played
three times by instruments at the first of three
subsections and twice at the second, and with
four subsections correspondingly four times at
the first subsection and so on (see the horizontal
strokes in the graphic representation).

It is evident from the above that the basis of each
composition to a text is a word-derived melodic
line with no specification of rhythm, tempo, or
timbre. This "naked” melodic line is on the one
hand the direct descendant of the single melodic
lines that Part notated in his musical diaries before
the conception of the tintinnabuli style. On the
other hand one might compare the process to the
devising of a twelve-note row in which rhythm
and polyphonic elaboration are similarly finalised
at a later stage of composition.

In the first of the sketch books for the Te Deum*
Part has written individual lines of text above the
stave and tried out various melodic lines based on
different musical rules (Figure 3).

In the line beginning with Tibi omnes written
above the text Part was evidently aiming to
generate a flexible melodic ductus for the chant-
like melody, in which the central tone does not
change freely but according to specific rules.
Thus, in the first line, descending and ascending
scale segments consistently alternate and the
monosyllabic word et is also integrated into
this regular pattern as an ascending movement
indicated by the arrow pointing upwards. After
every word with a descending scalic movement
the following word-shape starts a second
higher, and after every ascending movement it
begins a second lower. This constant change of
direction continues in the line below. However,
the starting note of the first syllable of every
word is here always the same as the last note of
the preceding word. This time the monosyllabic
word is not included and the direction changes
on the last two words. The next four lines are

4 APK 2-1.86, p. 10, Te Deum 1, 1984.
> APK 2-1.87,p. 10, Te Deum 2, 1984.
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more traditional: the central tone is always E.
As represented in a simplified manner by the
symbols to the right of the stave, in the fourth
line there is an up and down movement above
the central tone resulting from the constant
alternation between a scale ascending from
the central tone and a scale descending to the
central tone - again the monosyllabic word is
not included. The line immediately below is an
inversion resulting in an arch movement below
the central tone. Lines 3 and 6 are mirrored about
a horizontal axis, whereby the movement always
proceeds from the central tone E”. The constant
change of direction begins in the third line with
the descending form, and in the sixth with the
ascending form (Figure 4).

In the next sketch’® to be discussed, the first
half of stave 3 is very much the same as the
printed version, with its ascending motion across
an octave, the technical correlative being the rule
that the central tone should leap from note to
note of a “tonic” tintinnabuli triad - here still the
A minor triad and not the D minor triad of the
printed version. The first word ascends from the
root note A, the next pair of words descends and
ascends from the fifth E', the final pair of words
after the monosyllabic et (already on A’) ascends
and descends again from the root note an octave
higher (A’). Both the addition of “white” note-
heads indicating a prolongation, as in the second
word, and the inserted two-note melisma, such
as in the third word, set the accented syllables in
relief and further differentiate the melody.

When transposed to D minor, the range of the
male chorus begins with the third of the tonic D
minor tintinnabuli triad and is further extended
so that only the monosyllabic word et receives
the note F of the triad. The final notes before the
punctuation marks are lengthened and a caesura
is added by Part before the last word potestates, as
well as the first note of the two-note melisma on
this word (Ex. 2).

Even when the melodic lines are more freely
shaped than for instance in the strictly structured
Passio, they still derive from the four possible ways
in which scalic movement and central tone may
be related, as illustrated by the word laudamus
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Figure 3. Te Deum: Different melodic settings of the sentence Tibi omnes ... (APK 2-1.86).
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Figure 4. Further version of the sentence Tibi omnes ... (APK 2-1.87).
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Example 2. Final and printed version of sentence Tibi omnes ...

—
only monosyllabic word "et" on note f
starting with third of D Minor triad 35 T 5 7 -
1 L— | e ~ @ e = = &
L T 2 = ¥ I i T — I I
S G ee @e e ot Tt =t |
*@04 i
Ti - bi o-mnes An - ge - li, ti - bi cae - li, et u-ni - ver - sae Po-tes - ta -  tes.

at the start. Moreover, it becomes apparent that
differentiations such as the changing of the
central tone are again the result of simple rules.

v

Whereas in the corresponding sections of the Te
Deum the music restricts itself to a highly-profiled
bordun-accompanied monody, polyphony in
tintinnabuli style results from the combination of
various specific processes. Triadic voices, the so-
called tintinnabuli voices, are set in a particular
relation to the melodic voices, for instance by
adding the nearest note of the triad above and
below. The melodic line may also be multiplied
in parallel or contrary motion. As different
assemblies of scale segments for each word result
in various horizontal melodic lines in relation
to the central tones, different rules concerning
the addition of voices result in different vertical
combinations. Again, it is a question of finding
the suitable set of rules that, when applied to the
given melody, will lead to satisfactorily sounding
results. An example of how Part tried out different
textures is found in the original version of the
Passio. There is a complete manuscript of the work
from his time in Tallinn before his emigration in
a sketch book dated 1-5 March 1977, with the
Turba passage beginning with the words Noli
scribere Rex Judeaorum on page 129. Various other
polyphonic versions of the four-part texture are
found in another sketch book” written around
the same time, dated 12 February - 14 March 77,
on pages 100 (Figure 5) and 101 (Figure 6), from
3 March.

6 APK 2-1.20, p. 129.
7 APK 2-1.21, pp. 100-101.

simple error.

In all versions, the basic text-derived melodic
line is doubled through inversion at the octave.
In the first version on page 100 the alto part is
highlighted in green, while the inversion in the
bass and the triadic voices are written in red. In all
other versions these two voices remain the same.
In the last two systems on page 101 (marked with
a 2 and a 3 respectively) they are transposed so
that all word shapes do not start with the A, root
of the tintinnabuli A minor triad, but with the fifth,
E, or the third, C. The differences are the result
of the various positions of the two other triadic
(tintinnabuli) voices: In the first version both
tenor and soprano refer to the bass and perhaps
for this reason are all written in the same colour
(see Figure 5 page 100). The tenor completes the
note of the A minor triad that is nearest but one
above the melodic line in the bass, the soprano
the nearest above - albeit displaced an octave
above. Part notates a further version on the last
staff system. Here the melodic voices in contrary
motion are written in blue and the tintinnabuli
voices in red. The tenor part is identical to the
first version,® though here notated in the final
stave in the bass clef. In this version, however,
the tintinnabuli voice in the soprano follows the
alto and completes the nearest note of the A
minor triad above. Presumably because the tenor
not only comes to rest above the alto at the last
chord in the fourth bar but is also identical to
the note of the soprano, Part added only a few
more notes in the soprano, and discarded this
version as he was writing it. On page 101 a version
marked "1” appears that Part marks with an X in
the right-hand margin - presumably denoting

The deviating third note in the fourth bar is most likely not a deliberate deviation from a system, but the result of a
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Figure 5. Passio: first settings of the sentence Noli scribere ...

(APK 2-1.21).
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Figure 6. Passio: further settings of the sentence Noli scribere ...

(APK 2-1.21).

that he feels this to be the best version. The voice
in red - presumably the last tintinnabuli voice
to be added - is identical with that of the first
version. The second tintinnabuli voice in green
now adds to the bass melody the nearest lower
notes of the triad, transposed up an octave. In the
text below Pért refers to this sort of voice leading
as a "recipe”. After the indication, valid for all
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examples T / B okt vastu liikumine (kokku) (tenor
and bass in counter movement at the octave,
moving together) the tintinnabuli voices are
described as follows: S bassi jargmine tilemine 3 k
87, A bassi oletatav oktav 8~ alumine kk noot (S next
upper triad note of bass octave higher, A lower
triad note of bass, imagined an octave higher).
As this green part - originally given to the tenor



Figure 7. Passio: fair copy of page 5 (APK 2-2.1.228).
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- frequently lies above the upper melodic voice
and rises to C”, the latter must be moved to the
tenor - indicated by the letters T and A, added
in red. However, this implies that the tenor must
begin each word with the exposed A'. Presumably
therefore Part transposed the entire structure
downwards in the second version, so the melodic
voices now begin on the fifth of the tintinnabuli
triad E or E', and all voices end up in a comfortable
vocal range. In the final version Part experiments
with beginning the melodic voices on the third of
the tintinnabuli triad (C): all four voices are now in
so high a range that a realisation with tutti choir
seems impossible.

| have analysed this passage in such
painstaking detail to point out the methods and
problems of composing in the tintinnabuli style.
As Part put it, it is a question of finding a recipe
that leads to satisfying musical results, both in
the sense of the resultant harmonies as well the
choral sound. The latter depends on the range
and exact position of the individual voices, both in
the immediate moment, and over long stretches
of the work. For this, careful thought must be
given to these “structural recipes” before writing
down the work. With structures more complex
than the monodic lines of special melodic profile

% APK2-2.1.228, p. 7 (originally p. 5).

in the first example from Te Deum and with four-
part choral writing from Passio an even greater
number of variants must be tried out. Therein lies
the paradox of the “complexity” of simplicity in
tintinnabuli compositional technique.

Vv

A description of the characteristics of the
compositional process would be incomplete
without pointing out that this process does not
end with the first performance, but rather enters a
new phase. After their realisation in performance,
the results yielded by the set of rules are tested
and optimised. In accordance with the method
outlined above, the modification of a rule applies
to all detailed situations of the work. Thus, for
instance, in the Passio, the rests and some note
values were shortened after the premiere, as the
original values had caused the musical flow to
falter. Part made these amendments directly into
the fair copy of the score.® For example, in the
original version all notes of the last words before
full stops or colons as well as their subsequent
instrumental mirroring were multiplied by four to
become semibreves. In the correction (Figure 7)
the note values of the words themselves are not
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Figure 8. Sieben Magnificat-Antiphonen: fair copy of page 12 (APK 2-2.3.165).

7 7 T 7
1 T Z A N TTHIORN T Y 17207
V—F | oy e 7/ [ B/ 11 1 YV VIZr I 4 P S 48T A
S ey ) < b AN A SR A AT 7 o7 =z
)
! n
e o o Vo buesn,
o =y T
S =4 2 ic
O 50 1@} k=4 7 =
1 T i Lo
[ r | |
9 JS A
O kdwp \atlon Uoler, (
¥ ¥ -
< 1 L 1 I 3 ] L 5y L ; T 1 ra
T L 1 1 1 i 1 £ LS g < Y ==
'y o P} 2 \I e '() b L9 < L G < < i
] 9 9 e Q - 0 o
T = = o a= — = ¢ o =+ o
1 Pl = o} = 28 B
I A} T it
J5 < X [d
| B Ty =4 R .
A )4 T &S
A

ih

~ :
L Ea want wg ad Sehusuclt,
i \’ {‘ )S e :”J ,i’) ] = o o <) F‘\
3¢ C e T L L0} Il:) ‘IJ l' J
J ; [ » [ | Ty
/Au E awen iy u.wd gél\.matll/'t 4 56“ (4 Q‘\: (11,,_, d@hﬁu lumnrwnlm,@f:
[ (. ¥ 1 I ] T = I 1 i ¥ T ‘ ‘I 1 J‘ 1 J‘ II L i 1 T W 0 O (]
2 T | L1 1L 1 i 1 T re 1 1 T3 ra > > 2 L 1 1 ) IS I [
< Py L P Fl 4 Z & P { < 3 B | 2
+ —+ 3 + t—+ \ = - <
2 0 o) o ] ° 3
2 + : £ l_: {F Es B £¢
N—p S i S Ee==p g A
yomel = S Pl 2 L € T x
74 Il L T 1 Y 2 AN I L 1 16

g ck@u(& slun,

doe

=

agow:w

sammenhatfs

5 .
1 fclu@q/é?tbk\,/ olen
e e—— 3 & = e
107 ZEl e L 7 ) Pt i £ o
vl [ [
’ L
0 komm umd  on-ette |dew Pensthen olen, do s Fade Md«’,dd/ 0 kn-
B TN
e+ &~
LS Y rY & 4 7 [d
5 > = r —— P === : 3 r=
0 o}
E. 2.k = i 2 £+ lg L |l £
v 1Y ] £ T T J. ). (s e 71
AT 4 iY== (¢ < < T
L h I T D7 ] P 1
[ °4 1 1 l‘ T AT i

0 womw pnd evette con Mensiclion

72 | Res Musica nr 14 / 2022

UE 413098



shortened, but in the subsequent instrumental
mirroring of the vocal line and in the rest that
follows it the values are halved.

On rare occasions such as the sixth of the
Sieben Magnificat-Antiphonen, an additional voice
is added in pencil into the manuscript fair copy
of the score used in the premiere (Figure 8).1°
The original alto voice, a tintinnabuli voice to the
melodic voice in the soprano, now moves to the
soprano 2. The sustained note D in the alto part
is added to the five-part texture. A melodic voice
is sung once in soprano 2 with the nearest note
above of the minor triad D in soprano 1, and twice
in tenor 2, with the next note but one above of the
triad in tenor 1 and the next note but one below
in the bass. The sustained note D', dynamically set
in relief in mezzo piano (piano in the printed score
with other voices then in pianissimo) mid-range,
acts as the backbone of the music, reducing the
disparate layers to a common denominator, as
it were, filling in the general rests in the other
voices that automatically result from the rules
and strengthening the forward-moving march
character of the music.

Vi

As we have seen, the process of composition
consists in trying out different rules until the “ideal
form” has been found. If the rules are themselves
rational, then the ear and personal sensibility
decides which will lead to satisfying results,
and which are to be discarded. The alterations
after the act of composition then continue what

Leopold Brauneiss

was begun during the initial experimentation
with various “recipes” the frequently laborious
adjustment of the system of rules to the reality
of musical sound. One might argue that the
drawing up, testing and evaluation of rules is a
laborious and circuitous route, and that instead
one could freely invent a satisfying melodic line
in the traditional way. However, the fabric of rules
behind each musical occurrence, determining that
each note be placed exactly asitis and in no other
way, is acoustically perceptible and adds to the
quality of the musical experience. Moreover, this
way of doing things is part of an attitude that has
ramifications in religious sentiment, far beyond
the field of aesthetics: one must first take a step
back, become “nothing” and then, in this attitude
of humility, one may receive a gift — in the form of
the musical results that the correct combination
of simple rules sets in motion. One is reminded
of the quote: “First of all, you must make yourself
nothing. There must be silence. You must make
peace with your powerlessness. And that which
is then given is like a gift.”"" Seen in this way, the
rules are by no means just a technical support to
the act of composition. The creative impulse of
the composer can be drawn towards innovative
combinations of familiar rules. They indicate a
trust that, behind the manifold, antagonistic,
indeed at times chaotic surface of everyday
life, a simple order may be made manifest. This
trust bears witness to an interdenominational
fundamental religious attitude, inherent not in
the superficial details of tintinnabuli technique
but anchored at a more profound structural level.

10" APK 2-2.3.165. Special thanks to Kristina Korver of the Arvo Part Centre for drawing my attention to this.
" The original Estonian text: "Kdigepealt sa pead ennast nulliks tegema. Peab olema vaikus. Sa pead leppima oma
jouetusega. Ja see, mis siis antakse, on nagu kingitus.” (Unpublished interview by Immo Mihkelson, 27 October 2014,

Arvo Part Centre)
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Sources

Arvo Part Centre / Arvo Pardi Keskus (APK)
APK 2-1.20: Musical diary 18 (01.03.1977/05.03.1977).
APK 2-1.21: Musical diary 19 (12.02.1977/14.03.1977).
APK 2-1.86: Musical diary. Te Deum 1 (1984).
APK 2-1.87: Musical diary. Te Deum 2 (1984).
APK 2-1.89: Musical diary. Te Deum 4 (1984).

APK 2-2.1.228: Score. Passio Domini Nostri Jesu Christi
secundum Joannem. Booklet 1-4 (1982).

APK 2-2.3.165: Printed score. Sieben Magnificat-
Antiphonen [mixed choir (SATB) a cappella] UE 19098.
With amendments (1988/1990).

APK 2-3.72: Scheme. Te Deum, work on Latin text (1984).

Unpublished interview by Immo Mihkelson, 27 October
2014, Arvo Part Centre.
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Leopold Brauneiss

Kompositsiooniprotsessi jooni Arvo Pardi tintinnabuli-tehnikas

Leopold Brauneiss

Pardi teoseid, milles tintinnabuli-stiili ideed valja kujunesid, iseloomustab slisteemipdrane
komponeerimisviis, mis korrastab ja ihendab omavahel lihtsate reeglite abil kolmkéla ja diatoonilise
helirea tonaalseid péhikomponente. Slisteemne komponeerimine eelnevalt leitud reeglite alusel —
parand Pardi varases loomingus labiproovitud kaksteisthelitehnikast ja selle edasiarendustest — viib
viimasega vorreldes muutunud, koguni vastandlike ilminguteni, mida ei organiseeri rangel viisil mitte
enam 12-heliread, vaid kolmkéla ja helirea harjumuslikud, s.t. mitte individuaalseina loodud p6hiosised:
piirdumine tuttava diatoonilise heliarsenaliga toob kaasa taandamise ja lihtsustamise ka reeglites endis.

Materjali sedalaadi lihtsustamisele lisandub Uhe erijoonena veel teksti struktuurikujundav roll:
koigis oma formaalsetes detailides, nagu soénajarg, kirjavahemargid, iga sona silpide arv ja sdnarohk,
otsekui tolgitaks see séna-sonalt ja lause-lauselt muusikasse. Komponeerimise esmane, ettevalmistav
samm on seejuures teksti liigendamine ja erinevate formaalsete parameetrite analiiis: selle protsessi
suureparaseks naiteks on Pardi ,Te Deum”.

Jargmiseks sammuks on lihtsate reeglite péhjal tekstist Gihehdalse meloodialiini genereerimine. Kuna
reeglid kehtivad vahemalt teose (ihe tervikliku I6igu piires, ei saa Uksikasju pohimétteliselt varieerida
- pigem tuleb reeglid valida selliselt, et nad annaksid igal hetkel rahuldava muusikalise tulemuse. Nii
ndeme Pardi muusikapaevikuis — vdga kujukalt taas ,Te Deumi” teksti (ihe lause puhul -, kuidas Part
katsetab erinevaid reegleid ning jatab need korvale kohe, kui tulemus teda muusikaliselt ei rahulda.

See pideva katsetamise, loobumise ja muutmise protsess, mis 16peb alles ideaalse kdlalise kujundi
leidmisel, kordub samuti kdrgemal tasandil, kus leitud Gihehdalne meloodialiin peab jargmise sammuna
ning taas rangelt reegliparaselt viima mitmehadlse faktuurini: heaks nditeks on siin ks ,Passio”
neljahaalne koorilik.

Visandites alanud taiusliku reeglite siisteemi otsingud ei 16pe ka pdrast esiettekannet, vaid jatkuvad
kolakogemust arvesse votvais korrektuurides. Need voivad muuta tiksnes ritmidetaile - nagu naiteks
+Passio” puhul - voi ka muusikalist tekstuuri, nagu kuuendas ,Seitsmest magnificat'i antifonist”, mis on
hiljem taiendatud karakteerse lisahadalega.

Selline stisteemne komponeerimisviis, mis Iahtub etteantud, enamasti sakraalsest tekstist, vdljendab
kokkuvéttes esteetilist hoiakut, milles helilooja mina jaab tagaplaanile, et saada otsekui valjastpoolt
tdidetud. Seda voib mdista peegeldusena religioossest eluhoiakust, milles isiku tagasitbmbumises
padseb mojule Jumalik.

Tolkinud Toomas Siitan
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Tacit Texts: Considerations on Pirt’s Settings of the Word

Peter Bouteneff

Abstract

As Arvo Part scholarship continues to deepen, considerable attention has been paid to the role of the
text in Part's compositions. Most of his tintinnabuli works are textual settings, and there are enough
quotations from the composer to indicate that the texts are extremely important to him and his work.
This essay investigates the compositions in which the text shapes the music but is not sung, and poses
questions about why the composer chooses to leave certain texts unheard, how this music is received,
and whether or not the text can be said to play a role in that reception.

The study of Arvo Part’s music - both of its genesis
and its impact - has increasingly been touched by
questions of theology and religious experience.
Many aspects of Part’s work have no need of ana-
lysis at the theological or spiritual levels. Yet there
are areas of Part’s output where the avoidance of
such topics would either be disingenuous or be
missing something fundamental. Once one does
embark on it, the attempt to bring theology and
musicology into conversation is liable to face
some methodological problems that go beyond
the challenges common to multidisciplinary
study. The main issue that must be laid bare
before an academic readership is that the points
of connection or dissonance between music and
theology - and perhaps even more so between
music and spirituality/experience — generally do
not lend themselves to incontrovertible proof
or substantiation. An author exploring such
connections must of course work on the basis
of fixed data in musicology and history, as well
as in demonstrated theological concepts and
spiritual practice. But | am convinced that some
of the more useful and resonant statements and
conclusions must be made at a more intuitive
and therefore less demonstrable level. These can
only be propositional in their character, and their

1

The Father spoke one Word, which was His Son.
And this Word He always speaks in eternal silence,
and in silence must It be heard by the soul.

(St. John of the Cross, Maxims on Love, 21)

reception will inevitably be mixed.! This has been
the approach in all my writing on Arvo Pért, as |
have sometimes made explicit (e.g., Bouteneff
2015: 16-20). And it is the case with the present
essay.

Much has been written about the role of text:
the logogenic nature of many if not most of Part’s
tintinnabuli compositions, the way in which the
syllables shape the melodies, etc. Yet there comes
a point where it becomes inevitable to comment
on the fact that not only does the overwhelming
majority of Arvo Part's tintinnabuli oeuvre consist
in text settings, but all but a handful of the set
texts are explicitly sacred in their character. They
are devoted to the praise of God, the calling
on God, Jesus, Mary, the angels, et al. in prayer,
often as passages from the scriptures or liturgical
hymnography. The statistics are clear and rather
overwhelming: the vast majority of Part's post-
1976 compositions are settings of sacred texts.

Here too there is still much to say without
venturing into theology or spirituality. But the
composer’s dependence upon text to give his
music its shape, character, and sound is such that
he has said that the words actually write his music,
that his music is “a mere translation of the words".
They do so through more than just the syllabic

For example, my assertion (repeated at the close of this essay) that Arvo Part’s compositions are acts of prayer would be

impossible to substantiate. It is founded on a combination of evidence and intuition. Its use or its meaninglessness is for

the reader to discern.
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contours which give the melody its shape. If the
texts did not mean anything to the composer
(and we all know that they mean a great deal to
him) the words would not be front-and-centre in
the compositions, as they are. As the composer
has said, “... sound should also speak about what
the Word determines. The Word, which was in the
beginning” (epigraph to In Principio. The Word in
Arvo Pdrt’s Music).

These two registers of the imprint of text
upon music, the affective and the syllabic, are not
mutually exclusive; they are usually deployed in
combination. Together, their primary aim would
seem to be two-fold. One is to give the music
an organic rhythm, a breathed quality. It flows
with the sound of spoken or sung phrases. It
respirates. The scores reveal this visually. But the
other motivation is to serve the reception of the
text. A listener is more apt — not just to hear the
text, but to receive and comprehend it, when it
is either sung in a rhythm that mimics the spoken
or read poetically. Furthermore, the meaning of
the text is enhanced through a deft application
of the language of music. Again, his music is a
translation of the words. | spoke on this theme in
an unpublished lecture at the Arvo Part Centre in
2019 (Bouteneff 2019).

However, the centrality of the text to Pért’s
compositions, and especially their reception
by the listener, is complicated by those of his
compositions where the text, as text, is in fact
unheard. At least seven of Arvo Part’s compositions
are text settings whose text is unsung. The text
is there, but it is set to instrumentations and
ensembles without singers: Psalom, Silouan’s
Song, Trisagion, Orient & Occident, Lamentate,
Fiir Lennart in memoriam, These Words ..., and
Symphony No. 4 Los Angeles.?

| had suggested above that the words shape
Arvo Pért’s music with the intention of their
proper hearing and understanding, so that they
are received, in a verbal sense, by the listener.
These compositions, their texts silent, defy such
an interpretation. The words still shape the music;
the syllabic rules are still in effect. But having
given the music its structure, they then fall away,
leaving us their rhythm, and a less-quantifiable

Peter C. Bouteneff

affective trace. The words also impart the charac-
ter of flow, of breath, mentioned above. But as
to textual meaning, these compositions serve
as challenging case studies in the relationship
between composer and text, text and music,
music and listener.

There are also instances of the unsung-
text phenomenon within some of the sung
compositions. That happens in the interlude
passages for example in the Berliner Messe, where
an instrumental passage is shaped by the words
that had just been sung, as if to “repeat” them for
a kind of subliminal emphasis. There, however,
it isn't as if the listener is guessing as to textual
meaning, because she has just heard the text
itself. With the unsung compositions identified
above, the listener is bereft of the verbal content.

Let me begin with a few remarks about each
of these compositions in turn, on the way towards
gleaning further insights.

« The earliest of the textually silent composi-
tions is Psalom, dating from 1985. Like many
of Part’s compositions, it is taken from the
Psalms, in this case Psalm 113 (112), in Church
Slavonic.

« Silouan’s Song (1991) —text is from the writings
of St Silouan, in Russian.

« Trisagion (1992) - text is from the Trisagion
prayers through “Our Father”, in Church
Slavonic.

« Orient & Occident (1999/2000) - text is from the
Nicene-Constantinopolitan Creed, in Church
Slavonic.

« Lamentate (2002) - text is from the Orthodox
prayer tradition — troparia in conjunction with
the reading of the psalms (with the Dies irae
interpolated), in Church Slavonic.

« Fiir Lennart in memoriam (2006) - texts are
from the canon sung at funerals (as well as
within the Canon of Repentance) and from a
prayer composed by St Sophrony (Sakharov),
in Church Slavonic.

«  Symphony No. 4 Los Angeles (2008) — preceded
in kernel form by These Words ... of the same
year (In Principio, pp. 226-228). Text is from
the Canon to the Guardian Angel, in Church
Slavonic.

2 The textual basis of these compositions is attested in In Principio p. 17, see also pp. 96-97; 126-127; 132-133; 182-183;

198-199; 216-217; 238-240 respectively.
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Let me now offer some observations and then

suggest some possible explanations, interpreta-
tions, and insights.

1.

2.

3.

These compositions date from well after the
period where the composer needed to shroud
his faith, and the religious character of the
music (as was the case for Credo, for example).
Otherwise, that might have made for a
plausible explanation for the text’s silence.
They appear to come in one- or two-year
bursts. After Psalom, the trailblazer and the
outlier from 1985, we have Silouan’s Song and
Trisagion coming in 1991 and 1992, Orient
& Occident and Lamentate in 1999/2000
and 2002, and Fiir Lennart and the Fourth
Symphony in 2006 and 2008. This is merely
an observed pattern from which | hesitate to
draw any profound conclusions.

There is generally little or no interest in draw-
ing the listener’s attention to the underlying
text of these compositions. Most of their titles
bear no hint of their textual basis. Psalom and
Trisagion are potentially exceptions, although
the title does not indicate which “Psalom” is
being referenced, and only those versed in
Greek terminology for Christian prayer will
know what “Trisagion” means. In some cases,
the title is rather distant from the text, such
as Orient & Occident. A setting of the Nicene
Creed in Church Slavonic, this composition is
named not only for the text but also for the
compositional device according to which it is
conceived - the words take turns, one word in
chords, referring to Western music, and every
other word in monophony, approximating to
Eastern style of chant. The Creed simply pro-
vides an underlying structure. The compos-
ition does take on a character that is at the
same time solemn and celebratory, appro-
priate to the Creed. But how different it is from
Silouan’s Song, for example, with its stirring
musical evocation of a “soul that yearns after
the Lord ..."

Likewise, the liner notes for these compos-
itions in their premiere recordings on ECM

usually bear no reference to the texts. Sym-
phony No. 4, and Fiir Lennart are the excep-
tions, where the text is identified in passing,
but the text itself is not provided in those
cases either.? It is only in the Arvo Part Centre
publication In Principio: The Word in Arvo Péirt’s
Music, that any real attention is drawn to the
textual basis of these compositions.
Indeed, even if the text played a strong role
in the composition process, the composer’s
concern for the textual reception of his
compositions seems to vary widely. In some
cases, the performance puts the text front and
centre. One thinks of The Deer’s Cry, Which Was
the Son of ..., Bogordditse Djévo, and Adam’s
Lament, for example, where the text is clear
as a bell. We may also recall the importance
of the text in Adam’s Lament, demonstrated
in the fact that at some of its most significant
performances,* the text was projected on the
walls of the concert hall while being sung -
with the composer’s enthusiastic blessing -
for maximum reception.
Evidently, then, sometimes the text’s
reception means more to the composer than
at other times. Sometimes even with the
same text, as is the case in the Creed in Orient
& Occident, versus the Creed in the Berliner
Messe, Summa, or any other of Pért's settings
of it. And sometimes even within the same
composition, as is the case for those works that
began as sung texts and —in later instrumental
reorchestrations - became unsung (among
other examples: Summa, Sieben Magnificat-
Antiphonen, Littlemore Tractus, and Da Pacem
Domine).>
All of the unsung texted compositions,
without exception, are in Russian or Church
Slavonic. (Other Slavonic and Russian texts
are sung, but these are not.) This must be
significant. The logical explanations for this
fact could include the following:
+ The consecrated nature of the Church
Slavonic language itself, which was created
on the pattern of ecclesiastical Greek with

See Arvo Pdrt. Te Deum 1993. CD. ECM New Series 1505; Arvo Pdrt. Litany 1996. CD. ECM New Series 1592; Arvo Pdrt. Orient

& Occident 2002. CD. ECM New Series 1729; Arvo Pdrt. Lamentate 2005. CD. ECM New Series 1930; Arvo Pdrt. In Principio
2009. CD. ECM New Series 2050; Arvo Pdrt. Symphony No. 4 2010. CD. ECM New Series 2160.

Such as at Carnegie Hall, 31 May 2014.

As Greater Antiphons, Swansong, and there is one version so far of Vater unser for saxophone quartet.

I am grateful to Liivika Simmul for this suggestion.
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the sole purpose of giving voice to sacred
scripture and church hymnography.®

+ The sonic nature of the Slavonic and Russian
languages, the way in which syllables are
formed in these related Slavic tongues.

« The particular character of classical and
ecclesiastical music emanating from
Russia. It has already been observed that,
for Part, the language of a composition’s
text frequently influences the harmonic
character of the composition. His Slavic-
texted compositions, as a rule, tend to
sound Slavic.

« Two of these compositions emanate from
the world of Silouan/Sophrony, which is
especially meaningful to our composer. Yet
not all of the Silouan-based compositions
are silent - to wit, Adam’s Lament, where
text is front-and-centre, booming forth with
syllabic enunciation and emotive contours.

« Finally, might it not be a matter of the place
that Russian and Slavonic languages occupy
within the heart and soul of the composer?
We do know that Part found the depth
of his religious faith squarely within the
context of not just Orthodox Christianity,
but specifically Russian Orthodoxy. As
complex as that may have been on political
and cultural levels during a time of Soviet-
occupied Estonia, it is a reality. And | venture
to suggest that Russian and Slavonic are the
chief languages of his prayer.

oo

Now that | have invoked prayer, rushing in like a
fool where angels fear to tread, | will continue to
“speak as a madman” (cf. 2 Cor 11:23) and suggest
some parallels between these compositions and
the life of prayer. The scriptures and the ascetical
writers of the Church advocate a prayer that is
unceasing (cf. 1 Thess 5:17) — even if that prayer is
not necessarily heard. Indeed, there are roughly
three registers on which prayer may dwell. One
is spoken prayer, that is articulated and heard.
Another is silent prayer, which is still recited but
not heard. This is the register we may focus on a
little longer, owing to its relevance to the unsung
texts. Most often this unheard prayer is of the
repetitive kind, such as the Jesus Prayer or another
short, cyclic prayer. Let me give a relevant, lived
example: at the Monastery of St John the Baptist,

Peter C. Bouteneff

founded by St Sophrony on the principles of St
Silouan, there are twice-daily services devoted
to the communal recitation of the Jesus Prayer.
It is recited, by one monastic after another, in
series of 100 petitions each. Sometimes during
this recitation, the monk or nun will fall silent,
but the repetitions continue, internally, silently.
You wouldn't know that they are praying by the
sound of it, but the context tells you that they
are praying, and you know very well the words
they are praying. | invite the reader to take a
moment to imagine this — an audible recitation
of the repeated Jesus Prayer, punctuated by the
inaudible recitation of the Jesus Prayer.

It feels to me as if this is what is happening
with most, if not all, of our tacit-texted composi-
tions. The prayer is there, but silent.

Let us now at least mention that a third regis-
ter of prayer is devoid of words entirely — it is more
like a state of being. But even this wordless state
of prayer bears the character and significance of
words. It is prayer where the word itself is not only
unheard, it is not even thought. Yet the word is
the basis of it all. The psalmist attributes this kind
of prayer to the stars in the sky. In their beauty
and their mysterious movements they are word-
lessly speaking of God:

The heavens are telling the glory of God;

and the firmament proclaims his handiwork.

Day to day pours forth speech,

and night to night declares knowledge.

There is no speech, nor are there words;

their voice is not heard;

yet their voice goes out through all the

earth,
and their words to the end of the world.
Psalm 19:1-4

The heavens - the sky and the stars — are
without speech and words, yet their words go out
to the ends of the world. Such are the inevitable
ironies of life in all its wonder, experienced by
human beings who are, at their core, word-
bearing creatures. We perceive the “words” (in
Greek, logoi) underlying realities, even when
there are no words.

Where does this psalm, and these observations
about prayer, leave us?

Whenever we consider Part's work, or really
any work of art, we must consider three stages or
elements. One is the composer and his process,
another is the composition itself, and finally
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the listener and the listener’s reception of the
composition.

As to the composer and the process of com-
position, | have suggested elsewhere that Arvo
Part's compositions are akin to his praying the
texts (Bouteneff 2020). Whatever the significance
of their underlying texts for the listener, their
importance for the composer and the composi-
tion is undeniably paramount; they are sacred to
him. His music is a vehicle for the text, a kind of
a translation or elucidation of it. He is obedient
to it; he is praying it. And all of this seems to be
the case whether the text is heard or not. For the
composer, then, | suggest it is something akin to
the Jesus Prayer recited, sometimes heard, and
sometimes unheard, but there nonetheless.

As for the compositions - those with unsung
texts that we have been considering here - these
bear the trace of the texts, but not as heard words.
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As for the listener, the case is different. Only
the most avid of Part’s hearers will take the
time to uncover the silent texts that underlie
Orient & Occident, Psalom, Lamentate, and follow
them syllable by syllable as they listen. No. The
text has made its mark on the composer, and
through him to the composition. The influence
of the text remains utterly decisive, but indirect.
One searches in vain for apt analogies. Does the
listener experience only the “flesh”, but not the
“soul” of the text? Or is it exactly the opposite?
It likely depends on the person, and the answer
is ultimately inscrutable. But perhaps the best
analogy leaves the listener free, speaking of the
composition as analogous to the wordless voice
of the stars. “There is no speech, nor are there
words, ... yet their voice goes out ..."

In Principio: The Word in Arvo Pdrt’s Music. Ed. by Hedi
Rosma, Kristina Korver, Kai Kutman, Laulasmaa: Arvo Part
Centre, 2014.

St. John of the Cross 1979. Maxims on Love, 21. — The
Collected Works of St. John of the Cross. Trans. Kieran
Kavanaugh and Otilio Rodriguez, Washington, DC: Institute
of Carmelite Studies, p. 675.
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Vaikivad tekstid: tahelepanekuid Pardi teoste sonakasitluse kohta

Peter Bouteneff

Arvo Pardi muusika pohinemist plihadel tekstidel uuritakse Uha sagedamini. Nii oli ka Arvo Pardi
Keskuse esimese valjaande eesmark dokumenteerida niihasti originaalkeeles kui ka ingliskeelses tolkes
koik tekstid, millele Part oli selleks ajaks muusikat kirjutanud. See teedrajav raamat ,In Principio: The
Word in Arvo Part’s Music” (,In principio: S6na Arvo Pardi muusikas”, 2014) osutab mitmele Pardi teosele,
mis kill pohinevad tekstil ja mille muusika on kujundatud ldhtudes sona silbilisest Ulesehitusest, ehkki

4

teksti ennast ei laulda. Seega me ei kuule ega mdista seda tavaparasel viisil (teostes ,Psalom”, ,Silouan’s
Song”, ,Trisagion”, ,Orient & Occident”, ,Lamentate”, ,Fiir Lennart in memoriam”, ,These Words ..." ja
neljandas siimfoonias ,Los Angeles”). Oma artiklis ei vaatle ma neid teoseid mitte ainult teksti ja muusika
omavahelise suhte aspektist (mis on pohimotteliselt samasugune nagu lauldud teostes), vaid uurin ka
helilooja ja teksti ning kuulaja ja teksti vahelist suhet.

Oeldes, et muusika on pelgalt sénade tdlge véi ,sénad kirjutavad minu muusikat”, viitab Arvo Part
muusika kuulekusele teksti ees ning valjendab selgelt, kui oluline on tekst talle kui heliloojale. Muusika
vormimine teksti jargi (logogenesis) peaks jarelikult toetama ka kuulajat, sest tekst, mis kdlab nii, nagu
seda loomulikult kdneldakse, on kergemini arusaadav. Selle kohta on palju naiteid keskaja vaimulikus
muusikas. Kui aga teksti ei olegi kuulda, kerkib kiisimus veelgi teravamalt: kas kuulaja on siis lldse
voimeline teksti mingil tahenduslikul moel vastu vétma?

Toon véljaméned tahelepanekud selliste vaikivate tekstidega teoste kohta. Esiteks ilmneb, et tildjuhul
ei ole heliloojal suurt voi tldse mingisugust soovi tdmmata kuulaja tahelepanu neile alustekstidele.
Enamik pealkirju ei vihja kuidagi sellele, millisel tekstil teos péhineb. Erandiks on ehk vaid ,Psalom”
ja ,Trisagion”, kuigi esimese puhul ei selgu pealkirjast, millise psalmiga on tapselt tegu, ning maoiste
trisagion tahendust teavad ainult need, kes valdavad kristlike palvete kreekakeelset terminoloogiat.
Ménel juhul on pealkiri tekstiga tGisna kaudselt seotud — nditeks ,Orient & Occident” on komponeeritud
kirikuslaavikeelse Nikaia usutunnistuse tekstile.

Teiseks on oluline margata, et kéik mittelauldaval tekstil pdhinevad teosed on eranditult kas vene
voi kirikuslaavi keeles. (Mitmeid teisi vene- ja kirikuslaavikeelseid tekste lauldakse, aga neid mitte.) See
peab midagi tdhendama. Loogiliselt selgitades vdime viidata kirikuslaavi keele pihitsetud loomusele
- see on keel, mis on loodud kirikliku kreeka keele eeskujul ning mille ainsaks eesmargiks on anda
haal puhakirjale ja kirikulauludele. Kuid vdib-olla on tdeline pdhjus selles, et vene ja kirikuslaavi keelel
on oma eriline koht helilooja hinges ja siidames? Nagu teame, ei leidnud Part oma usu tuuma mitte
lihtsalt 6igeusu Opetusest, vaid nimelt vene digeusust, olgugi see ndukogudeaegse okupeeritud Eesti
kontekstis poliitiliselt ja kultuuriliselt kuitahes komplitseeritud. Ja ma séandan koguni oletada, et vene
ja kirikuslaavi keel on tema peamised palvekeeled.

Lopetuseks toon viite Uhele palveviisile. Paljudes traditsioonides, kaasa arvatud digeusu traditsioonis,
vbib kontemplatiivne palve vonkuda kordamooda konelise ja mittekonelise faasi vahel, kuigi ka
mittekdnelised faasid pohinevad siiski sdbnadel. See néib olevat sobiv paradigma aitamaks meil maista,
kuidas toimivad mittelauldavad tekstid Arvo Pardi teostes.

Tolkinud Kristina Korver
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Sounding Silence
The Presence of the Inaudible in Arvo Part’s “Silentium”

Andreas Waczkat

Abstract

“Silentium”, the second movement of Tabula rasa, is one of the compositions from the intensive creative
period which marked the end of Arvo Pért’s long, self-imposed silence. The apparent paradox of silence
being broken with silence is inherent in the concept, since in the strict sense there is no silence at all
but only sound below the audibility threshold. In this sense, in “Silentium” Part makes audible what is
typically inaudible. In the philosophical concept of Tabula rasa, which can be traced back to Aristotle,
the human soul resembles a blank slate. Perceptions lead to impressions on the slate. “Silentium” thus

reflects the experience of silence.

If | say, Surely the darkness shall cover me; even the night shall be light about me.
Yea, the darkness hideth not from thee; but the night shineth as the day:

Literally speaking, silence is sounding in Arvo
Part's “Silentium”, the second movement of
Tabula rasa, which premiered in September 1977.
Sounding silence, however, appears as a paradox,
at least understood technically and from a human
perspective. In Psalm 139, the person of prayer
leaves no doubt that such paradoxes are of no
importance to the worshipped Yahveh, to whom
darkness and light are both alike.

According to the story of the prophet Elijah on
Mount Horeb (1 Kings 19:9-13), this also applies
to silence and sound. Here, Yahveh advises
Elijah to stand upon the mountain before Him,
but astonishingly He does not reveal himself to
Elijah in overwhelming events like strong wind,
earthquake or fire, but entirely differently, in a
hardly perceptible, still, small voice. The Hebrew
text here is even more drastic. The passage
literally translates as “a silent voice”, thus mirroring
the paradox of sounding silence and the presence
of the inaudible. Neither the Greek nor the Latin
translation of the Hebrew Bible, let alone modern
translations, mirror the “silent voice” in the
Hebrew text entirely. Literally translated, both the
Greek and Latin texts read “sound of a whispering
breeze”. This is suggestive since “breeze” or “aura”
in the Greek and Latin texts refer to the Hebrew
term ruach, which translates to both “breeze” and
“God’s spirit”. The Hebrew text, however, reads
gol dmamabh; gol means “voice”, and dmdamah can
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the darkness and the light are both alike to thee.
(Psalm 139:11-12)

be traced back to the radix damam, which means
“to keep silence”, “to listen to something without
objection” and “to entirely abandon auturgy”.
Interestingly, keeping silence and listening
without objection are synonymic to each other in
Hebrew, so the silent voice is a passively listening
voice, too.

The semantic field of silence and darkness can
primarily be regarded as a word field of absence.
Silence is the absence of sound - or noise, if you
will -, darkness is the absence of light. However,
strictly speaking, neither of these actually exists
at all - and not only for Yahveh (or, indeed, for
other divine beings). There is electromagnetic
radiation below the threshold of visibility or
beyond the visible spectrum and there are also
acoustic waves below the threshold of audibility
or beyond the audible frequency range (Basu
2001: 29, 42). Therefore, silence and darkness are
relative terms affected by the question of their
perceptibility; they relate to highly individual
levels, which depend equally on environmental,
cultural and personal factors, where cultural and
personal are potentially reshaped by spiritual.

The apparent paradox of a sounding silence
designates and, in a way, also affects Part's
“Silentium”, since, as the second movement of
Tabula rasa, it is part of one of the compositions
with which Part broke his long, self-imposed
silence. It is a work that in the words of Peter



Bouteneff came out of silence. It was and -
despite clear evidence to the contrary (cf. May
2021: 36) - still is widely accepted even now to
use the term silence to describe Part’s behaviour
during these years of multiple changes. In 1997,
Paul Hillier stated: “It has become almost a
convention to describe the period of Part’s career
between Credo [1968] and the appearance of the
first tintinnabuli works in 1976 as one of silence
punctuated by only two works” (Hillier 1997: 65);
and more recently Bouteneff re-emphasized that
“the years between 1968 and 1976 are typically
known as Arvo Part's ‘silent period,’ or his ‘eight-
year silence.” (Bouteneff 2015: 86) However, this
conventional view ignores the fact that one of
the two works in question is no less than Part’s
Third Symphony, not to mention the fact that
during these same years Part composed twenty
film scores that remained unknown to Hillier
and other earlier scholars and which were also
withheld from his authorized list of works until
2019 (May 2021: 36). If the notion of a silent period
is so persistently maintained, the fact that Credo,
after its brilliant premiere in November 1968,
was suppressed - or silenced - by the Soviet
authorities (Kautny 2002: 90-91) potentially turns
out to be decisive.

Nevertheless, it does not seem inappropriate
at all to speak of a period of silence in Part's
creative work to emphasize his fundamental
artistic realignment and the significant changes
in his private life during these years (Kautny 2005:
146). However, silence must not be taken literally
but rather metaphorically to explain the period of
silence as a period of search for a new orientation
or, in the sense of the Hebrew dmamah, as a
period of passive listening and abandoning
auturgy. Silence, then, is a habitus that is related
to the philosophical and religious concept of vita
contemplativa as a counterpart to vita activa, the
active life, a contrastive pair that was developed in
ancient Greek philosophy especially by Aristotle
in Book 10 of the Nicomachean Ethics.

Part’s fundamental artistic realignment is
programmatically present in the very title of the
work Tabula rasa. With its Latin name, Tabula
rasa in a way refers to his compositions of the
1960s, when Part began using Latin titles as

1
arvopart.ee/arvo-part/teos/537/ (31 January 2022).
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a means of expressing nonconformity (Braun
2008: 236). Nonetheless the name Tabula rasa
denotes that something entirely new occurs in
this composition. A tabula rasa is a wax slate that
has been wiped entirely smooth and can now
be written on anew. The title Tabula rasa thus
makes clear that Part’s first tintinnabuli works do
not mark a breakthrough or turning point in his
compositional style, as Oliver Kautny and several
other scholars explain (Kautny 2002: 20), but
rather a total restart leading to quite a number of
compositions from 1976 on. Tabula rasa, scored for
two violins, string orchestra and prepared piano,
is the most extensive of the early tintinnabuli
works, consisting of two movements, “Ludus”
and “Silentium”, where “Ludus” comprises 230
bars and “Silentium” 168 bars. The movements’
Latin titles do not appear in the premiere’s
concert programme (Karnes 2017: 93). They are
added to the manuscript score along with an
Estonian translation using a lead pencil, whereas
the score is written with ink and felt pens.! They
can therefore be identified as later additions to
the score. Considering the tempo indications
given in the printed score (Part 1977), “Ludus”
takes nearly ten minutes to perform, whereas
“Silentium” lasts for about 17 minutes and is thus
the more significant and longer movement of
the two. “Ludus” has a form that is quite easily
comprehensible. It is vaguely reminiscent of a
baroque concerto grosso with alternating tutti
and solo passages. Between each section there is
a general rest that is constantly reduced in length,
lasting eight half notes in the first instance and
subsequently shortened to seven then to six half
notes and so on, until finally the last rest consists
of only one half note. Conversely, the tutti and
solo passages in between expand from eight to
35 bars (cf. Mattner 1985: 91). The rather simple
procedure of adding and subtracting discrete
values (of tones, rests, intervals, quantities and
so on), which will be continued in “Silentium”, is
quite common in many of Part's compositions,
even in works composed in the 1960s such as,
for example, Perpetuum mobile (Karnes 2017:
23) or Credo (Waczkat 2016: 164-165). The first
general rest is preceded by a single bar with a
doubled a in quadruple octaves in both violins,

The first page is reprinted in b/w in Karnes 2017: 67. A full-colour scan of this first page is available at https:/www.
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the final general rest is followed by a longer final
passage that also incorporates a cadenza for the
solo instruments. As Kautny points out, silence
is giving way to music in this movement (Kautny
2002: 121), so “Ludus” can be regarded as a piece
of music that comes out of silence. Andrew
Shenton has suggested distinguishing different
categories of silence in Part's compositions.
According to him, the general rests belong to the
category “structural silence”, silence that “is used
to articulate the structure of works, regardless
of their length or complexity” (Shenton 2021:
112). The beginning of “Ludus” ranks among the
category “surrounding silence”, which is more
complex.ltencompasses the time before and after
the music and features techniques like emerging
from silence and receding into silence (Shenton
2021: 113-114). The beginning of “Ludus” clearly
emerges from silence and, to anticipate what
follows below, the end of “Silentium” recedes into
silence.

“Silentium” correlates to “Ludus” reciprocally.
While “Ludus” solely features A minor — except
for the cadenza, which introduces E major
leading back to A minor via a complex sound
comprising both a diminished seventh chord
and the final A minor - “Silentium” is based in D
minor and consists both of sections of the natural
D minor scale (the M-voice) and variably figured
D minor chords (the T-voice). The indication
in the score reads senza moto and specifies
the movement as predominantly static, while
“Ludus” bears the indication con moto, which
signifies a lively character. The scale sections in
“Silentium” oscillate as a mensuration canon in
three different tempi around the central tone D:
in half and quarter notes in the cello part, whole
and half notes in the first violin part, double
whole and whole notes in the first solo violin
part, later taken over by the second violin part
(Karnes 2017: 78). The oscillation’s pitch range is
ever-increasing: first a second above D, followed
by a second below, then a third above, a third
below and so on, where all intervals are filled
with the diatonic steps of the natural D minor
scale (Karnes 2017: 72-73). Due to the different
tempi, the scale is expanded up to a twelfth in
the solo violin part and a threefold octave plus
a third in the cello part. With its different tempi,

2 The anacrusis is assigned to the chord that follows it.
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the iridescent harmonic surface seems to stand
outside time. It is structured, though, by repeated
anacrustic, arpeggiated D minor chords in the
piano part that sound once the solo violin part
has reached the central tone D. Lothar Mattner
suggests thinking of sinusoidal waves that cross
the x-axis with every chord (Mattner 1985: 93).
This appears as quite an impressive illustration
of “Silentium’s” compositional principle. The
length of the rests between the chords increases
regularly after every other chord, corresponding
to the increasing pitch range: one bar? after the
first and second chord, three bars after the third
and fourth, five bars after the fifth and sixth and
so on (Karnes 2017: 76). Towards the end of the
movement, the upper parts successively fade out
and end on their respective lowest chord tone,
except for the solo double bass, which finally
plays an ET as the movement’s last audible tone,
marked ppp and followed by four bars of general
rests. The tone is the lowest possible pitch on the
4-string double bass, a circumstance that can lead
to the assumption that leaving out the final D is
inspired by this technical reason (Kautny 2002: 122;
Karnes 2017: 92). However, a 5-string instrument is
requested to play the D1 that grounds each of the
piano’s D minor chords. Part’s intention therefore
is to keep the final tone just below the threshold
of audibility. Just as “Ludus” comes out of silence,
“Silentium” vanishes into silence. The final D is
present but physically inaudible.

Without intending to overemphasize the
concept of contrastive pairs, the two movements
of Tabula rasa correlate to each other like vita
activa and vita contemplativa. In Aristotelean
ethics, vita activa or bios praktikés means active
life, understood as acting in society as well as
shaping it, while vita contemplativa or bios theoré-
tikds means a contemplative life, understood as
striving for knowledge (Trottmann 2001: 1071).
Contemplation encompasses both sensory
and pure intuition and thus can be regarded as
passive, in contrast to active participation. Though
the Greek verb theorein and its Latin translation
contemplari are etymologically primarily linked
to visual sensation, the meaning of perception,
of sensory intuition in general is inherent (Liddell,
Scott 1940: 796-797), so listening belongs to
the vita contemplativa, too. And if listening and



keeping silence are synonyms, vita contemplativa
also means a life in silence. This connection is
clear in the early Christian monastic world, where
keeping silence was essential for contemplation
and the knowledge of God. The importance of
silence had already been stressed by the early
so-called Desert Fathers, among them Saint
Anthony of Egypt (“the Great”), who withdrew
into the desert to live a life in absolute solitude —
which, unfortunately, made him famous and his
cave a popular pilgrimage destination. Monastic
practices of keeping silence were developed
afterwards both in Orthodox and Roman
Christianity, practices that would sooner or later
also spread to many non-monastic contexts.

But while these practices aim at silence in
the sense of refraining from speaking, other
kinds of silence have to be considered to get
closer to “Silentium”, which obviously does not
aim at silence in the sense of refraining from
performing the piece. According to an interview
in 2014, quoted by Shenton, Part distinguishes
“two different wings” of silence: the “silence
[...] outside of us” and the “silence [...] inside a
person”, which Part implicitly identifies as “the
silence of our soul” (Shenton 2021: 108-109). The
first kind of silence can, but does not need, to be
understood literally, while the second kind is to be
understood metaphorically as spiritual calmness.
Both kinds relate to “Silentium”. The previously
described compositional techniques to let the
music emerge out of silence in “Ludus” and to let it
vanish into silence in “Silentium” are based on the
understanding of silence as absence of sound. But
if “Silentium” at the same time appears as a static
sounding continuum in a timeless and placeless
Here and Now, it represents a state of mind that
is the same as total inner peace, or, in Part's

Andreas Waczkat

words, the silence of one’s soul. The notion of an
individual being in the Here and Now as equival-
ent to the highest inner calmness is important not
only to many religions and spiritual movements
but also beyond institutional religions. It is a
notion that is closely related to mystical ideas of
experiencing transcendence in its broadest sense,
of perceiving in contemplation or meditation
what is unperceivable by other means, be it the
presence or the knowledge of God in Christianity,
or enlightenment or the state of Nirvana as a state
of perfect quietude in Buddhism (Conze 1956: 11),
to name but two examples.

In De anima (“On the Soul”), Aristotle elabor-
ates on the human ability to recall perceptions
in the absence of perception. It is an ability that
he calls phantasia (fantasy). To recall perceptions,
however, they need first to be stored. And this
storage now is to be imagined as if the soul is a
writing tablet (grammateion) on which nothing
actually stands written, a blank slate. Early mod-
ern Latin authors translated this phrase in short as
tabula rasa. A tabula rasa is therefore the idea of a
place where perceptions leave marks in the wax.
In this sense, the second movement, “Silentium”,
of Part’s Tabula rasa is not about silence itself,
but about the experience of silence. By bringing
this experience to sound, the unhearable silence
becomes present. As Maria Cizmic writes, Tabula
rasa “performs a narrative of transcendence”
(Cizmic 2008: 48); thus listening to the music is
a way to experience transcendence, to perceive
that which has gone beyond physical sound. If
there is no silence in a material sense, silence is
a mere idea and thus excluded from sensation.
Silence is inaudible but present in the sounding
music of Part’s “Silentium”.
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Andreas Waczkat

Haalekas vaikus: mittekuuldava kohalolu Arvo Pardi ,,Silentiumis”
Andreas Waczkat

~Tabula rasa” teine osa ,Silentium” on Uks kompositsioonidest, millega Arvo Part |6petas ,Credole”
(1968) jargnenud nailise muusikalise vaikimise. Hadleka vaikimise paradoks sisaldub selles Idhenemises
kahekordselt: heliseva vaikusena ,Silentiumis” ning vaikusele jargneva helina ,Tabula rasas”.

Oeldut ei saa méista séna-sénalt, sest tehnilises méttes vaikust ei eksisteeri, nii nagu ei eksisteeri ka
pimedust. On helilained allpool kuulmislave ning elektromagnetkiirgus véljaspool tajutava valguse ala.
Lépuks pole kiisimus mitte valguse voi heli tajus, mis séltub nii keskkonna méjureist kui ka kultuurilisist
ja isiklikest faktoreist, kusjuures kultuurilist ja isiklikku v6ib ka vaimne faktor potentsiaalselt teisendada.
Piibliloos prohvet Eelijast Hoorebi mael (1Kn 19: 9-13) ilmub lisraeli Jumal Jahve Eelijale heebrea
keelest s6nasonaliselt tolgituna ,vaikiva hddlena”. Heebrea sdna ,vaikimise” kohta on tdlgitav ka kui
Jtaielik loobumine isesusest” vdi ,kindla eesmdrgita kuulamine”. Vaikimine on seega tdlgendatav ka
olemisviisina, mis otseselt seostub filosoofilise ja religioosse moistega vita contemplativa (motluselu),
millele vastandub vita activa (teoelu).

Omal moel sisaldub see vastandipaar ka ,Tabula rasa” kahes osas. Esimene, ,Ludus” meenutab
vahelduvate soolo- ja tutti-ldikudega barokilikku concerto grosso't. Loike eraldavad aina lihenevad
generaalpausid. Vaikus tdmbub siin ikka enam tagasi, andmaks ruumi muusikale. Teine osa, ,Silentium”
on kujundatud vastupidiselt. Sellele viitavad ka ettekandejuhised: con moto ,Luduses” ja senza moto
LSilentiumis”. Viimases seostuvad d-moll helirida M-haalena ning varieeruvalt figureeritud d-moll
kolmkdla T-hadlena. Sealjuures liigub M-haal kolmehdalse proportsioonikaanonina erinevais tempodes:
pool- ja veerandnootides t3ellodel, tdis- ja poolnootides 1. viiulil ning kahekordseis tdisvaltustes ja
taisnootides 1. sooloviiuli hadles, mille hiljem vétab Ule 2. sooloviiul. M-hadl vongub aina suurema ja
diatooniliselt taidetud intervallisammuga keskheli d Gmber: esmalt sekundi vorra dles ja alla ning siis
samamoodi tertsi vorra jne. Alati, kui sooloviiul jouab keskhelini, kélab klaverilt murtud d-moll akord.
Erinevate tempode téttu joutakse sooloviiuli hadles sel viisil 16puks duodeetsimini, tsellohdales aga
tertsini Ule kolme oktavi. Osa I6pus |6petavad hddled kérgemaist kuni madalamateni igaliks oma
d-moll kolmkéla madalaimal helil, kuni I6puks jadvad vaid kontrabassid. Jatkuvas decrescendo’s laskudes
jouavad nad aga vaid E-ni. Lépetav D,, diatoonilise helirea loogiline jatk, jaab kuuldamatuks, kuigi on
motteliselt olemas.

Proportsioonikaanoni tehnika tihistab nailiselt aja. Staatiline kontiinum, mis hddbub [6puks
vaikusse, on seega justkui kohatu ja ajatu ,siin ja praegu” ning tahistab meele taielikku rahuseisundit,
koige laiemas mottes isiklikku transtsendentsuse kogemust, millegi tajumist, mis ulatub kaugemale
fuusilisest helist. Kui vaikust aga materiaalses mottes ei eksisteeri, siis pole ta ka meeleliselt tajutav. Pardi
»Silentiumis” on vaikus kuuldamatu ja ometi kdikjalviibiv.

Tolkinud Toomas Siitan
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The Niceno-Constantinopolitan Creed in the Works and Life of
Arvo Part

Tauri Tolpt

Abstract

Arvo Part has composed music for a variety of texts belonging to the Christian tradition. Yet there is
one text that has received more emphasis in his oeuvre than any other: the Niceno-Constantinopolitan
(NC) Creed, which found its way into Missa syllabica (1977), Summa (1977), Berliner Messe (1990/2002) and
Orient & Occident (1999/2000).

The NC Creed, forged during alternating periods of ecclesiastical unity and conflict, fuses theological
influences from both East and West and has remained for over 1600 years one of Christianity’s central
documents. Even so, it is far from obvious how this text found its way into the life and work of Arvo Part,
considering the anti-religious context from which he emerged. However, a close examination of the
composer’s music diaries, as well as interviews conducted with Arvo and Nora Part, brings to light not
only striking aspects of Part’s personal relationship with the NC Creed and with creedal statements in

general, but also the potential role of this document in Part’s creative compositional process.

Introduction

Arvo Pért has composed music for a variety of
texts belonging to the Christian tradition. Yet
there is one text that has received more emphasis
in his oeuvre than any other: the Niceno-
Constantinopolitan (NC) Creed, which in its
Latin version has found its way into Summa
(1977) and in Church Slavonic into Orient &
Occident (1999/2000). As a part of the Latin
Mass the Latin NC Creed is also found in Missa
syllabica (1977) and Berliner Messe (1990/2002).

Before its reception by Part, this doctrinal
declaration of the Christian Trinitarian faith
underwent a long journey during which it
incorporated theological influences from both
East and West, giving witness to both unity and
conflict, and over the centuries it has remained
one of the most fundamental documents of
the Christian world.

Even though our historical sources on
this matter are scarce, it is now commonly
agreed that the NC Creed was most probably
formulated by the fathers of the First
Council of Constantinople (381). Its first clear
documented appearance on the other hand

takes place only several generations later, at
the Fourth Ecumenical Council of Chalcedon
(451), where the Council of Constantinople and
its Creed were recognized as authoritative at
an ecumenical, worldwide level. (Kelly 1972:
296-331; Hanson 2014: 1:632; Jaanson 2014: 30-
32,139) The NC Creed'’s initial entrance into the
Christian Divine Liturgy, either sung or recited,
most probably took place during the time of
Peter the Fuller at the beginning of the 6"
century (Kelly 1972: 348-351). During the same
century, the NC Creed set in Latin started to
gain dominance also in the baptismal services
of Rome and of the whole Western Church,
thus becoming truly the sole ecumenical creed
of both the East and the West (Kelly 1972: 346-
348).

Even in the 6th century, however, some
Western local churches began to use in their
Eucharist a delicately modified version of the
NC Creed (the Latin NC Creed) with the added
filioque clause.! With problems starting to
arise between the Latin- and Greek-speaking
churches, this interpolated Creed, which
entered the Roman Mass for the first time in

In order to better emphasize against the Arian heresy that the Son and the Holy Spirit are of equal value and honour,

some of the Western Churches added the so-called filioque clause (“and from the Son”) to the NC Creed, according to
which the Holy Spirit proceeds not only from the Father but also from the Son. For the Eastern Christians this addition
was seen as a unilateral and illegitimate interpolation of the Creed that undermines the monarchy of the Father and
relativizes the reality of personal (hypostatic) existence in the Trinity (Meyendorff 1983: 92).
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1014, became one of the major loci of the conflict
that resulted in the mutual excommunication of
Rome and Constantinople in 1054.2 Since the
break in communion, Western Christians under
Rome, who used the Latin NC Creed,? have
held fast to it with the added filioque clause,
while Eastern Christians in communion with
Constantinople have held fast to the original
NC Creed without the filioque clause.

Upon the reception of the Christian faith
from the Byzantines, the latter (i.e. original)
version of the NC Creed was also adopted by
the Slavic peoples in Church Slavonic, and also
by other nations in their respective languages.

The following analysis will discuss how these
two versions of the NC Creed, which have
historically followed largely separate and
often conflictual paths, have found a friendly
meeting place in the life and works of Arvo
Part. In addition, a close examination of the
composer’s musical diaries, as well as interviews
conducted with Arvo and Nora Part, will bring
to light not only aspects of Part's personal
relationship with the NC Creed and with creedal
statements in general, but also the potential
role of this document in Part's creative
compositional process.

The first creedal statement

Before coming to the NC Creed, it should first of all
be mentioned that the very first creedal statement
of Arvo Part is not the NC Creed itself but his 1968
work Credo. The Latin text of this work comprises
two short fragments. The first — “Credo in Jesum
Christum” - is a profession of faith in the person of
Jesus Christ, created by telescoping the opening

Tauri Télpt

sentences of the Creed from the Ordinary of the
Mass, whilst the second is taken from the Sermon
on the Mount in the New Testament (Matt. 5:38-
39).4 (Quinn 2000: 16)

It is interesting to note that Credo, in addition
to being Part's first composition based on a
religious text, is also a very personal creedal
statement addressed to Jesus Christ. Part himself
comments on it in the following way: “Credo was
a final goodbye to twelve-tone music. Credo
was the statement of what | believed - that |
believed those words of Christ that He said, that
| used in this work.” Even though Part was at
that time not actively participating in any Church
or religious community, in his heart a deep
conversion towards Christ and Christianity had
already taken place. This becomes evident not
only in the creedal statement of Credo, but also
in a 1968 interview with Ivalo Randalu in which
Part confessed that his greatest model outside
the music world is Jesus Christ, who “simplified
his fraction perfectly and divinely”.® The concept
of simplifying a fraction is summarised by Péart in
the following way:

It is almost as though there has been given a
number, let’s say the number one. It is true that
its value is one, but it has been given to people
in the form of an extremely complicated
multi-digit fraction, the solution to which we
ourselves have to reach with our lives, and this
is of course an endlessly long journey, and yet
wisdom lies entirely in reducing and throwing
away everything that is unnecessary.’

In a very philosophical way, Christ is here pre-
sented as a divine mathematician who simplified
his fraction with his own life — an example which

2 Forthe history of the filioque addition see Kelly 1972: 351-367; Meyendorff 1983: 91-94.

During the 9.-11. centuries the Apostles’ Creed started to slowly replace the Latin NC Creed in the Western Church,
especially in catechism and baptism (Jaanson 2014: 140). Nevertheless, the Latin NC Creed still kept a predominant
position in the weekly services of the Roman Catholic Church and therefore also in the musical tradition of the Western
Christianity (Westra 2002: 5).

“You have heard that it was said, ‘An eye for an eye and a tooth for a tooth. But | say to you, Do not resist the one who is
evil.” (For Bible references this article uses the English Standard Version.)

“Credo’ oli Idpparve 12-toonilise muusikaga, ‘Credo’ oli selle valjatitlemine, mida ma uskusin. Et ma uskusin neid Kristuse
sOnu, mida ta Utles, mida ma kasutasin selles teoses.” (Mihkelson 2005b, 00:52:50-00:54:41) In this article all translations
from Estonian are those of the author unless otherwise indicated.

Randalu 1968, 00:54:00-00:54:16.

“See on umbes nii, nagu oleks antud mingi arv, nditeks Uks. Tema vaartus on kiill Gks, aga inimestele on ta katte antud
aarmiselt keerulise paljutehtelise murdarvu kujul, mille dige lahenduse poole tuleb jduda meil endil oma eluga. Ja
see on muidugi lI6putult pikk tee, aga ikkagi kogu tarkus seisneb ainult taandamises ja Uleliigse draviskamises.” (Ibid.
00:50:00-00:50:32)
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by 1968 Part had already understood and sought
to follow.

The story behind this spiritual conversion is of
course a very personal one and for the most part
remains a mystery, probably also for Arvo Part
himself. But even though from the outside Part’s
Credo and his confession of faith in Christ seemed
to come out of the blue, there is a prequel or pre-
history to it. Even though baptized as a child in the
Lutheran Church, Part’s first profound encounter
with Christianity most probably took place in the
early 1960s when he and Eri Klas, together with
a fellow student they were visiting, went skiing
near Pihtitsa monastery while also attending
services at the monastery every evening during
their 2-3 day stay. According to the conductor Eri
Klas, it was probably in the mystical atmosphere
of the monastery that a seed of change was
planted in the thought of Arvo Pirt.® Also in
the sixties, Part had visited various churches in
Yugoslavia and Poland, and owing to his health
problems he very often stayed at a sanatorium in
Truskavets, Western Ukraine, where he also had
the opportunity frequently to visit one particular
Orthodox parish. The other component was that,
as Part recalls, by the second half of the 1960's
he had developed a newly conceived interest in
early music.’ Most importantly, however, during
the same decade Péart had the possibility to meet
and be influenced by certain individuals whom
he calls “extraordinary people”. Among these,
Part mentions Maria Yudina, a Russian-Soviet
pianist who was persecuted by the Soviet regime
due to her Orthodox religious beliefs. Other
strong influences were Heimar llves'® and Hugo
Lepnurm," both Estonian composers and musical
lecturers, who were persecuted by the Soviet

8 Mihkelson 20054, 00:24:36-00:27:20.

(APQ).

regime due to their religiosity and worldviews.
Part even mentions that it was Hugo Lepnurm
who gave him the New Testament in Latin, from
which he drew part of the textual basis for Credo
(1968). According to Part, without these artistic
circles, where Christianity was one of the main
topics, “nothing would have happened”.’?

Another question that arises is whether Credo
can be considered a sort of Christian creedal
protest on the part of the composer against the
evil in the world. Commenting on the background
to Credo, Part relates that in his mind the year 1968
was a time of suffering and injustice throughout
the whole world, shadowed by the events of
the Prague Spring which took place during that
same year."® Interestingly, Pdrt also comments
that at this time the suffering of the world was
also witnessed every time he opened and read
the Gospel." Toomas Siitan has said that in Soviet
Estonia, religion had an important function as a
channel of spiritual resistance against the regime
of Leonid Brezhnev."

On one hand Credo may therefore be
conceived as a spiritual uprising via music
against the suffering and evil of the world. Part
himself comments that Credo contains a sense
of revolution, comparing it with the Estonian
Singing Revolution, where instead of tanks,
songs and music were used.' In this way, Credo
is Part’s confession of faith, which, via its musical
structure, states that even though in the world’s
catastrophic reality evil constantly rises and gains
power, it will still fall and instantly lose power
when crushed against the goodness of Christ.”

On the other hand, even though related to the
historical events of the time, Nora Part reminds us
that this spiritual uprising should still be perceived

Unpublished Kristina Kérver and Kai Kutman archive interview with Arvo Part on Credo, 15 June 2021, Arvo Part Centre

Estonian Music Info Centre (EMIC). Art. Heimar llves, https://www.emic.ee/?sisu=heliloojad&mid=58&lang=eng&action=

view&method=biograafia&id=21 (15 October 2021); Annus 2015.

" EMIC. Art. Hugo Lepnurm,
biograafia&id=51 (15 October 2021).

'3 |bid.; Mihkelson 2005b, 00:51:55-00:52:40.

15 Mihkelson 2005¢, 00:26:20-00:26:62.
16 1bid. 01:01:05-01:01:57.

https://www.emic.ee/?sisu=heliloojad&mid=58&lang=eng&action=view&method=

Unpublished Kristina Kérver and Kai Kutman archive interview with Arvo Part on Credo, 15 June 2021, APC.

Unpublished Kristina Kdrver and Kai Kutman archive interview with Arvo Pért on Credo, 15 June 2021, APC.

7 Unpublished Tauri Tolpt (TT) archive interview with Arvo and Nora Part (ANP), 21 August 2020, APC.
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mainly on an inner and personal level and not so
much at the level of a political statement or a
provocation — even though it was interpreted in
exactly that way by the Estonian Communist Party
Central Committee and also by the West. For Pért,
this godfather of all his credos is therefore above
all a personal spiritual uprising prompted by his
musical and creative inner crisis.'”® According to
Part:

It was as though | had bought myself freedom,
but at the cost of renouncing everything and
being left completely naked. It was a turning
point, like turning a new page in my life, or at
least in music. It was a decision, a conviction of
something very significant.'

In a way very similar to what happens in
Christian baptism, with his Credo Part declared
his old ways of composing music hopelessly
dead, with the hope and belief that in time
resurrection would occur and a new way of self-
expression would come to him. This was no free-
floating hope, but a hope based on Jesus Christ,
in whose self-reduction lies the simplification of
all fractions.

A phase of crisis and Part’s first encounters
with the NC Creed

In his new spiritual quest for self-expression,
Part turned even more intensively towards early
music.?° During this time, Pért also remembers
his first musical encounters with the Latin NC
Creed. Pért himself says that he encountered the
NC Creed in Latin while researching early music
(Gregorian chant, etc.), but that he cannot recall
having worked with that text on a daily basis, or
even paying particularly close attention to it.?’
But another stage that certainly demanded
from Part more intense personal attention to
the NC Creed was when he joined the Orthodox
Church in the autumn of 1972. It was during his

Tauri Télpt

chrismation in the Church of St Nicholas in Tallinn
- he had already been baptized in the Lutheran
Church as a child - that Part had to read the
Orthodox NC Creed in Church Slavonic, claiming
it as his personal confession. Part acknowledges
thatit was after his entry into the Orthodox Church
and the beginning of his participation in the
Church’s liturgical life - where the Creed is read
or sung in every Liturgy — that the Orthodox NC
Creed started to play an increasingly important
role in his mind and heart. As Part himself
comments: “From then on, it slowly became your
child and you remain living with it daily.”??

Through this everyday contact Part developed
a very special relationship with this Creed, to the
extent that at a certain time it even became a
sort of prayer of the heart that Part recited from
memory every day. Arvo and Nora Pért recall a
time at the beginning of the 1970s when they were
staying at Arvo’s mother’s house in the suburbs
of Rakvere and Arvo often had to go to pick up
milk from a milk post nearby. During his short
walk, surrounded by nature, Part very often felt
an inexplicable need simply to recite the Creed
by heart in Church Slavonic. His habit of saying
the Creed every day, especially during his walks
in nature, began in the 1970's and continues till
the present.? It began already during his creative
dark ages and was present also when tintinnabuli
was born.

Tintinnabuli and the NC Creed

As is well-known, the end of Part's creative
dark ages was marked by the discovery of the
tintinnabuli - the solution to the equation that
was hoped for — which finally arrived in 1976
with the piano piece Fiir Alina. That said, one of
Part's earliest tintinnabuli compositions, in which
the composer took a text as the starting point
for creating his music, is Missa syllabica (1977) - a
text based on the ordinary sections of the mass,

Unpublished Kristina Kérver and Kai Kutman archive interview with Arvo Part on Credo, 15 June 2021, APC.
“See oli enda vabaksostmine, aga selle hinnaga, et ma Utlesin kdigest dra, mis mul oli, ma jdin tdiesti paljaks. ... See oli

poordepunkt ja ma nagu poodrasin uue lehekiilje oma elus, vahemalt muusikas. See oli otsus v6i veendumus milleski

vdga olulises.” (Mihkelson 2005b, 00:53:20-00:54:12)
20

APC. Biography; https://www.arvopart.ee/en/arvo-part/biography/ (15 October 2021).

2 Unpublished TT archive interview with ANP, 21 August 2020, APC.

22
23 |pid.

“Sealt saati tasapisi sai sellest sinu laps ja sa jaad sellega igapaevaselt elama.” (Ibid.)
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including that of the Latin NC Creed.?* At almost
the same time, Part also composed a tintinnabuli
work that is based solely on the text of the Latin
NC Creed: Summa (1977).%> The Latin NC Creed
was therefore very strongly present already in
Part’s first attempts to link tintinnabuli technique
with a text.

As we can see, even though the Orthodox
Creed in Church Slavonic came first, the Latin
version of the NC Creed followed very soon after.
The timeline of Pért’s contact with the two creeds
has also been commented on by the composer,
who says:

| think it happened practically at the same
time in the two languages: Russian (Church
Slavonic) and Latin. The Slavonic language
was directly related to the Church and to the
everyday life; at the time we personally didn’t
even have the Estonian-language creed ...
And at the same time or a bit later the Latin
came along, because | had already started to
write Summa and Missa syllabica.?®

Elsewhere Part mentions that the Latin
Creed came together with music, and that it was
probably first with Missa syllabica that he started
concentrating more closely on the Latin Creed.?”
We can therefore see that the NC Creed enters
in Arvo Part’s life from two directions: from the
everyday life of the Church in Church Slavonic and
from the world of music in Latin.

Later, in the year 1990, the Latin NC Creed
again reveals itself as a part of Berliner Messe -
a commissioned work composed for the 90th
German Catholic Days in Berlin.2® And finally, in
the year 1999 the NC Creed in Church Slavonic
also sees daylight in Orient & Occident.?®

24
25
26

But how did this Creed become Pért’s most
frequently used text, and what was his personal
relationship with this text? Or in other words, how
is this text, or any other, selected by Péart?

If we leave aside musical compositions
where the text was designated by those who
commissioned it, then as both Arvo and Nora Part
have emphasized, the primary aspect that led to
one or the other text was its capacity to inspire.
The tactic of looking out for texts and activities
which could inspire was used during the era of
creative crisis, and it continued well after that. The
NC Creed, first in Latin and later also in Church
Slavonic, was therefore chosen according to the
same logic: it inspired Part and he trusted the
sacred tradition, value and importance that this
creedal text held.3° This becomes evident also
in the early phase of Orient & Occident, where in
1996, while working on the NC Creed in Church
Slavonic, Part wrote in his musical diary that “the
thought of the holy word bears/gives music”.’’
According to Part it is the sacred value of a holy
text and its holy words that has the capacity to
give music and also to sustain it.3? Here we see
again the importance and value of the text's
content, and in this case the holy and “bearing”
- i.e. underpinning - value of the NC Creed in
the musical creative process. When a text really
inspired him, Part tried to focus on it as much as
possible.33

The Latin NC Creed as a musical confession of
faith

Another very important aspect that gives us a
glimpse of the author’s personal connection to
the NC Creed is the composer’s deliberation over

APC. Works: Missa syllabica; https://www.arvopart.ee/en/arvo-part/work/569/ (15 October 2021).
APC. Works: Summa; https://www.arvopart.ee/en/arvo-part/work/555/ (15 October 2021).
“Ma arvan, et praktiliselt 1aks see kahes keeles korraga - vene keel ja ladina keel. Slaavi keel oli praktiline, see oli

seotud kirikuga otseselt, see téhendab igapaevaselt; muide, meil ei olnudki eestikeelset usutunnistust ... Ja siis umbes

samal ajal, voibolla natukene hiljem, tuli ladina keel juurde, sest ma hakkasin kirjutama ‘Summat’ ja ‘Missa syllabicat

m

(Unpublished TT archive interview with ANP, 21 August 2020, APC)

27 |bid.
28

29

APC. Works: Berliner Messe; https://www.arvopart.ee/en/arvo-part/work/507/ (15 October 2021).
APC. Works: Orient & Occident; https://www.arvopart.ee/en/arvo-part/work/486/ (15 October 2021).

30 Unpublished TT archive interview with ANP, 30 January 2020, APC.

31
32

“Pliha sdna mote (k)Jannab muusikat.” (APK 2-1.192, p. 36)
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the potential titles for the compositional works.
Part has himself commented that none of his
compositional titles have been chosen casually
and that the titles very often also dictate and
inspire his compositional process (Smith 1999: 21).

What might not be very well known is the
fact that while working on a piece Part often has
multiple title versions on the table. For example,
as witnessed by Part’s musical diaries of Summa,
the first and most preferred title for this Latin
NC Creed was “Credo”, which in Latin means “I
believe”3* According to Pért, in the beginning the
title was therefore “Credo”, but the title “Credo”
was eventually abandoned, since a work with
the same title already existed in his oeuvre - but
also in order to conceal its religious content from
the anti-religious Soviet regime. Part mentions
that he wanted to avoid the scandal that had
occurred in 1968 with his Credo and its religiously
confessional title and content.?

Nevertheless, as Part himself emphasizes, in
his heart he never actually retreated from this
title. Interestingly, this aspect is still visible up to
the present, as Part does not only use the Latin
term “credo” to refer to the Latin creedal texts in
Credo and Summa, but also when referring to the
NC Creed (in Church Slavonic) in Orient & Occident
and even to the NC Creed (in Estonian) in his
Orthodox Prayer Book.3¢

What this tells us is that Part seems to use the
title “Credo” in cases where he wants to emphasize
the confessional character of the composition. The
fact that it is used in the early phases of Summa
tells us that at the beginning Part wanted to use
the Latin NC Creed as his musical confession and
statement of faith in a similar way to the Credo of
1968.%7

In the search for alternative titles, after “Credo”
Part arrived at another potential title that also
existed before Summa - “Stimbol”.38 Part confirms

34 APK 2-1.18, p. 100, 1976; APK 2-1.19, p. 60-61, 1976.
35

Karnes 2020: 74.
36
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that “Simbol” was indeed a possible title for the
work, but he does not remember exactly where he
had taken it from or why it was finally discarded.*®

To many churchgoers and theologians, the
NC Creed is better known as the “Symbol of
faith”. The term “symbol”, which in Greek means
“putting together” (cUuolov = oUv + BAN\w),
was already from Antiquity used for documents
that proved a common agreement on matters
between different parties.*® The same title was
later given by Christians to their baptismal creedal
statements that were also understood as unifying
contracts between God and humanity (Kelly 1972:
55-58).

It is therefore reasonable to consider the
potential title “Simbol” for the Summa also as a
reference to the well-known creedal title Symbol
of faith. As in Estonian the NC Creed (usutunnistus)
is never referred to with the term “siimbol”, this
term must come from another language. It does
not seem to derive from a Latin background, as
in the Liber usualis (@ book of liturgical Chant of
the Roman Catholic Church), from which Part
most probably drew the text, the creedal part is
exclusively referred to as “Credo”.#' This leaves
us no other possibility but to conclude that the
potential title “Stimbol” for the Summa is Part’s
personal derivation from the well-known title
Cumeon eépel (Simvol veri) of the NC Creed set in
the Church Slavonic of his ecclesiastical life. The
term “stimbol” therefore refers to the NC Creed
in Church Slavonic and consequently also to his
personal religious experience of confessing a
faith. In a remarkable way, even after abandoning
the confessional title “Credo”, Part was still trying
to give this musical work a title that would tell the
world that this is his personal confession of faith.

What is also interesting is the fact that with
the title “Simbol”, Part is viewing the Latin NC
Creed through the confessional lens of the Creed

TT interview with ANP, 21 August 2020. For the scandal over Credo (1968) with the Soviet regime see: Hillier 1997: 58, 75;

Unpublished Ardo Vastrik archive interview with Arvo Pdrt on Orient & Occident 1, 18 December 2019: 5, APC;

unpublished TT archive interview with ANP, 21 August 2020, APC.

37

According to Jaanson, the frequent use of the Latin “Credo” (to refer to the NC Creeds) in Part’s oeuvre might be

perceived as a form of a public confession of faith via music (Jaanson 2014: 183).

38 Musical diary, APK 2-1.19, p. 80, 1976.

39 Unpublished TT archive interview with ANP, 21 August 2020, APC.
40 LsJThe Greek-English Lexicon, http://stephanus.tlg.uci.edu/Isj/#context=Isj&eid=101177 (1 October 2021).

4

For Part's use of the Liber usualis see Hillier 1997: 81; Restagno 2012: 7; Vuorinen 2014: 60.
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of his Orthodox religious life. This essentially
means that Part is declaring the Latin NC Creed,
which comes from the world of his music (and
inevitably also from the Catholic Church), to
be an inseparable part of his personal religious
confession in the same manner as the NC Creed
in Church Slavonic. As Part himself states, there
is no border to separate the life of his music and
faith (Lubow 2010). And as there is no border,
music also naturally becomes a language that can
express his personal faith. As is well emphasized
by Part: “My music can be my inner secret, even
my confession.” (Elste 1988: 338)

In this way, as is seen via the early potential
titles, Summa, together with its Latin NC Creed,
was meant to be Part's confession of faith in
the language of music. The fact that Part finally
abandoned these titles does not mean that
he would also have abandoned the work’s
confessional character. It simply shows that its
confessional character took a more subtle and
non-public form. As Toomas Siitan rightly points
out, with Summa Pért did not want to play up his
religiosity, but even so, he remained honest in
his compositional work by expressing what he
experienced in his life and in his soul.#?

The Latin NC Creed and the process of self-
distancing

From the confessional titles Part nevertheless
arrived at a much more enigmatic title - Summa.
According to Pért, the Latin NC Creed was finally
named Summa because for him the NC Creed

42 Mihkelson 2005c, 00:26:00-00:26:13.

has always been a “summa summarum” (Latin,
“sum of sums”) and “the sum of all wisdom and
truth”.#> Pért has retrospectively mentioned that
the primary inspiration for such an understanding
came from Psalm 119, which glorifies the word of
God and states: “The sum of your word is truth,
and every one of your righteous rules endures
forever.” (Ps 119: 160)** According to Pért, this
Psalm inspired him to understand that the words
of the NC Creed contain a divine and other-
worldly truth that endures forever, which is why it
is a sum of all truth.#®

In this concept there seems to lie a valuable
function of the NC Creed that Nora Part has
described in the following way:

There is a necessity to distance oneself from
the ego and to stand on something that |
know is impossible to understand - that this is
animpossible formulation, thatitisimpossible
to even get close to it. He puts himself not
second in line, but third in line after the text.
This means self-renunciation at a very deep
level. This makes itself felt in everything he
has written, but especially with Credo (NC
Creed) he steps even further away.*®

Faced with a mysterious and unearthly creedal
text that is “the sum of divine truth”, the composer
naturally feels insignificant, which inclines him
towards self-reduction and the renunciation of
his ego. It is probably the same insignificance that
makes Part claim that he has difficulties accessing
the Creed when his soul is tangled up in itself;¥
that the Creed reveals to him his sinfulness;*® and

43

a4

45

46

47
48

Unpublished Immo Mihkelson archive interview with Arvo Part, 10 May 2016: 7, APC; unpublished TT archive interview
with ANP, 21 August 2020, APC.

This inspiration seems to be directly linked to Pért's 1976 exercise in monophony, where the composer wrote monodic
melodies corresponding to all of the 150 Psalms (Lingas 2020: 223-224).

During a phone call by the author with Arvo Pért on 14 October 2021 the composer stated: “Summa tahendab, et see on
tée summa, nii nagu Jehoova tdde kestab igavesti psalmis 119 ja need Jehoova téed on usutunnistuse sees. Aga psalm
119 on nagu Jumala téde ja taevalik tdde ja seda ma tahtsin niimoodi vélja tuua. See on minu tunnetus ja vaatevinkel.
Aga selle psalmi formuleering on ilus ja vdgev ja puhas ja selge.” (“Summa means that it is the sum of truth, just as
Jehovah's truth endures forever in Psalm 119, and these Jehovah'’s truths are within the Creed. But Psalm 119 is like God's
truth and heavenly truth, and that’s how | wanted to point it out. It's my feeling and point of view. But this formulation of
the Psalm is beautiful and powerful and pure and clear.”)

“Vajadus oma minast distantseeruda ja toetuda millegi peale, mille kohta ma tean, et sellest on véimatu aru saada -
et see on vdimatu formuleering ja et sellele on véimatu ligi paaseda. Ta asetab ennast mitte isegi teise, vaid lausa
kolmandasse ritta suhtes tekstiga. See on oma minast dralitlemine vdga stigaval tasandil. Kogu loomingus annab see
tunda, aga eriti Credo’ga astub ta veel kaugemale.” (Unpublished TT archive interview with ANP, 21 August 2020, APC)
Unpublished Ardo Vastrik archive interview with Arvo Part on Orient & Occident |, 18 December 2019: 5, APC.
Unpublished TT archive interview with ANP, 21 August 2020, APC.
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that composing music on the sacred text of the
Creed can in some cases even make him feel as
if he is committing sacrilege (ceamomamcmeo).*?

In this way the NC Creed contains a principle
for which Part was already seeking in his 1968
interview with Randalu — an ascetic value that via
self-reduction and self-distancing would help him
simplify his personal fraction.

This is something that of course lies behind
the creative and compositional process of
tintinnabulation, where the composer must
distance himself from his ego, interpretations and
passions, so that the words and their structure
in the text could themselves have the possibility
to emanate objective information (Siitan 2014:
12). Without doubt, the divinely mystical content
of the creedal text has helped and inspired Part
to ascetically humble and distance himself so
that the words of the NC Creed, or any other
text, could themselves be turned into objective
musical information.

The NC Creed in Church Slavonic as a musical
confession of faith

More than 20 years later, similar patterns emerge
also in Orient & Occident, a work based on the NC
Creed set in Church Slavonic.

Initially, in 1996, when Pért started composing
Orient & Occident, it was simply titled “Bepyto ...",
which is the first word of the Creed in Church
Slavonic, meaning “I believe”.*° It is hard to ignore
the fact that in the first phase of composition
both Summa and Orient & Occident were titled “I
believe” (“Credo” — “Bepyto”). What is even more
striking is the fact that in the second phase of the
composition process, both of these works again
bear the same title - “Simbol”. According to the
musical diaries of Orient & Occident, in August/
September 1999, while staying on Patmos, Part
decided to give this musical composition the title

49

50 Musical diary, APK 2-1.192, p. 9, 1996.
51 APK 2-1.224, p. 16.

52 Musical diary, APK 2-1.225, p. 1, 18, 31.
53
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“Stimbol” - just as he did with the Summa.>' At the
beginning of the year 2000, probably inspired by
his stay in Greece, Part decided to give the title
“Stimbol” a more archaic form by replacing it with
the Ancient Greek “Symbolon”.>? Without doubt,
the potential titles “Stimbol” and later “Symbolon”
in Orient & Occident were also inspired by the
Church Slavonic title of the Creed Ctmeson eépul,
on which this work is based.>

As with the composition of Summa, the early
phases of the evolution of Orient & Occident show
us that this work was also meant to be Part’s
musical expression of faith, this time through
the Creed of his ecclesiastical life. In addition to
the confessional titles, other aspects also direct
us towards the same understanding. First of all,
the idea and initiative of composing music based
on the NC Creed in Church Slavonic, which is to
say based on the experience of his ecclesiastical
life, came directly from Part and not from the
organizers of the Berliner Festspiele.>*

But as the titles “Bepyw”, “Simbol” and
“Symbolon” were finally discarded, here also, as
in the case of Summa, in the end Part decided
to present this musical confession of faith in a
hidden, inner, silent form.* This is also supported
by the observations of Toomas Siitan, according
to whom silent texts in Pdrt’s oeuvre (as is
the case with Orient & Occident) refer to inner
transformation and prayer, whereas musical
compositions that are written in the language of
his religious practice (Church Slavonic, Russian)
are expressions of his personal faith (Siitan 2020:
31-32).

The NC Creed in Orient & Occident and the
unity of the opposites

Despite his initial intention to entitle this inner
musical confession of faith with a creedal title, Part
nevertheless finally arrived at Orient & Occident. As

Unpublished Immo Mihkelson archive interview with Arvo Part, 10 May 2016: 8, APC.

Furthermore, in a 2016 interview with Immo Mihkelson, Part acknowledges that the title “Stimbol” in the Orient &

Occident is a reference to the Creed. (Unpublished Immo Mihkelson archive interview with Arvo Pért, 10 May 2016: 9,

APC)

54 Unpublished TT archive interview with ANP, 21 August 2020, APC.

55
faith (Forrestal 2014: 72).

According to John Forrestal, the NC Creed in Orient & Occident can be considered Péart’s inner and silent confession of
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is clearly indicated by the title (“East and West"),
Part presents us with a musical composition where
the melodic line sounds Eastern in style, although
written in the harmonic minor, which belongs to
Western musical tradition. The two musical worlds
- Eastern monophony and Western polyphony
- intertwine in the composition.”® With this final
title, the creedal text (which is anyhow silent)
and its confessional aspect become even more
hidden. One could therefore listen to its combined
harmonic and monophonic peculiarity and even
read the title without ever knowing that this work
may be somehow linked to the NC Creed of Part’s
religious life.

But when we dig deeper, then we see that the
NC Creed in Church Slavonic plays a bigger role
in this composition than might at first appear. In
order to understand this, we must first of all try
to understand whether behind the East and West
there is something more than just two contrasting
musical worlds of monophony and polyphony.

As regards the Western polyphonic and
harmonic part, Part is quite clear: through this
he wanted to represent a later musical tradition
that became predominant in the Western Church
(Catholic and Protestant Churches) and in Western
Europe in general.”’

As far as the Eastern part is concerned, Part
makes it clear that he wanted to emphasize the
Eastern religious monophonic musical tradition
which, as it existed before the polyphonic
tradition, is the earlier of the two.>® What exactly
is meant by this remains at first unclear. Some
authors have tried to find here links and similarities
with the Arabic and Islamic Middle Eastern
monodic musical tradition (Forrestal 2014: 75-84)

—an aspect that Part has himself never mentioned
nor confirmed. Even though the composer seems
to accept a wider interpretation behind it by
even referring to the shamanic musical tradition,
he still primarily links the monophonic tradition
with Eastern Christianity and with the Orthodox
Church.®® Of course, Part does not associate the
monophonic musical tradition specifically with the
Russian Orthodox Church, in which, he explains,
Western polyphony has been extensively grafted
onto the earlier monodic musical tradition of the
Eastern Church.®? By making such a distinction the
composer’s thoughts seem to guide us towards
the Eastern Mediterranean and to the early
Christian and Byzantine Orthodox monophonic
musical tradition, which largely seems to be
behind the oriental religious music that Part has
been mentioning.®’

We may therefore conclude that for Pért Orient
& Occident as a whole contains a contrasting
coexistence of the musical traditions that are
more or less linked to the Western and Eastern
Churches, which, as the composer is well aware,
have been in conflict for centuries.

For this reason, with Orient & Occident Part
wanted to bring together not only the two
different musical traditions but also the two
conflictual Churches, which according to Part
should inreality be one.52 This is why, when talking
about the division between the Orthodox and
Catholic Churches, Part, using musical language,
emphasizes that ideally the two should “sound
together”, without the one excluding the other.?

In such a context, Forrestal’s hypothesis that
with the NC Creed in Orient & Occident Part is
tackling the Eastern-Western Christian dispute

56 APC. Works: Orient & Occident; https://www.arvopart.ee/en/arvo-part/work/486/ (15 October 2021).

57 Unpublished Ardo Vastrik archive interview with Arvo Part on Orient & Occident |, 18 December 2019: 3, APC;
unpublished TT archive interview with ANP, 21 August 2020, APC.

58 Unpublished Immo Mihkelson archive interview with Arvo Part, 10 May 2016: 8, APC.

59 Ibid.; unpublished Ardo Vastrik archive interview with Arvo Part on Orient & Occident |, 18 December 2019: 3, APC;
unpublished TT archive interview with ANP, 21 August 2020, APC.

60
61

Unpublished Ardo Vastrik archive interview with Arvo Part on Orient & Occident 1, 18 December 2019: 3, APC.

62
63

Many important oriental musical elements of the Orient & Occident emerged only during or after Part’s two week stay
(August-September 1999) at the Eastern Mediterranean Island of Patmos. During his stay on the Greek Island, we can see
the emergence of sharps and flats that create a third minor which makes the musical tension between the East and the
West even more felt in this composition. The title Orient & Occident on the other hand is inserted in the early 2000 and
the glissandi only in September 2000. (Unpublished Ardo Vastrik archive interview with Arvo Pért on Orient & Occident |,
18 December 2019: 7-8, APC)

Unpublished Immo Mihkelson archive interview with Arvo Part, 10 May 2016: 8-9, APC.

Musical diary, APK 2-1.249, p. 65, 2013.
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over the filioque clause (Forrestal 2014: 93)
does not seem to be very probable. In general,
Part does not seem to pay any attention to the
historical Orthodox position, which rejects the
Latin NC Creed with its filioque clause.®* On the
contrary, as we have previously seen, the Latin
and Orthodox versions of the NC Creed are
considered by the composer to have an equal and
even indistinguishable confessional value.

Nevertheless, the task of unifying these two
ecclesiastical and musical worlds in Orient &
Occident was assigned by Part to the NC Creed of
his ecclesiastical life, where each alternate Church
Slavonic word gives voice to either Western
polyphony or Eastern monophony.5> This task was
not assigned by chance, since for Péart, in the spirit
of the ancient Christian creedal title “Symbol”, the
NC Creed is also seen as a unifier of opposites.

This becomes evident first of all in Part’s
personal religious life, as in his Orthodox Prayer
Book®® the composer has entitled the NC Creed
as “the best formulation of an impossible
formulation”.5” What Pért tries to say with this
title is that the Creed holds an incomprehensible,
divine and hidden meaning that somehow has
become earthly and revealed in comprehensible
words — a meeting point between the opposites
of the possible and the impossible. While
commenting on the NC Creed in Orient & Occident,
Part also expresses his conviction that it is the
sacred text itself that confesses the co-existence
of opposites: with the NC Creed one confesses
that God the Father has created the opposites
of heaven and earth, and all things visible and
invisible.58

This unifying duality becomes evident also
in another personal spiritual practice of the
composer in which the NC Creed is paired with
the Jesus Prayer.®® According to Part, during the

64
65
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67

on Orient & Occident |, 18 December 2019: 5.
68

69
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composition of Summa he had already developed
a rather particular way of reading the NC Creed,
where after each verse of the Creed one Jesus
Prayer was also added.”®

During our interviews, Part gave an example
of how this works by reading one part from the
NC Creed: “He was crucified for us under Pontius
Pilate, and suffered, and was buried, and the third
day he rose again, according to the Scriptures.”
After that Part read the Jesus Prayer, which guided
him to the following conclusion:

We are accomplices — aren't we? - in this
crucifixion, sinners all alike. Broadly speaking,
we are the same kind of mob as those who
called for crucifixion. So, when you say the
Jesus Prayer, this understanding and this
perception moves into your blood. And
with the Jesus Prayer, you also get rid of this
thought.”!

With the help of the Jesus Prayer the NC Creed
therefore allows the composer to experience the
paradoxical co-existence of the two opposites —
his sin, and divine redemption.

As Part himself states, all of this search for
the unified duality will finally guide us towards
the tintinnabuli technique, where between
the opposites of the melody (M) voice and the
tintinnabuli (T) triad there is also a continuous
tension. In analogy to the previous examples,
Part symbolically characterizes the M-voice as
earthly, which is also related to his sin and ego,
and the T-voice as heavenly, which is related to
redemption. This binary opposition and tension
in the tintinnabuli, however, does not lead to
division, but instead, in a similar way to the NC
Creed, arrives at unity, which is expressed by the
mathematical equation 1+1=1. As Part himself
has put it: “One and one, it is one - it is not two.

Unpublished TT archive interview with ANP, 21 August 2020, APC.
Unpublished Ardo Vastrik archive interview with Arvo Pért on Orient & Occident |, 18 December 2019: 3-4, APC.
For the Prayer Book that Arvo Part here uses, see Palli et al. 2007.
Unpublished TT archive interview with ANP, 21.08.2020, APC; unpublished Ardo Vastrik archive interview with Arvo Part

Unpublished Ardo Vastrik archive interview with Arvo Part on Orient & Occident |, 18 December 2019: 5, APC.
“Lord Jesus Christ, Son of God, have mercy on me, a sinner.”

70 Unpublished TT archive interview with ANP, 21 August 2020, APC.

71

“Meie oleme ju kaasslitidlased sellele ristiloomisele, samasugused patused. Laias laastus oleme meie samasugune

podbel nagu ristilodjad. Aga siis, kui loed Jeesuspalvet, ldheb see arusaamine ja tunnetus sulle verre. Ja Jeesuspalvega

saad sellest méttest ka lahti.” (Ibid.)
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This is the secret of this technique.” (Yaraman
2020: 233; Hillier 1997: 96)72 Without doubt, for
Part, this secret of the tintinnabuli technique is
simultaneously the secret of the NC Creed and
vice versa.

Conclusion

We may therefore conclude that not only are the
creedal statements in Part’s musical compositions
directly linked to the experiences and expressions
of his personal religious life, but they are also
linked to his compositional creative process.

In the case of the works discussed here, it is
the sacred tradition, the meaning and depth of
the NC Creed, that Pért needed in order for the
music to be sustainable. We have also seen not

only how the composer’s personal relation to the
creedal content led him to elaborate on the title
or potential titles of the musical compositions,
but also how in turn the same titles reveal to us
the true religious value that the NC Creed has for
the composer and how it is indivisibly linked to
the world of his music.

It can be therefore said that the NC Creed is
for Part not just a confessional text of his religious
life that has somehow also found a way into some
of his musical compositions, but it is a musical
confession of faith, which at the same time
represents the whole compositional logic of the
tintinnabuli technique by aiding his ascetic self-
reduction and by unifying the binary forces of
opposites.

72 This tension between the opposites has been thematized by Arvo Part in: Musical diaries, APK 2-1.192, p. 38, 1996, and
APK 2-1.225, p. 67, 2000; unpublished Ardo Vastrik archive interview with Arvo Part on Orient & Occident |, 18 December
2019: 5, APC. For the same topic see also: Lingas 2020: 225; Siitan 2020: 30.
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Archive sources

Arvo Part Centre / Arvo Pardi Keskus (APK)
APK 2-1.18: Musical diary. 16 (03.09.1976/27.11.1976).
APK 2-1.19: Musical diary. 17 (28.11.1976/10.02.1977).
APK 2-1.192: Musical diary. 1996, 4 (30.05.1996/02.08.1996).
APK2-1.224: Musical diary. 1999, 3 (08.07.1999/06.02.2000).
APK2-1.225: Musicaldiary.2000, 1 (08.012000/26.05.2000).

APK 2-1.249: Musical diary. 07.2012-2013
(28.07.2012/06.2013).

Interviews

Unpublished Tauri Tolpt archive interview with Arvo and
Nora Part, 30 January 2020. Arvo Pért Centre.

Unpublished Tauri Tolpt archive interview with Arvo and
Nora Part, 21 August 2020. Arvo Part Centre.

Unpublished Immo Mihkelson archive interview with Arvo
Part: Commentaries on musical diaries (transcription), 10
May 2016. Arvo Part Centre.

Unpublished Ardo Véstrik archive interview with Arvo Part
on the context of Orient & Occident I-1l (transcription), 18
December 2019. Arvo Part Centre.

Unpublished Kristina Kérver and Kai Kutman archive
interview with Arvo Part on the context of Credo, 15 June
2021. Arvo Part Centre.
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Tauri Télpt

Nikaia-Konstantinoopoli usutunnistus Arvo Pardi elus ja teostes
Tauri Tolpt

Arvo Part on komponeerinud muusikat erinevatele kristlikku traditsiooni kuuluvatele tekstidele. Kdige
rohkem on Part kasutanud Nikaia-Konstantinoopoli (NK) usutunnistust, mis on ladina versioonis leidnud
tee teosesse ,Summa” (1977) ning kirikuslaavi keeles ,Orient & Occident’i” (1999/2000). Osana ladina
muusikalisest missast on NK usutunnistuse ladina versioon leitav ka ,Missa syllabica’s” (1977)
ning ,Berliner Messe’s” (1990/2002).

Enne kui kénealune usutunnistus joudis Arvo Pardi ellu ja teostesse, labis ta pika ja keerulise
ajaloolise teekonna, mille kdigus sai ta mojutusi nii idast kui [danest, olles tunnistajaks nii Ghtsusele
kui ka konfliktidele.

Kuigiajaloolised andmed selle kristliku maailma ihe olulisema usutunnistuse kohta ei ole I6puni
selged, ollakse tanapdeval ihel meelel, et NK usutunnistuse I6id | Konstantinoopoli kirikukogu isad
381. aastal ning selle kinnitas tleilmseks usutunnistuseks IV oikumeeniline kirikukogu 451. aastal.
Alates 6. sajandist saavutas NK ladinakeelne versioon olulise koha ka Laane kiriku katehheesis
ja ristimisteenistustel. Kuid samal sajandil hakkasid Ladnes teatud kohalikud kirikud kasutama
NK usutunnistuse muudetud versiooni lisandusega filioque (nn. Ladina NK usutunnistust). See
muudatus, mille vottis 1014. aastal vastu ka Rooma kirik, panustas lGhena paljudest osaduse
katkemisse Rooma ja Konstantinoopoli vahel 1054. aastal. (Kelly 1972) Alates osaduse katkemisest
on laane kristlased eesotsas Roomaga jaanud truuks Ladina NK usutunnistusele koos filioque-
lisandiga, samas kui ida kristlased eesotsas Konstantinoopoliga on jadnud algse versiooni juurde.
Kuigi ajalooliselt on need kaks usutunnistuse versiooni liikunud eraldi ja kohati isegi konfliktsetel
radadel, on nad leidnud sdbraliku kooseksistentsi Arvo Pardi elus ja loomingus.

Arvo Pardi esimeseks usutunnistuslikuks deklaratsiooniks pole aga siiski veel terviklik
NK usutunnistus, vaid hoopis tema ladinakeelne ,Credo” (1968), milles ta toob kokku kaks
sakraaltekstilist fragmenti: katoliku missal kasutatava usutunnistuse avalause (,Credo in Jesum
Christum” — ,Usun Jeesusesse Kristusesse”) ning perikoobi Uue Testamendi maejutlusest (Mt 5:38-39).
Kuigi ,Credo” loomise ajal ei tegutsenud Part veel aktiivselt Giheski kirikus ega usulises organisatsioonis,
on ,Credo” naol selgelt tegemist helilooja isikliku usu tunnistamisega Jeesusesse Kristusesse, kes, nagu
toob Part vdlja 1968. aasta intervjuus lvalo Randalule, suutis jumalikult ,taandada oma murru” ehk
lihtsustamise teel loobuda kdigest mittevajalikust (Randalu 1968). Toetudes Kristuse enese eeskujule,
saab ,Credost” Pardi loomingus Uhelt poolt vaimne protest maailma kurjuse vastu, kuid teisalt ka oma
vanale loomingulisele reaalsusele surma kuulutamine, mis jaab Kristuses ootama oma uut tlestousmist.’

Jargnenud aastatepikkuse loomingulise kriisi ajal sttvis Part aina rohkem vanamuusikasse ning
erinevatesse tegevustesse ja plihadesse tekstidesse, mis inspireeriksid. Selle kaigus jéudis helilooja ellu
esmakordselt ka NK usutunnistus, kuid huvitaval kombel {ildse mitte muusika, vaid hoopis digeusu kiriku
kaudu, mille liikmeks Part 1972. aastal sai. Sellest ajast alates mangis kirikuslaavikeelne NK usutunnistus
Arvo Pardi isiklikus usulises elus aina olulisemat rolli, saades ajapikku lausa igapdevaselt loetavaks
siidamepalveks.?

Ladina NK usutunnistus joudis aga aastaid hiljem Arvo Pardi ellu just muusika kaudu. Ta oli olulisel
ja auvaarsel kohal helilooja loomingulisest kriisist valjumisel ning esimestes katsetes siduda tintinnabuli
stiili tekstiga. Selle versiooni usutunnistusest voib puhtal kujul leida ,Summas” (1977) ning osana ladina
muusikalisest missast ka ,Missa syllabicas” (1977) ning ,Berliner Messes” (1990/2002). Huvitaval kombel
joudis Pardi usulisse ellu kuuluv kirikuslaavikeelne NK usutunnistus tema muusikalisse loomingusse aga
kdige viimasena, ndhes 1999. aastal paevavalgust teoses ,Orient & Occident”.

Et moista veelgi paremini NK usutunnistuse olulisust Arvo Pardi elus ja loomingus, tuleb péhjaliku-
malt analliusida helilooja katseid leida pealkirjad teostele, kus seda usutunnistust on puhtakujuliselt
kasutatud.

T Mihkelson 2005b, 00:53:20-00:54:12; Tauri Tolpti avaldamata arhiiviintervjuu Arvo ja Nora Pardiga, 21.08.2020, APK.
2 Tauri Tolpti avaldamata arhiiviintervjuu Arvo ja Nora Pardiga, 21.08.2020, APK.

Res Musica nr 14 /2022 | 101



The Niceno-Constantinopolitan Creed in the Works and Life of Arvo Pdrt

Pole kuigi laialt teada fakt, et enne kui ladina NK usutunnistusele kirjutatud heliteose pealkirjaks
sai ,Summa’, kaalus Pért veel teisigi véimalusi. Uks esimesi véimalikke pealkirju oli ,Credo” (lad. ,Mina
usun”),® mis sarnaselt 1968. aasta ,Credoga” pidi samuti olema Pardi viis delda maailmale muusika kaudu,
et ladina NK usutunnistus on ka tema isiklik usutunnistus (Jaanson 2014: 183). Kuid samanimelise teose
olemasolu ning probleemide téttu, mis olid tekkinud ,Credo’ga” 1968. aastal, loobus Part siiski sellest
pealkirjast.

Katse leida jargmine pealkiri viis helilooja sootuks huvitava tulemini: ,Simbol”.> Kuigi esmapilgul jaab
selle pealkirjaversiooni tdhendus ja paritolu selgusetuks, on suure tdendosusega tegemist Pardi katsega
eestistada NK usutunnistuse slaavikeelne nimetus Cumson eépui (,Simvol veri”), millega helilooja soovib
alternatiivsel viisil kdnealuse heliteose usutunnistuslikku iseloomu réhutada. Lisaks sellele nditab sellise
pealkirjaversiooni kaalumine, et Part vaatab ladina NK usutunnistust labi oma kirikliku usutunnistuse
prisma, péimides nénda lahutamatuks tervikuks nii oma muusikalise kui ka kirikliku usutunnistusliku
maailma. Kuid I6puks otsustas Part usutunnistuslikest rohuasetustest teose pealkirjas siiski loobuda,
madrates 16plikuks pealkirjaks ,Summa”. Kuigi ka selle pealkirja tdhendus ja péritolu jadb esialgu
maistatuseks, annab Arvo Part teada, et peamiselt inspireeris teda valiku tegemisel Vana Testamendi
psalm 119, mis dlistab Jumala sénas olevat terviklikku ja kokkuvétvat tdde. Pardi selgituste jargi andis
see psalm talle méista, et NK usutunnistuses olevad sénad sisaldavad endas jumaliku tée summat.®

Antud usutunnistuslikul vaartusel on oluline roll ka Arvo Pardi loomingulises protsessis. Asetades
ennast teksti ette, mis on mistiline ja ebamaine, tunneb helilooja loomuparaselt alandlikkust ja lausa
vadritust,” aga ka vajadust taandada end oma pahesid tais ,minast”.? Sellisel kombel kujutab NK
usutunnistus endast askeetlikku vaartust, mida Part otsis juba 1968. aastal (vt. Randalu 1968) ning millel
pohineb ka tintinnabuli-tehnika loominguline protsess, kus helilooja peab suutma loobuda oma minast
ja pahedest, et NK usutunnistuse voi mis tahes muu teksti sonad suudaks emaneerida tdest muusikat
(Siitan 2014: 12).

Kill aga ei jaa ,Summaga” toimuvad mustrid hoopiski viimasteks, vaid korduvad ligi 20 aastat hiljem
,Orient & Occident’is”. See teos, mille aluseks on kirikuslaavikeelne NK usutunnistus ehk teisisonu,
helilooja kiriklik kogemus usu tunnistamisest, pidi samuti oma algses faasis olema helilooja muusikaline
usutunnistus. Sellest annavad lisaks kdigele muule tunnistust ka Pardi muusikapaevikud,® mille jargi
oli teose esialgseks pealkirjaks ,Bepyto”, mis hilisemas faasis asendati pealkirjaversioonidega ,Siimbol”
ja ,Symbolon”. Nii ,Summat” kui ka ,Orient & Occident'i” tituleeris helilooja seega nende algses faasis
pealkirjaga ,Mina usun” (,Credo” - ,Bepyto”), samas kui jargmises faasis oli mélemal teosel ihtmoodi
kirikuslaavikeelsele NK usutunnistusele viitav nimeversioon ,Stimbol”. Kuid nii nagu ,Summagi” puhul,
loobus Part ka siin 16puks usutunnistuslikest pealkirjadest, jattes nii need kui ka kogu NK usutunnistuse
teksti peidetud kujul heliloomingus varjule.

Maarates teose 16plikuks pealkirjaks ,Orient & Occident” (,Ida ja ldds”), soovis helilooja rohutada antud
kompositsiooni muusikalist eripara, kus péimuvad idaparane (ihehaalsus ja laanelik mitmehaalsus.'
Lahemal uurimisel aga selgub, et mitte ainult idapdrane lhehaalsus ja lddnelik mitmehaalsus. Pardi
isiklike kommentaaride alusel'" voib selgelt viita, et ,laane” all peab helilooja silmas laane kristluse
(katoliiklus ja protestantlus) hilisemat mitmehaalset muusikalist traditsiooni, mis sai valitsevaks kogu
Laane-Euroopas. ,Ida” all tundub aga helilooja peamiselt silmas pidavat varajast idakristlikku ning

Muusikapdevikud, APK 2-1.18, lk. 100, 1976; APK 2-1.19, Ik. 60-61, 1976.

Tauri Tolpti avaldamata arhiiviintervjuu Arvo ja Nora Pardiga, 21.08.2020, APK.

APK 2-1.19, Ik. 80, 1976.

Telefonivestlus autori ja Arvo Pardi vahel 14.10.2021.

Ardo Vastriku avaldamata arhiiviintervjuu Arvo Pérdiga teemal ,Orient & Occident” I, 18.12.2019: 5, APK; Immo
Mihkelsoni avaldamata arhiiviintervjuu Arvo Pérdiga, 10.05.2016: 8, APK.

Tauri Tolpti avaldamata arhiiviintervjuu Arvo ja Nora Pardiga, 21.08.2020, APK.

% APK 2-1.192, 1k. 9, 1996; APK 2-1.224, k. 16, 1999.

Teosed: Orient & Occident; https://www.arvopart.ee/arvo-part/teos/486/ (15.10.2021); Tauri Tolpti avaldamata
arhiiviintervjuu Arvo ja Nora Pérdiga, 21.08.2020, APK.

Ardo Vastriku avaldamata arhiiviintervjuu Arvo Pardiga teemal ,Orient & Occident” |, 18.12.2019: 3, APK; Tauri Tolpti
avaldamata arhiiviintervjuu Arvo ja Nora Pardiga, 21.08.2020, APK.
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Vahemere idakalda 6igeusuga seotud tihehaalset muusikalist traditsiooni.’”? Just selle téttu ei pdimi ta
kénealuses teoses vaid idaparast ja lddnelikku muusikalist traditsiooni, vaid eriparaselt just muusikalisi
traditsioone, mis on suuremal voi vdhemal maaral seotud ida véi ladne kirikutega, mis, nagu helilooja
hésti teab, on olnud tiilis juba sajandeid.”® Ullatavalt on Pért nende vastaspoolte kokkutoojana ,Orient
& Occident’is” kasutanud just oma kiriklikku NK usutunnistust, kus iga jargnev kirikuslaavikeelne sdna
annab haale kas idakiriklikule monofooniale véi laanekiriklikule poliifooniale.'*

Seda ilesannet ei andnud ta NK usutunnistusele juhuslikult, sest nagu helilooja ka ise vilja toob, on
tema tajunud NK usutunnistust alati kui vastandite kokkutoojat. Seda kinnitab Arvo Pardi kasutuses olev
digeusu palveraamat, kus helilooja on NK usutunnistuse juurde kirjutanud: ,Véimatu formuleerimise
parim formuleering.””® Selle lausega valjendab helilooja oma veendumust, et NK usutunnistuses on
suudetud kirjeldada ja selgitada midagi, mis on olemuslikult kirjeldamatu ja selgitamatu — kohtumispaik
voimaliku ja vdimatu vahel. Samuti annab Pardi arvates niisugusest vastandite kooseksistentsist
tunnistust ka usutunnistus ise, mis viitab Jumal-Isale kui taeva ja maa ning ndhtava ja ndahtamatu
loojale. Kuid lisaks koigele muule tekitab NK usutunnistuse lugemine kérvuti Jeesuspalvega Arvo Pardis
samaaegselt nii patu kui ka lunastuse tunnet.’®

Sedalaadi vastandite kooseksistentsi ei esinda mitte ainult NK usutunnistus, vaid ka tintinnabuli-
tehnika, milles meloodiahaal esindab helilooja patustust ja maisust, samas kui tintinnabuli-kolmkéla on
seotud taevaliku ning lunastavaga.'” Matemaatiliselt vétab helilooja selle ise kokku nii: ,Uks ja (iks on {iks
ja mitte kaks — see on selle tehnika saladus.” (Yaraman 2020: 233; Hillier 1997: 96)

Immo Mihkelsoni arvhiiviintervjuu Arvo Pérdiga, 10.05.2016: 8, APK; Ardo Vdstriku avaldamata arhiiviintervjuu Arvo
Pardiga teemal ,Orient & Occident” |, 18.12.2019: 3, APK; Tauri Tolpti avaldamata arhiiviintervjuu Arvo ja Nora Pardiga,
21.08.2020, APK.

13 Muusikaline paevik, APK 2-1.249, Ik. 65, 2013.

,Orient ja Occidenti” muusikalises struktuuris on Part loonud mustri, kus kordamddda on iga jargnev séna kirjutatud
kas thehaalselt voi mitmehaalselt. (Ardo Vastriku avaldamata arhiiviintervjuu Arvo Pardiga teemal ,Orient & Occident” |,
18.12.2019: 3, APK.)

15 Ardo Vistriku avaldamata arhiiviintervjuu Arvo Pardiga teemal ,Orient & Occident” I, 18.12.2019: 5, APK; Tauri Tolpti
avaldamata arhiiviintervjuu Arvo ja Nora Pardiga, 21.08.2020, APK.

Tauri Tolpti avaldamata arhiiviintervjuu Arvo ja Nora Pérdiga, 21.08.2020, APK.

7 Muusikapdevikud APK 2-1.192, lk. 38, 1996, ja APK 2-1.225, lk. 67, 2000; Ardo Vastriku avaldamata arhiiviintervjuu Arvo
Pardiga teemal ,Orient & Occident” |, 18.12.2019: 5, APK. Vaata ka: Lingas 2020: 225; Siitan 2020: 30.
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Insights From the Outside

Kevin C. Karnes. Sounds Beyond. Arvo Pirt and the 1970s
Soviet Underground. Chicago and London:
The University of Chicago Press, 2021, 193 pp.

Andreas Waczkat

It is, of course, a mere coincidence that | happen
to be finishing this review on the day that Mikhail
Gorbachev’s death is reported in the media, but
this news inevitably frames my considerations.
Investigating the 1970s Soviet underground,
the topic of Kevin C. Karnes’s most recent
book, means taking a moment of a time into
account that is frequently periodized in music
historiography as “from Thaw to Perestroika”, a
wording that equates to “from Khrushchev to
Gorbachev”. As far as music and the other arts are
concerned, however, the term “Thaw” appears
something of a euphemism. There was an official
musical ideology and a system of censorship that
connected the Stalin era more or less seamlessly
with that of Gorbachev (with a small window of
greater openness during Khrushchev’s time) and
which forced composers and musicians either to
come to terms with the system, or to withdraw
from official musical life into inner emigration,
or to actual emigration from the Soviet Union,
whether voluntarily or under compulsion.

Since the official ideology favoured a
traditional musical style and approached
modernist, let alone avant-garde tendencies
sceptically, the period from Thaw to Perestroika is
often regarded as a period of artistic stagnation,
at least in non-Russian music historiography.
Digging into the recesses of the archives, however,
one can discover that there was an underground
movement of composers, musicians and other
protagonists who existed more or less in their
own information space alongside the official one.
Itis this Soviet underground of the 1970s on which
Kevin Karnes focuses and, in view of his main
interest, which he investigates as the creative soil
of Arvo Part’s first tintinnabuli compositions.

Karnes, Professor of Music History at Emory
University in Atlanta, Georgia, is well known for his
research into Baltic and Russian musical culture.
Even though the period in question dates back
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nearly half a century, some of the protagonists of
the Soviet underground are still in a position to
be interviewed as contemporary witnesses. And
in fact, it is this that sets apart Karnes’s study as
an eloquently written melange of oral history,
ethnography and archival studies by someone
who is looking at his subject from the outside,
in a way comparable to cultural musicologists
who investigate other cultures by immersing
themselves into the culture in question. Karnes
does so by “reiterative acts of listening, writing,
asking questions, recounting stories, and trying
to make sense of it all” (p. 7). In this list the author
omits to mention reading, for a major part of
what can be imputed to oral history in Karnes's
book is in fact taken from published interviews,
autobiographical texts and similar sources.

The book consists of six chapters, the first
of which is an introduction that maps the part
of the Soviet underground that influenced Part
and which in turn also was influenced by him.
Karnes sketches the role of both visual artists and
musicians as protagonists of a scene that sought
for alternatives to the officially promoted artistic
paths. Spirituality, understood in its broadest
sense, gained more and more importance here,
as it served as a means to open up another
world. In the field of music, early music aroused
interest, represented by Andrey Volkonsky and
his ensemble Madrigal in Moscow as well as
by Andres Mustonen and his ensemble Hortus
Musicus in Tallinn.

Chapters two to five may to some extent be
read independently, even if they share the same
topic, namely the first performances of Part's
tintinnabuli compositions and how they were em-
bedded in and perceived by the underground.
Chapter two considers the Student Club of the
Riga Polytechnic Institute - the Riga Polytechnic
Disco (1974-76) — where Part’s Sarah Was Ninety
Years Old received its first public performance



in April 1976. During these years, the Riga
Polytechnic Disco was shaped by the activities
of Hardijs Ledins, a student of architecture who
made his debut as a DJ (disk jockey) there in the
winter of 1975. Soviet disco culture did not focus
ondancingsolely, as was the casein contemporary
Western disco culture, but entailed listening to live
or recorded music as well as to lectures about the
respective music. In the Riga Polytechnic Disco,
this culminated in the initiative of educational
discotheque presentations, in which Ledins
functioned as the first DJ. Karnes introduces
some of Ledins’s impressive programmes, which
he found in the archive of the Latvian Centre for
Contemporary Art.

In chapter three Karnes elaborates on
“Tintinnabuli and the Sacred”; his study comprises
a limited but carefully focused overview of the
tintinnabuli technique and its first manifestation
in the funeral music from the 1974 film Colourful
Dreams (the original Estonian title is Vérvilised une-
nédod), which Part reworked into Modus in 1976.
Karnes subsequently introduces the first distinct
tintinnabuli compositions that Part arranged as a
suite and the instructive programme notes that
Nora Part wrote to accompany this suite. One of
the crucial compositions here is Summa, based on
the Latin text of the Nicene Creed, to be followed
by others based on texts taken from the Latin Bible
or the Catholic liturgy. A main feature of these
works is the syllabic style that Part developed by
setting the Latin texts and which would become
important for the tintinnabuli style in general,
thus fundamentally grounding and connecting
the style to the sacred.

Chapter four deals with the Riga Polytechnic
Institute (RPI) Festivals of 1976-77 and has a
history of its own. The earliest version of this
chapter appeared in the 2019 issue of Res Musica,
and a second version forms part of the edited
volume Arvo Pdrt. Sounding the Sacred (New York
2021)." Essentially, Karnes tells the story of the two
festivals held in Riga in April 1976 and October
1977, both of which were put together largely by
Ledins, and of their respective resonances in both
the audiences and among other musicians. Since,
as Karnes mentions (p. 80), documentation of
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both events is sparse, his detailed reconstructions
are immensely valuable. Karnes draws attention
to the festivals’ musical repertoire which, among
many others, featured Western avant-garde
composers such as Karlheinz Stockhausen and
Terry Riley in 1976 and contemporary Soviet
composers like Vladimir Martynov and Valentyn
Sylvestrov in 1977. While, as already mentioned,
Part’s Sarah received its first performance at the
1976 festival, in 1977 there was a concert exclus-
ively devoted to a Riga version of the Tintinnabuli
suite incorporating the Missa syllabica.

The fifth chapter then addresses the famous
Festival of Early and Contemporary Music held in
Tallinn in November 1978, which, incorporating
the essential ideas of the Riga festival of October
1977, gained international attraction. The festival
also marked Part’s first major international
triumph and, consequently, in Karnes's view,
brought pressure on the composer from Soviet
political government that would soon lead to his
and his family’s emigration.

Part’s subsequent international success as
composer needs no mention, unlike the later
careers of Ledins, who - probably inspired by Part
- embarked on composition, and of Martynov,
who, according to Karnes, is “an unmissable
presence in [Russia] today” (p. 97) but not a figure
widely known outside Russia. Though | would not
venture an opinion on this, one of the merits of
Karnes's book is that in the sixth and last chapter
he sheds light on Ledin$’s and Martynov'’s artistic
development after 1978. Karnes’s considerations
emphasize the “restless searching for an ‘else-
where’ [that] ultimately took [Pért, Ledins, and
Martynov] into deeply personal spaces” (p. 121).

Karnes's Sounds Beyond is without any doubt
an essential and unprecedented publication
concerning Part's creative shift from exploring
dodecaphony, collage techniques and aleatoric
music, culminating in his 1968 Credo, to his
tintinnabuli style. Karnes presents valuable
material from different archives, and even if
I do not feel able to judge how many of the
historical details of the various events of 1976
to 1978 need be told to readers in the Baltic
states, they definitely depict a nuanced picture

Arvo Part, Hardijs Ledin$ and the Ritual Moment in Riga, October 1977. - Res Musica 11, pp. 115-127, 2019; Arvo Parts's

Tintinnabuli and the 1970s Soviet Underground. — Arvo Pdrt. Sounding the Sacred. Eds. Peter C. Bouteneff, Jeffers
Engelhardt, Robert Saler, New York: Fordham University Press, pp. 68-85, 2021.
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of the concurrent underground culture with its
implications and inconsistencies. | am unsure
how representative the underground portrayed
in Karnes's book is of the Soviet underground in
its entirety — in any case, the chosen narrative is
teleological in that the international success of
the Tallinn festival of 1978 was tantamount to the
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breakup of the underground which until then had
been the creative soil of Part’s first tintinnabuli
compositions. Unfortunately, the chosen format,
by presenting the material in more or less
independent chapters, leads to a certain amount
of repetition, which can at times get in the way of
the essential thread of the narrative.
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Heli Reimann. Tallinn ‘67 Jazz Festival. Myths and Memories.

New York: Routledge, 2022, 194 1k.

Aare Tool

Kui kirjeldame mingit mineviku muusikastindmust
kui poolmidtilist, siis tdhendab see enamat kui
tuntust ja ajaloolist tahtsust. Midtilisuse juurde
kuulub alati ka teadmatus ja madratlematus, mis
aastakiimneid hiljem ergutab fantaasiat ja kut-
sub pustitama hiipoteese. Mingis tahenduses on
mudt rahvajutulik pajatus (liialdus?), kus segu-
nevad ajaloofaktid ja fantaasia. Samas on mudti
keeruline kummutada, sest see tahendab sama
mis koigutada selle kaudu end maaratlenute
minapilti.

1967. aasta Tallinna dzassifestival sisaldab
vaieldamatult mdudtilist-rahvajutulikku  potent-
siaali. Koigepealt on festivalide traditsiooni
algus sobivalt obskuurne, kuivérd Swing Club'i ja
orkestri Mickeys ,loominguline kohtumine” leidis
aset 1949. aastal suletud uste ja ette tdommatud
kardinate taga, s.t. dzassientusiastide avalikkuse
eest varjatud seltskonnas. Festivalid katkesid
parast 1968. aasta kohalikku eelvooru ndukogude
ametkondade tahtel, jattes 6hku peale mitmete
kisimuste ka kujutluse Tallinnast kui 1960. aastate
NSV Liidu dzassielu ,kaotatud paradiisist”.

Heli Reimanni monograafia esindab thele kul-
tuuristindmusele pihendatud juhtumiuuringuna
moéneti haruldast Zanri. Eesti kultuuriloo kasit-
lemisel pole see siiski enneolematu, sest sama-
moodi slindmusekeskne on nditeks Rudolf
Poldmae raamat ,Esimene eesti Gldlaulupidu
1869” (1969).! Omaette monograafiat digustavadki
justneed siindmused, milletahendus eiole pelgalt
muusikaline, vaid milles kangastuvad ka oma aja
Uhiskonnaolud ja poliitilised suhted. Hoolimata
sellest, kas dzdssi viljelejad seda ise taotlesid voi
mitte, oli dzdassmuusika kilma sbéja pingelistes
kultuurioludes pilgeni laetud ideoloogiaga.

Stindmuse monograafiakdlblikkus séltub mui-
dugi sellest, kui palju on selle kohta allikaid. Heli
Reimanni uurimist66 on olnud igati digeaegne,
sest leidub veel neid, kes saavad toonast dzassi-

1

elu ajaloolase palvel meenutada. Raamatu kaalu-
kaima osa moodustab 2. peatiikk pealkirjaga ,In-
dividual Memories” (,Isiklikud malestused”), mis
pohineb raamatu autori intervjuudel Peterburi,
Moskva, Lati, Leedu, Eesti ja Rootsi muusikutega.
Kui jutuks tuleb, mida dzass intervjueeritava jaoks
tahendab, réandab méte suisa poeetilistele rada-
dele: ,Toona oli dzdss meie jaoks kdik — eluviis,
olemasolu méte, kommunikatsioonivahend ja
teenistus. Me olime fanaatilised ... Véib-olla oli
dzdss meie jaoks fatamorgaana, lummutis, kes
meelitab kujuteldamatusse vabadusse” (intervjuu
Boris Frumkiniga, Ik. 63). Nii avaneb dZassifestival
sellel osalenute portreedes otsekui keskpunk-
tina, mille iimber rulluvad muusikute métted ja
elusaatused. Mida tdhendas olla dzassmuusik ja
mis voinuks olla alternatiiv? Usutluses kitarrist
Tiit Pauluse ja laulja Els Himmaga joonistub vdlja
skuldsete” 1960ndate kahetine olemus: Uhelt
poolt sulaaja optimism, vabaduse illusioon ja
dzassiidealism, teiselt poolt sdjajargsete kiimnen-
dite I6hutud elud, majanduslik kitsikus, muusika-
line ,haltuura” ja meelemarkuseta joodikuid tais
Pirita mets (lk. 80).

Reimann sedastab uurimuse abstraktis, et sel-
les kasutatud allikate seas on ,tuhandeid lehekiilgi
arhiividokumente, intervjuud kestusega rohkem
kui sada tundi ning lugematud meediakajastused
ja fotod”. Need véimaldavad tema sénul néidata,
et 1967. aasta dzdssifestival oli rahvusvahelise
kélapinnaga ja kestvalt oluline stindmus nii Eesti,
NSV Liidu kui ka USA dzdssiajaloo vaatenurgast.
Raamatu sissejuhatuses uurimisseisu ja viimaste
kiimnendite dzassiuurimuste trende selgitades
toonitab Reimann, et Uha rohkem on palvimas
tahelepanu see osa dzassmuusika ajaloost, mis
aitab kriitiliselt Gmber métestada varasemate
kasitluste USA-kesksust. 1967. aasta Tallinna
dzassifestivalile keskenduv raamat esindab seega
kill dzassiajaloolist ,vdljastpoolt” pilku, véimal-

Rudolf P6ldmae 1969. Esimene Eesti (ildlaulupidu 1869. Tallinn: Eesti Raamat.
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dades samas lahata, kuidas néukogude ja USA
dzdss raudse eesriide ragina saatel omavahel
kokku puutusid.

3. peatikis ,Americans at the Festival”
(,LAmeeriklased festivalil”) vastab Reimann
kisimusele, mis tema sénul on olnud festivali
suurim méistatus: mis asjaoludel tuli USA sakso-
fonisti Charles Lloydi kvartett Tallinna? Kas
mote tuli ndukogude dzdssientusiastide poolt
voi pigem naitasid initsiatiivi ameeriklased
ise, aimates ndukogude kontserttuuriga kaas-
nevat suurt meediatdahelepanu? Olles tutvunud
materjalidega New Yorgis, nditab Reimann, et
Charles Lloydi esinemise taga oli USA produtsent
George Avakian, kes ,pakkus kvarteti vdlja vene
dzassientusiastidele ja kelle peaaegu pealetiikkiv
jarjekindlus t6i parast rohkem kui aastapikkusi
pingutusi ansambli NSV Liitu ja Tallinna festivalile”
(Ik. 94). Avakiani ndukogude birokraatia tavasid
eirav asjaajamine vois seega olla peapdhjus,
miks tuur molemale poolele sedavord palju
organisatoorset peavalu valmistas. Charles
Lloydi esinemise kddnuline ,draama”, mis on
olnud festivalimitoloogia (ks nurgakivisid,
sisustab raamatus paarkimmend lehekilge.
Kontserdikorraldusliku biirokraatia proosalise-
voitu kirjelduse tagant turritab alatasa valja
situatsioonikomoddia, kui hipilik dzassiidealism
kohtub naiteks Lenini monumendiga (vt. Ik. 115).
Muusika suutis kull dzassisépru Ghendada, ent
mitte siiski siluda olmekusimustes esile tulnud
kultuurisokki.

Tallinna dzassifestivalide I6ppvaatusel
(poollubatud-poolkeelatud olemusel) peatutakse
raamatus vordlemisi pdgusalt seoses festivali
korraldaja Heinrich Schultzi patuoinaks tegemi-
sega (lk. 27-28) ja Valter Ojakadru vastuoluliste
teadetega festivali vdimaliku jatkumise kohta
pdrast 1968. aastat (Ik. 160-162). Kui Ojakadru
vaitel oli festivalide katke(sta)mise ajendiks
Charles Lloydi etteastele osaks saanud maruline
tahelepanu, siis Reimanni analldsi jargi olid
vbimalused festivalide jatkamiseks kone all
kuni 1972. aastani. Jatkufestival, mis pidanuks
olema Tallinna kui ,néukogude dzdssmuusika
esinduslinna” vaariline, likkus aga tulutult edasi.
Festivalide jatkumise tagantjarele intrigeerivale
vdimalusele osutab Ojakadar raadiosaates ,DzZass-
muusikasopradele” (11.06.1968):

2 ERRi arhiiv, https://arhiiv.err.ee/guid/31290 (2.09.2022).
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Koige suuremat huvi pakub kahtlemata dsja
Uleliidulise kultuuriministeeriumi poolt vastu
vOetud otsus hakata korraldama Tallinnas
regulaarselt rahvusvahelisi dZassifestivale.
[...] Seoses sellega likkub meie kdesoleval
aastal erandina septembrisse planeeritud
festival veel edasi 1969. aasta maikuusse,
millal siis Tallinn juba tdiesti ametlikult saab
nbéukogude dzdssmuusika esinduslinnaks,
kus kohtuvad jallegi parimad liiduvabariikide
ansamblid ja orkestrid ning kuhu on oodata
ka silmapaistvaid vadliskollektiive. See seab
meie kohalike joudude ette senistest veelgi
suuremad nduded, et Uhest kiiljest ndidata
meie vabariigi dZdassiinterpretatsiooni ja
loomingut nii hasti kui voimalik, teisest kiljest
aga tosta ka organisatsioonilist taset, panna
koik ladusalt ja haireteta sujuma.?

Viide vajadusele ,parandada organisatoorset
taset” kordub festivali kohalikus kajastuses nii
modnelgi pool ja kdib festivali suurima ,fopaa”,
Charles Lloydi esinema lubamise kohta. Méneti
Uksikasjalikumat kasitlust vaarinuks raamatus
toodud infokillud, mis puudutavad puudlusi jarg-
misteks festivalideks (valis)esinejate osas kokku
leppida. Kas festivali jatkumine oli tol hetkel
tésine valjavaade, voi tuleb juttu néukogude
dzdssmuusika esinduslinnast votta pigem amet-
kondade teadliku venitamistaktikana, mille ees-
mark oli likata festival ebamaaraselt ,helgesse
tulevikku”?

Raamatus kasitletud muitidest koige fun-
damentaalsem puudutab seda, nagu oleks
néukogude dzdss olnud keelatud véi pool-
porandaalune (lk. 170). Miski muu ei kinnita
niisuguse kujutelma ekslikkust paremini kui 1967.
aastal kulmineerunud dzZassifestivalid, millele
sai osaks laialdane rahvusvaheline tdhelepanu
ja mille siimboolika vanalinna tornide motiiviga
jattis pigem mulje Tallinna reklaamdiritusest.
1970ndatel avastasid dzdssmuusikud end kitsast
nisist, aga seal on ju svingijargne dzassmuusika
asetsenud nii voi teisiti. Heli Reimanni pdhjalikul
uurimistool ja rikkalikul allikmaterjalil péhinev
uurimus on téhus vasturohi Uleheroiseeritud
dzassimuitidele. Teisalt voib oletada, et 1967.
aasta Tallinna dzdssifestivali midtiline teekond
nidd, monograafia vaariliseks tlendatuna, alles
odieti algab.
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Rikkaliku andmestikuga raamat vaskpilliopetusest Eestis
Tonu Soosorv. Ja pasunad hakkasivad hiiiidma ... Eesti vaskpillimdngu
opetamise lugu. Tallinn: Puhkpillimuusika Koda, 2019, 326 1k.

Jaan Ross

Teadaolevalt on selle raamatu kohta seni ilmunud
kaks arvustust. Alustagem lihidalt nendest.

11. detsembril 2019 on Katri Reinsalu ajalehes
Raplamaa S6numid avaldanud Soosérva raama-
tust sisuka ja sObraliku Ulevaate. Seda lugedes
tekib aga Uks kiisimus. Reinsalu kirjutab: ,Mote
diplomireferaadi tdiendamisest plsis aga visalt
peas. [..] Esmalt kaalus ta [Soosorv] vdimalust
seda teadusto0 vormis teha, kuid paraku oli huvi
selle vastu leige. Nii otsustas ta raamatu Kkirju-
tada [..]." Teadust6d ja raamatu vastandamine
teineteisele jaab mulle veidi arusaamatuks.
Paljud teadust66d on ilmunud raamatu kujul. Ent
Reinsalu méte on intrigeeriv seetdttu, et tekitab
kisimuse vaadeldava raamatu Zanrist. Raamatul
on mitmeid teadust66 tunnuseid, nagu korralik
viidete, sealhulgas arhiiviviidete aparaat ning
suure hulga materjali slistematiseeritud esitamine
tabelite ja jooniste kujul. Oletan, et Reinsalu tahtis
oma remargiga osutada erinevusele teadusliku
ja populaarteadusliku kasitluse vahel. Kumma
mo6du Soosdrva téd paremini vdlja annab, selle
juurde p606rdun tagasi pisut allpool.

Olavi Kasemaa arvustus ,Ununema kippuva
lahiajaloo jaadvustus” ajakirja Muusika 2020.
aasta juuninumbris on pdrit oma ala ilmselt
kdige kvalifitseerituma autori sulest ning vaarib
sellisena suurt respekti. Mulle tundub Soosérva
raamatut kdige otsesemalt puudutavat jargmine
tsitaat Kasemaa arvustusest:

Tubli kolmandiku raamatu mahust vétab enda
alla sissejuhatav osa, mis keskendub omamaise
professionaalsel tasemel muusikahariduse
eelsele perioodile Eesti ajaloos. Olles kill
mdeldud eelloona jargnevale teemale, méjub
see osa oma ulatuslikkuses ning pikkade
teemaarenduste ja (levaadete rohkuses
laialivalguva ja hoolikalt vélja otsitud faktidest
ulekoormatuna.

1

Noéustun sellega. Soosoérv oleks justkui Ghtede
kaante vahele koondanud kaks eri teksti: Glevaate
Eesti muusikaajaloost ligikaudu kuni 20. sajandi
alguseni réhuga puhkpillimuusikal ning Glevaate
vaskpillibpetuse ajaloost Eestis 20. sajandil.
Esimene on mdeldud laiale lugejaskonnale, kohati
liigselt referatiivne ning hdagusa fookusega. Teine
rajaneb originaalsel empiirilisel materjalil, mille
kasitlus on suunatud Usna kitsale lugejaskonnale.
Kusjuures esimene tekst raamatu Uldpealkirjaga
hasti ei haaku. Teine tekst moodustab raamatu
vaartuslikumaosa.Veel kord Kasemaad tsiteerides:
»Pika ja hoolika uurimust66 tulemusel valminud
raamatu pohirdhk — sellest ka vastav alapealkiri
- langeb kaasaegsete vaskpillide opetamisele
muusikakoolides ja konservatooriumis alates
1919. aastast kuni 1970ndateni.”

Raamatu kvaliteeti saanuks oluliselt paran-
dada head sisutoimetajat todsse kaasates.
Autor on erialasesse kirjandusse siivinud vaga
pohjalikult, ent silma torkab paar olulist liinka,
mida sisutoimetaja oleks ehk aidanud valtida.
Keskaega puudutavates I6ikudes toetub Soosorv
peamiselt Mati Lauri kirjutistele. Laur on Tartu
Ulikooli uusaja professor. Tartu Ulikooli keskaja
professor on Anti Selart, kelle arvukatele to6dele
me aga ei leia raamatust thtki viidet. Lk. 96 viitab
Soosdrv Clara Schumanni kontsertidele Tartus
1844. aastal (pianisti neiupdlvenimi on muuseas
valesti kirjutatud - peab olema Wieck), ent
ammendavuse huvides pidanuks siis nimetama
ka Ferenc Liszti kontserte samas 1842. aastal.
Elmar Arro tdddest on nimetatud raamatut
,Vana aja muusikud”, mis sisaldab kolme algselt
saksa keeles ilmunud artiklit, ent pole nimetatud
saksakeelset eesti muusika ajalugu (Tartu:
Akadeemiline Kooperatiiv, 1933),2 mis Soosorva
raamatu esimese osaga otseselt haakub.

Isikunimede kirjutus raamatus on Uhtlusta-
mata. Kord esinevad nad perekonnanime, kord

Alo Pdldmaée 2011. Ferenc Liszt 200 ja Tartus tagasi! — Postimees, 12. aprill 2011.

2 Elmar Arro 2003. Vana aja muusikud. Koost. ja tolk. Heidi Heinmaa, Tartu: llmamaa; Elmar Arro 1933. Geschichte der

estnischen Musik |. Tartu: Akadeemiline Kooperatiiv.
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eesnimetdhe ja perekonnanime, kord ees- ja
perekonnanime, vene nimede puhul ka ees- ja
isanimetdhe ning perekonnanime kujul. Boriss
Assafjevi puhul k. 205 on isanimetdht vale
- peab olema V(ladimirovits).®> Tanu Toomas
Siitani jarjekindlusele oleme Eesti Muusika- ja
Teatriakadeemia muusikateaduse erialal omaks
votnud hoiaku, et eestikeelses tekstis kirjuta-
takse eesnimed vélja voi kasutatakse ainult
perekonnanime. Ka kohanimede esitamisel
eelistanuks kohati teistsugust lahendust. Kui
kasutame eestipdrast Lati pealinna nime Riia
(mitte Riga), siis voiksime kasutada ka eestipdrast
Venemaa suurlinna nime Peterburi (mitte St.
Petersburg). Uhtlustamata on kuupievade esitus
tekstis. Kohati (nt. lk. 48) kohtab veidravoitu
vormi 12.02.1700, selle asemel et kirjutada 12.
veebruar(il) 1700.

Raamatu tekstis on paar tldisemat tendentsi,
mis sunnivad peale jdrelduse, et autor pole
teaduskirjanduse latist suutnud pariselt le
hlpata. Eriti esimeses osas leidub pikki |6ike,
mis refereerivad vaid Uhe ja sama autori
tekste. Sisuliselt on tegemist konspektidega.
Pllame muusikateaduse eriala Ulidpilastele
Opetada, et hea teadustekst peaks slinteesima
mitmeid autoreid, omandades seega iseseisva
vaartuse. Vastasel korral piisaks ju sellest, et
lugeda tsiteeritud autori originaalteoseid.
Teaduskirjanduse puhul on obligatoorne raamatu
kasikirja retsenseerimine oma ala asjatundja(te)
poolt enne triikki andmist, ja retsensente on
harilikult mitu. Soosdrva raamatu impressumist
ma retsensentide nimesid ei leia, mistdttu eeldan
vaikimisi, et retsenseerimist pole toimunud.

Autori suhe statistikaga on pisut algeline.
Mu peamine etteheide siin oleks, et statistika
tegemiseks on vaja piisavalt suuri andmemassiive.

Kui loeme néiteks, et moénel erialal vdga hea
hindega Idpetanuid on 100 protsenti, ning hiljem
saame teada, et l6petajaid oli ainult kolm, siis
kaotab protsentarvutus vdikeste arvude toéttu
oma sligavama moétte. Statistilise olulisuse moiste
on raamatus paraku tundmatu.

Lk. 7 on loogikaviga: ,Eriti puudutab see Tartu
Kérgemat Muusikakooli, Tartu Muusikakooli,
Tallinna Muusikakooli ja osaliselt ka Tallinna
Muusikakeskkooli.” Seega ainuke kool, keda asi
ei puuduta, on Tallinna Konservatoorium. Méte
tulnuks sdnastada teistpidi.

M&dnan, et voin osutuda liialt subjektiivseks,
ent August Wilhelm Hupeli nimetamine
publitsistiks Ik. 54 tekitab minus kerge térke.
Elukutselt oli Hupel pastor.* Selle kérval tegeles
ta aktiivselt sellega, mida me tdnapaeval
nimetaksime etnograafiaks (mida tol ajal nimetati
topograafiaks), ning avaldas oma t66 tulemusi
trikis. Hupeli eluajal maaratleti baltisaksa
kogukonnas  selliseid isikuid literaatidena.
+Publitsist” on minu arvates hilisema aja maiste.

Alates 2016. aastast soovib Rahvusarhiiv, et
selle sailikutele viidataks kindla formaadi® jargi.
Seda soovitust Soosdrva raamatus koikjal jargitud
eiole, kuigi raamat on ilmunud umbes kolm aastat
hiljem. Jallegi olnuks abi sisutoimetajast.

Ideaaljuhul oleksin raamatus ndinud eraldi
sUstemaatilisemat kasitlust vaskpillide reper-
tuaarist. Praegu tekib lugejal vahel nii-6elda
uppumise tunne, sest tihti on instrumentalistid
esitanud katkendeid ulatuslikumatest teostest,
mille oopuse-voikatalooginumbrit pole margitud.
Sellise kasitluse koostamine olnuks muidugi suur
t66, ning kuivord raamatu raskuspunkt asetseb
vaskpillidpetuse ajalool Eestis, ei saa repertuaari
pohjalikuma  kasitluse  puudumist autorile
tegelikult pahaks panna.

3 Vigaselt on kirjutatud ka Els Aarne nimi lk. 203 ning eesti tdnapaeva Oigekirja konventsioonid eeldaksid 20. sajandi
tuntud tsehhi helilooja nime kirjutamist kujul Bohuslav Martint (lk. 209).

4
5

olulisemad sétted juhendist.

Vt. Indrek Jirjo 2004. Liivimaa valgustaja August Wilhelm Hupel 1737-1819. Tallinn: Riigiarhiiv.
Vt. https://www.ra.ee/teadus-ja-publikatsioonid/viitamise-juhend/ (vaadatud 12. juulil 2022). Toon &ra méningad

+Alates 2016. aasta kevadest ei ole enam kasutusel ajalooarhiivi ja riigiarhiivi nimetusi, vaid tegemist on Uhtse
Rahvusarhiiviga. Seoses uue peahoone Noora avamisega ning kogude ulatusliku Gmberkolimisega ei kajasta ka varem
eri arhiive tahistanud lihendid EAA, ERA, ERAF, LAMA, SAMA jne enam sailiku fusilist asukohta ega sisalda muud olulist
infot. Tegemist on vaid osaga arhiivi leidandmetest (nt EAA.854, ERA.31, ERAF.1). Naditeks sdilitatakse enamikku ERAF-
litega arhiive alates 2017. aastast Tartus, ERA-liitega sdilikuid hoitakse nii Tallinnas kui Tartus jne. Infot sdiliku asukoha
kohta leiate arhiivi infoststeemist AlS. Kirjutage leidandmed AlSis esineval kujul, kasutades arhiivi, nimistu ja sailiku
numbrite eraldamiseks punkte, nt: EAA.5100.1.378. Teadustoddes lisage leidandmete ette Rahvusarhiiv (vai lihend RA),
nt: Rahvusarhiiv, EAA.5100.1.378 v6i RA, EAA.5100.1.378. Kasutatud allikate loendis viidake asutusena Rahvusarhiivile ja
esitage seejarel arhiivide loetelu, nt: Rahvusarhiiv EAA.5100 Parnu suurgild.”
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Voib diskuteerida teemal, kas pikemate
tervikdokumentide esitamine narratiivses tekstis
(nditeks August Nieldanderi muusikakooli déppe-
kava lk. 171-172) on pohjendatud véi olnuks
parem need dra tuua lisana raamatu I6pus.

Lugesin suure naudinguga Eesti muusika-
hariduse struktuuri ja taristu Gmberkujundamise
kirjeldust Teise maailmaséja jarel. Ei maletagi
olevat varem kohanud seda lugu nii tlevaatlikul,
konspektiivsel ja faktirikkal kujul kui Soosérva
raamatus. Paljuski on see teoks saanud tdnu
rohkele arhiivimaterjali kasutamisele autori poolt,
mis vadrib tunnustust.

Joonealusest markusest nr. 260 |k. 214 loeme:
LSee ei tdhenda, et teised 6petajad ei oleks neid
asju selgitanud, kuid opilased oma malestustes
ei ole seda kirjeldanud.” See markus mojub pisut
naiivselt.

Lk. 218 leidub korvuti kaks alajaotust, mis
on pealkirjastatud vastavalt kui ,Kokkuvéte” ja
.Kokkuvotteks”. Siin on tegemist struktuurse
apsakaga: pole voimalik aru saada, mida votab
kokku esimene kokkuvéte ja mida teine.

Lk. 219-220 teeb raamatu autor Usna huvita-
vaid jareldusi eesti vaskpillimangu taseme kohta
aegade arenedes. Tsiteerin:

Kui esimesed eestlased suundusid Oppima
Peterburi konservatooriumisse ajal, mil kodu-
maiseid dppeasutusi veel ei olnud asutatud,
siis joudis dllatavalt suur protsent nendest
vdaga korgete tulemusteni. Néukogude peri-
oodil nii hdid tulemusi enam ei saavutatud.
[...] Kord Uhel jutuajamisel kiisis autor Robert
Kasemaelt tema seisukohta, miks 19. sajandi
[6pul - 20. sajandi algul saavutasid eesti vask-
pillimédngijad Peterburi konkurentsis seda-
vord haid tulemusi? [..] R. Kasemdgi vastas, et
tema arvates on asi piihendumises. Tollal oli
Peterburis 6ppimine kdike muud kui kerge ja
mugav. [...] Pidi olema téeliselt suur tahtmine.
lImselt hiljem, kui 6ppimine oli marksa
lihtsam, jai puudu tahtmisest saavutada oma
voimete maksimum.

Minu konservatooriumidpingute perioodil
1975-1980 oli kdibel arvamus, nagu tuleksid tuge-
vamad vaskpillimangijad Tartu Muusikakoolist,
mitte Tallinnast. Soosdrva raamatust voib leida
sellele arvamusele kinnitust. Tsiteerin raama-
tu autorit (Ik. 268): ,Seega on [sdjajargsel peri-
oodil] vaskpillieriala l6petanute protsent [Tartu

Arvustused

Muusikakoolis] ligi kaks korda kérgem kui Tallinna
Muusikakoolis (22,7%).” Ja Ik. 271: ,Trompet on ikka
olnud vaskpillidest populaarseim. Mingil maaral
voib seda vaadelda kui ,Tartu traditsiooni”.”

Simpaatselt méjub Soosérva raamatu suhte-
line apoliitilisus. Lahiaastate Eesti ajaloos on,
nagu uldiselt teada, kesksele kohale asetatud
kannatusnarratiiv. Soosdérv moistagi ei eita
Noéukogude véimu kuritegusid eesti rahva vastu,
kuid kirjutab nendest ootamatult neutraalselt.
Loeme lk. 302:

Muidugi oli suur ideoloogiline surve. Eriti
teravaks muutus see parast 1948. aasta 10.
veebruari otsust V. Muradeli ooperi ,Suur
soprus” kohta. Selle jarel algas ka Eestis ndia-
jaht ,kodanlikele natsionalistidele” ja ,forma-
listidele”. Selle kaigus sunniti konserva-
tooriumist lahkuma terve rida vdimekaid
Oppejoude. [..] Piirati ka o6pperepertuaari.
Keelati dra hulk uuema muusika ja eesti
klassika teoseid, tosi kiill eeskatt laule. Erialati
majusid repressioonid erinevalt. Pohiliselt jaid
166gi alla kompositsiooni ja muusikateaduse
erialad. Puhkpille méjutas toimuv suhteliselt
vahe. Muidugi hdiris ka nende t66d konserva-
tooriumis valitsev lldine 6hkkond [...]. Kuid
otsese surve alla ei langenud keegi.

Jalk.303-304:

1960. aastatel oli 6pilaste hulgas levinud nega-
tiivne hoiak nn vene kooli. [...] Mdnikord ilmselt
peideti ka oma kehva pillivaldamist halvustava
suhtumise taha. Mdneti vodis olla tegu ka
surveolukorras tekkinud stiihilise protestiga
kdige venepdrase vastu, seda tdpsemalt
analliisimata ja mdistmata. Usutavasti male-
tavad koik, kellel oli véimalus klilastada Vene-
maa juhtivaid muusikadppeasutusi, kuivérd
erinev ja intensiivne todmeeleolu seal valitses.
Loomulikult andis see ka tulemusi.Seega ,vene
koolile” oli omane vdga treenitud ambuzuur
[embouchure] ja vdga hea pilli valdamine. Kui
sellele lisandus veel isiklik musikaalsus ja hea
muusikaline maitse, oli tulemus tihti vaga hea.

Ja raamatu kokkuvotteks lihidalt: tegemist
on vaartusliku koguteosega vaskpillimuusika
Opetamisest Eestis peamiselt 20. sajandil, mis
Usna ilmselt jadb pikkadeks aastateks ainsaks
omasuguseks kasitluseks. Minu tiksikud kriitilised
markused Soosdrva raamatu kohta ei kahanda
selle vaartust sugugi.
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Kammerlauljad. Eesti Filharmoonia Kammerkoor 40. Autorid: Allan Vurma,
Kristina Korver, Hele-Mai Poobus, Kersti Inno; toimetaja: Tiina Oun,
[Tallinn]: Eesti Filharmoonia Kammerkoor, 2022, 246 1k.

Ali-Ann Klooren

Eesti Filharmoonia Kammerkoor (EFK) tahistas
2021/2022. hooajal oma 40. tegevusaastat, mille-
ga kaasnes hulganisti kontserte, intervjuusid,
artikleid ning see pidulik aasta kulmineerus koori
varvikast ajaloost radkiva raamatu ,Kammer-
lauljad. Eesti Filharmoonia Kammerkoor 40"
vdljaandmisega. Raamatul on mitu autorit:
Kristina Korver, Allan Vurma, Hele-Mai Poobus ja
Kersti Inno, sona saavad ka peadirigendid ning
oma malestusi ja juhtumisi jagavad lugejatega
koorilauljad. Sel moel koostatud raamatul on nii
eeliseid kui ka puudusi: Gihest kiljest saab koori
tegevus labi kdidud erinevate vaatenurkade alt,
teisest kuljest jaab nii sisse ka liksjagu korduvat
materjali. Naiteks koori stinnilugu - kuidas Heino
Kaljuste 1966. aastal loodud Ellerheina kammer-
koorist kujunes 16puks valja professionaalne EFK —
leiab kajastamist paris mitmes tekstis. See on aga
siiski vaga vaike puudus muidu daarmiselt huvitava
lugemise korval.

»Alguses oli unistus ...” — sellise pealkirja
on saanud raamatu esimene peatukk, kus
koori esimene ja Uhtlasi praegune peadirigent
Ténu Kaljuste avab professionaalse koori
loomise tagamaid. Dirigendi unistuseks oli luua
kammerkoor, kus iga laulja on sama hea muusik
nagu simfoonia- v6i kammerorkestri instru-
mentalist, kes suudab esitada ka soolot; unistuste
vastas seisis aga ndukogude tegelikkus, kus koige
uue labisurumine porkus mitmesuguste takis-
tustega. Ullatav oli minu jaoks fakt, et uue profes-
sionaalse koori asutamise vastu olid tollased
kooridirigendid, kes ndgid noortes lauljates
konkurenti ja saatsid kultuuriministeeriumile
lausa kirja soovitusega mitte luua uut professio-
naalset koori. Ja sama Ullatav oli ka positiivse
I6pplahenduseni joudmine - piisas NSV Liidu
rahvakunstniku Irina Arhipova monest toetavast
sonast oiges kohas, asi hakkaski liikkuma ning
nii siindis Eesti esimene (ja siiani ainus) profes-
sionaalne kammerkoor.

Aastatel 2001-2007 koori peadirigendiks
olnud Paul Hillieri peatiikk kannab pealkirja

"
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,Mis teeb Eesti Filharmoonia Kammerkoori
eriliseks?”. Pdris head vastust sellele kisimu-
sele tekstist ei saa ja voib-olla vaidleksin vastu
ka vaitele, et laulupeotraditsioon saadab EFK-d
nende kontsertidel. Et ilmselt koik EFK lauljad on
monel laulupeol osalenud, ei mdara minu arvates
veel koori ilmet, pigem on see lihtsalt kultuuri-
traditsioon, milles iga lauluhuviline eestlane
kaasa 166b. Kogu Paul Hillieri tekst on kirjutatud
aarmise soojuse ja siimpaatiaga koori vastu ning
Iabi kumab hea omavaheline klapp. Natuke teises
toonis on Daniel Reussi tekst ,Eesti Filharmoonia
Kammerkoor muutis minu arusaamist ideaalsest
kélast”, kus positiivset tuuakse monikord valja ka
negatiivsete ndidete kaudu, nagu juhtum Arvo
Pardi ,Kanon pokajaneniga” Rakveres: ,Koor
vajus juba alates esimesest noodist, haalestus
ei olnud paigas, koik lagunes ...” (Ik. 14). See on
vist ainuke kord kogu raamatu valtel, kus meile
tuletatakse meelde, et ka EFK lauljad on tavalised
inimesed ja mitte alati koik ei dnnestu. Siiski on
sellelgi naitel 6nnelik 16pp: samade lauljate ja
kavaga astuti hiljem dles Niguliste kirikus, kus
koik laks suurepdraselt korda. Kaspars Putning
oma kirjutises ,Just nagu erinevate rollidega
teatritrupp ...” tostab aga esile koori ihte edu
votit — sobitada kéla teosega: ,EFK olemuse
kujundab kéla, mis tuleneb esitatavast muusikast
ja traditsioonidest ning kahtlemata on see seotud
ka keelega, milles lauldakse.” (Ik. 15).

Just kolaaspektist vaatleb oma tekstis ,Eesti
Filharmoonia Kammerkoori kdla labi nelja aasta-
kiimne” koori tegevust muusikateadlane Allan
Vurma, kes on ise votnud EFK t60st osa nii lauljana
kui ka hadleseadjana. Tegutsemise algaastail
koosnes koor lihtsalt hea ja ilusa hadlega
lauljatest, kel aga puudus vokalistiharidus. Aasta-
tega olukord muutus, jarjest enam tuli juurde
erialase vdljabppega lauljaid ning nii kujunes
professionaalsete lauljate kooslus, kelle hulgast
on vdlja kasvanud ka terve hulk maailmatasemel
soliste: Annely Peebo, Mati Turi, Iris Oja, Aile
Asszonyi jt. Koori isikupdrane kéla ei ole tekkinud



sugugi juhuslikult, vaid saavutatud lauljate
pohjaliku valimise tulemusel, nagu kirjutab
Vurma: ,Ukski hilisematest peadirigentidest pole
lauljaid just hadle tambri sobivust arvestades
nii hoolikalt koori valinud, kui tegi seda Ténu
Kaljuste. [...] Oli péris tavaline, et kandidaat
pidi ettelaulmisel oma haalt nditama ka juba
olemasolevate kooriliikmetega koos lauldes.”
(Ik. 29). Kuigi koor on end laulnud kuulajate
siidamesse sirge ja puhta tooniga, arendati
haali vastavalt repertuaari vajadustele (mida
mainis ka Putnin3) ning aastatega kasvas koori
voimekus kéla kandvuse suunas: ,Téonu Kaljuste
huvi dirigendina on olnud héaile kasutamine
selle vdimaluste vdga laial skaalal ja EFK lauljate
oskuste arenedes liiguti selgelt ka ekspressiivse
kéla kasutamise suunas.” (Ik. 29). Vurma réhutab
ka koori suurt t66d tekstidega: ,Seepdrast kuju-
nes kooril harjumuseks teha endale kdigepealt
selgeks sénaline tekst ja esitada seejarel motes-
tatult igasugust lauldavat teksti ka kuulajale,
ka siis, kui polnudki eesmark edasi anda ménd
ridade vahele peitunud métet.” (Ik. 32). Uhtlasi
margib Vurma, et Kaljustega tehti proovis
tood ,kontserdiolukorra kontsentratsiooni ja
joupingutusega” (Ik. 34).

Koori koélale poodrasid suurt tdhelepanu ka
jargmised peadirigendid ning pulidsid seda aren-
dada oma eelistustele vastavalt. Vurma arvates
ei osutunud need pingutused viljakaks voi téid
kaasa isegi pigem negatiivseid arenguid. Hillier
proovis koori kélakultuuri muuta kergemaks ja
vokaale eredamaks, kuid hiljem ta loobus oma
kavatsusest. Reussi ajal muutus aga koori kdla
steriilsemaks, mitmed lauljad olid uute néudmiste
taitmisel raskustes, kriitika hakkas sopranitele
ette heitma ebakindlust ja senise sara kadumist.
Putninsi alustades peadirigendina oli enamik
algkoosseisu lauljatest lahkunud ja suurem osa
uutest lauljatest juba vokalistiharidusega, nii
et mingil maaral vois radkida juba taiesti uuest
koorist, mis siiski toetub aastakiimnetega sisse
lauldud traditsioonidele. Lopetuseks analiiisib
Vurma koori kdéla teoste naitel, mida on koikide
peadirigentidega ette kantud ja millest on
sdilinud salvestused.

Kristina  Korveri  peatikk ,Sillaehitajad”
keskendub EFK koostddle Veljo Tormise ja Arvo
Pardiga, kelle rolli EFK maailmakaardile joudmisel
on raske Ule hinnata, ehk nagu vadidab autor:
,Praeguseks on EFK nii Tormise kui ka Pardi
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muusikaga kuulaja teadvuses niivord tugevalt
kokku kasvanud, et raske on kujutleda Ght ilma
teiseta.” (Ik. 51). Kuigi nad on oma loomingus
taiesti vastandlikud, toob Kérver vilja nii mén-
dagi Uhist nende heliloojaks kujunemise teel,
aga ka kompositsioonipdhimétetes. Vahest
koige olulisem Uhendav joon kahe helilooja
vahel on ldhtumine sénast. Kristina Korver kdib
labi koik margilised siindmused - esinemised
ja salvestused -, mis on Uhendanud koori Pardi
ja Tormisega. Tekst on vaga ladusalt kirjutatud,
ilma liigsete muusikaterminiteta, nii et ka taielik
muusikavohik saab siit hea Ulevaate Uhest nii
olulisest etapist meie muusikaajaloos. Samas
on seda huvitav lugeda ka muusikaharidusega
inimesel. Tekst on hasti liigendatud, iga ala-
peatikk kasitleb teemat kontsentreeritult ning
erilise vaartusena voib esile tosta alapeatiikkide
pealkirju: Tormisest naiteks ,Raua needmisest,
roostevabalt”, ,Millist aega néitab tornikell?”, eriti
tabav on ,Unustamatud rahvad”; Pardist ,Kollaaz
teemal Part”, ,Alguses oli ,Te Deum™”, ,Sisemusse
suunav kaanon” jm.

Hele-Mai Poobus annab peatukis ,Laulu végi.
Eesti Filharmoonia Kammerkoor teel rahvus-
vahelisse muusikamaailma” péhjaliku (levaate
kooriga koost6od teinud dirigentidest, plaadi-
firmadest, kontserdiagentuuridest, samuti olulise-
matest turneedest ja salvestistest. Salvestisi on
kooril nelja aastakiimne jooksul vélja tulnud tle
70. Selles peatiikis leidub Gsna palju kattuvat
materjali eelmiste peatiikkidega, taas saavad séna
peadirigendid ning pikemalt peatutakse veel
kord Pardi ja Tormise loomingul. Arusaadavalt on
koori kdige suuremad kordaminekud seotud just
nende kahe heliloojaga ja saab vaid néustuda
Poobuse véitega, et ,Tormise loomingus peituvad
meie juured, kuid tiivad on koorile andnud Part.”
(Ik. 142). Siiski oleks oodanud natuke rohkem
muu repertuaari avamist, on ju seda EFK pagasis
renessansist tanapdevani.

Koige I6busam lektiilir on Kersti Inno kogutud
lauljate mélestused peatiikis,,Motteid ja malestusi,
legende ja tipphetki”, kus omakorda tks huvi-
tavamaid alapeatiikke on ,Koorielu legende”. Kui
tanapdeval tekivad kooridel peamised legendid
koostdost erinevate dirigentide, heliloojate ja
teiste muusikutega (millest kirjutatakse ka siin
raamatus), siis ndukogude ajast voib vist igaliks,
kes sellal ménes esinduslikumas kollektiivis kaasa
16i, radkida imejutte reisidest NSV Liidu avarustes.
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Need lood on kohutavalt naljakad ja uskumatud,
nagu nditeks EFK lauljate meenutused séidust
Usbekimaale véi esinemistest Tadzikis. Aga kui
need lood jutustatuna on absurdimaigulised ja
I6busad, siis pildimaterjal ei halasta: piisab vaid
paari foto vaatamisest ja igasugune nostalgia
kaob hetkega ning pinnale téuseb hoopis see
ahastus, valu ja alandustunne, mis sel ajal sageli
voimust vottis. Vaadake naiteks pilte Toénu
Kaljustest Debrecenis koos Noéukogude Liidu
lipuga (Ik. 107) véi Umbritsetuna usbekkidest, kes
tervitavad kaugeid kdlalisi lillede, loosungi ja sm.
Breznevi pildiga (Ik. 158). Siin tahaks 6elda: mitte
kunagi enam ...

Pildimaterjal on raamatus vaga rikkalik —
koorilauljate hulgas oli ju suurepdrane fotograaf
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Téonu Tormis, hilisemast ajast parineb hulganisti
fotosid koori kommunikatsioonijuht-toimetajalt
Anneli Ivastelt. Lisaks I6busatele reisipiltidele on
hasti kénekad ja emotsionaalsed pildikollaazid
dirigentidest td0hoos ja kooriga koost6od teinud
heliloojatest.

Raamatu 16pus leidub ajajoon 1966-2021,
kust leiab kiirelt ja kerge vaevaga (levaate koori
olulisematest siindmustest aastate kaupa. Lisaks
on kronoloogilises jarjestuses dra toodud kéik
salvestised koos plaadiiimbrise pildiga ning Erkki
Targo on koostanud tdielikud nimekirjad koiki-
dest dirigentidest, koormeistritest, haileseadja-
test, lauljatest ja meeskonnast, kes selle koori t60s
on 40 aasta jooksul osalenud.
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Muusikateadusliku elu kroonikat 2021/2022

Koostanud Ali-Ann Klooren, Eesti Muusikateaduse Seltsi sekretar

Eesti Muusikateaduse Selts

Hooaeg 2021/2022 oli EMTSile 30. tegevusaasta.
Seisuga 30. september 2022, mil I6peb seltsi
majandusaasta, kuulub seltsi 98 liiget.

2022. aastal valiti uus EMTSi juhatus: esi-
mehena jatkab Kerri Kotta, aseesinaine on Brigitta
Davidjants ning liikmeteks Anu Kélar, Anita
Maasalu ja Anu Schaper; revisjonikomisjoni esi-
mees on Eerik Joks, liikmed Raili Sule ja Heidi
Heinmaa.

Sel hooajal toimusid taas EMTSi tavaparased
muusikateaduslikud Uritused: Leichteri pdev ja
Tartu pdev. 29. novembril aset leidnud Leichteri
pdev tuli pandeemia tingimustes labi viia Zoomi
vahendusel ning kavas oli Erik Joksi ettekanne
eesti keelerlitmi ja koraaliviiside riitmi seostest.
Samuti tutvustati EMTSi aastaraamatu Res Musica
kolmeteistkimnendat numbrit. Tartu pdev
toimus 23. aprillil Eesti Kirjandusmuuseumis ning
oli plihendatud akadeemik Jaan Rossi 65. stinni-
paevale. Ettekannetega esinesid Jane Ginsborg
(UK; ,In celebration of Jaan Ross: Perspectives
on ESCOM and Musicae Scientiae”), Partel Lippus
(,Foneetika seminaridest Tartu Ulikoolis”), Allan
Vurma (,Jaan Ross - juhendaja ja kolleeg”),
Irina Belobrovtseva (,Tdies vastavuses Murphy
seadusele: Jaan Ross ilukirjanduse tdlkijana”)
ja Tonu-Andrus Tannberg (,Seda dzassi on vaja
koévasti liistu peale tdbmmata, et temast néu-
kogude dzass saaks”). Parast ettekandeid toimus
vestlusring ,Kelle sidames leidub koht Adornole?”,
mida juhtis Marju Raju ning milles osalesid
Jaan Ross, Tarmo Jiristo, Indrek Ojam ja Mikko
Lagerspetz. Vestlusring oli osa kultuuriteaduste
ja kunstide doktorikooli avatud kursusest ,Kuidas
kénetab Adorno ,Uue muusika filosoofia” meid
tana”. Theodor W. Adorno teose eestikeelne tdlge
Jaan Rossi sulest ilmus 2020. aastal.!

10. septembril toimus pdrast paariaastast
pausi taas traditsiooniline EMTSi stigismatk, mis
sel korral viis matkajad Arvo Pardi Keskusesse,
Padise kloostrisse ja Harju-Risti kirikusse.

Uued véljaanded

Kerri Kotta koostatud aastaraamatu Res Musica
kolmeteistkiimnenda numbriga tahistati Ludwig
van Beethoveni 250. siinniaastapdeva. Number
sisaldab viit inglis- ja Uhte eestikeelset uurimust.
Ingliskeelsed artiklid keskenduvad helilooja teos-
tele v6i nendega ménel muul viisil seotud tee-
madele, autoriteks Stephen Slottow, L. Poundie
Burstein, Illdar D. Khannanov, Vadim Rakochi ja
Edward Jurowski; eestikeelses artiklis kasitleb
Eerik JOks eesti emakeele ja koraaliviiside rit-
mi seoseid. Lisaks on Res Musica kolmeteist-
kiimnendas numbris raamatute arvustusi.

Artiklite tdistekstid voib leida Res Musica
kodulehelt www.resmusica.ee, kuhu need riputa-
takse aasta padrast 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.
Muusikateaduslikke valjaandeid saab osta Eesti
Muusika- ja Teatriakadeemia teadussekretari Liina
Jaatsi kaest.

Loetelu EMTA muusikateaduse osakonna
varasematest publikatsioonidest on koos tutvus-
tustega Uleval kooli kodulehel rubriigis ,Tea-
dus > Publikatsioonid” (vt. https://eamt.ee/
teadus/publikatsioonid). Nende muusikatead-
laste publikatsioonid, kes osalevad Eesti ametli-
kes teadusprojektides ja/voi tootavad Oppe-
joududena korgkoolides, saab internetist kergesti
katte kas Eesti Teadusinfoslisteemist (www.etis.
ee) voi vastavate kdrgkoolide aastaaruannetest.

Theodor W. Adorno 2020. Uue muusika filosoofia. Télk. Jaan Ross, Tartu: Tartu Ulikooli Kirjastus.
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PETER BOUTENEFF on Piiha Vladimiri Oigeusu Teoloogilise Seminari (St Vladimir's Orthodox
Seminary, SVOTS) slistemaatilise teoloogia professor. Ta 6ppis muusikat Uus-Inglismaa muusika-
konservatooriumis Bostonis ja teoloogiat SVOTSis, samuti Oxfordi (likoolis. Ta kaitses ka
doktorikraadi (1997) teoloogias Oxfordi Ulikoolis, kus ta Oppis piiskop Kallistos Ware'i juhen-
damisel. Aastatel 1995-2000 t66tas ta Kirikute Maailmandukogu usu ja kirikukorra komisjoni
tegevsekretdrina ning on kirjutanud hulgaliselt artikleid 6igeusu kiriku suhetest teiste kirikutega.
Bouteneff on SVOTSi kirjastuses (SVS Press) algatanud sarja ,Foundation Series” ja toimetab seda. Tema
sulest on ilmunud viis raamatut (nende seas Uiks kaasautorina), viimane neist ,How to Be a Sinner” (2018)
on osutunud SVS Pressi iheks menukamaks valjaandeks.

Peter Bouteneff on piihendunud teoloogia ja kultuuri seoste uurimisele. Ta on SVOTSi juurde loodud
ettevotmise ,Arvo Part Project” algataja ja juht, korraldades kontserte, loenguid, avaldades publikat-
sioone. Arvo Pardi loomingu ja digeusu teoloogia seoseid on ta lahanud raamatus ,Arvo Part: Out of
Silence” (2015). Koos Jeffers Engelhardti ja Robert Saleriga on Bouteneff vdlja andnud raamatu ,Arvo
Part: Sounding the Sacred” (2021). Uhtlasi on ta SVOTSi vaimulike kunstide instituudi asutaja ja juht ning
Arvo Pardi Keskuse loomendukogu liige.

PETER BOUTENEFF is Professor of Systematic Theology at St Vladimir's Orthodox Seminary (SVOTS).
He studied music at the New England Conservatory of Music, Boston, Theology at SVOTS as well as at
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