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Anotacija

Straipsnio tikslas — nustatyti ry$ius tarp dviejy meno objekty — juros ir vargony garso jvaizdziy.
Autorés nuomone, tarp $iy fenomeny egzistuoja semantinio lauko sutapimas: vargony garso tech-
ninés ir meninés galimybés leidzia jtikinamai ir jtaigiai atkurti tam tikras jaros jvaizdzio chrakteris-
tikas. Straipsnyje analizuojami keturi pagrindiniai parametrai, leidziantys palyginti jaros jvaizdj ir
vargony garsa: begalinio laiko jausmas, nesuvokiamos ir didziulés erdvés pojutis, dinaminés skalés
platumas ir jvairiy spalvy gausa (tembry gausa). Siame straipsnyje nagrinéjama latviy kompozi-
toriaus Romualdo Jermako vargony muzikos kuryba, susijusi su jura. PanaSios sasajos gali buti
randamos analizuojant ir kity vargony muzikos kuréjy karyba.

PAGRINDINIAI ZODZIAL: jiiros jvaizdis muzikoje, latviy kompozitorius Romualdas Jermarkas,
vargony muzika, vargony garso semantika, muzikinés teksttros tipai.

Abstract

The purpose of this article is to find connections between two seemingly unrelated objects in art —
the image of sea and the sound of organ. The author believes that an area of semantic overlapping
exists between these phenomena: the properties of organ sound production, as well as the technical
and artistic means of expression a priori hold certain properties that enable evocative and convinc-
ing reproduction of certain characteristics of the image of sea.

The article analyses four main parameters for the comparison of the image of sea and the sound
of organ: the infinite sense of time, the incomprehensible and vast sense of space, the broadness of
dynamic scale and the multitude of diverse colours (richness of timbres). This research is based on
the organ music oeuvre devoted to the image of sea by the Latvian composer Romualds Jermaks.
However, similar interconnections could conceivably be discovered upon analysis of the sea-theme
related organ works by other composers.
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Introduction

The image of sea has always played a significant role in Latvian arts. The
diversity of numerous dedicated artworks is proportional to the broadness of
the semantic scale of the image — from the significance of sea in the history and
mythical conceptions of the nation to the socially developed concepts of the sea-
side region folk who view the sea as the provider of livelihood and joy, as well as,
occasionally, the taker of lives.

The vast number of diverse artworks dedicated to the image of sea by Latvian
writers, painters and musicians is rich in content, images and semantics. The sea
symbolizes both “border” (in geopolitical, mythological and culture-historical
senses) and “pathway to other worlds” (Ktle 2013, 75). It was the sea that pro-
pelled Latvians into the world during the tumultuous Kurshi period (12" and
13" centuries), the times of Duchy of Courland (17" century; praised, for ex-
ample, in the musical “To Tobago!” by Uldis Marhilévics), and during the First
Awakening (19" century), when KriSjanis Valdemars established naval schools
alongside the whole Riga Bay and appealed to the youth to study seafaring with
his famous phrase “Latvians, sail into the sea!” In this sense — as the symbol for
national identity and freedom — the sea is often mentioned in choir songs (i.e.
Straumes Janis At the Baltic Sea; Jazeps Vitols The Free Sons, Sailors; Emilis
Melngailis Song of the Sailors; Emils Darzin$ The Broken Pines). As a matter of
fact, the Hanseatic League opened its embrace to Latvia due to its seaports and
their existence undeniably had a profound effect on the economic and cultural
development of the country.

Alongside the pan-European values (freedom, education, language, Chris-
tianity, cultural heritage, etc.) the Latvian system of values includes elements
of Latvian nature — the land and the sea. The writer Rimants Ziedonis reminds:
“The brightest accents in our history are related to our sea” (Ziedonis 2009, 6),
whilst the philosopher Maija Kule writes: “In Latvian spirit, next to the eco-
nomic importance of land stands its aesthetic value and its role as the horizon
for longing” (Kale 2013, 73). The same can be said of the sea. In general, the
nature in Latvia is kind towards human beings. However, the unpredictability of
the sea can also make it cruel and dangerous (short story by Rudolfs Blaumanis
In the Shadow of Death, cycle of choir pieces by Pauls Dambis Songs of the Sea).
Meanwhile, the world is being damaged by the contemporary society and the
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artists are alarmed by the threat of an ecological disaster in the Baltic Sea (Maija
Einfelde Sad Serenades. Three Chants for the Dying Sea for clarinet and string
quartet).

Naturally, the sea has always provided aesthetic inspiration to poets, compos-
ers and painters with richness of its sunsets, its eerily fascinating elemental force,
and the unassuming simplicity of Latvian coast. This inspiration is evident in the
works of Latvian marine painters Eduards Kalnins, Valdis Kalnroze, Aleksandrs
Zviedrs and many others. The first Latvian feature-length sound-film, made
after the novel of Vilis Lacis The Fisherman’s Son (1940), depicted the lives of
Jurmala folk; the sea plays the central role in one of the latest Latvian dramatic
opuses — the opera of Andris Dzenitis Dauka (2012). Even this limited, sketchy
summary proves the inherent and stimulating role of the image of sea in Latvian
arts.

The objective of this article is to determine which sea-related archetypal sym-
bols and semantic fields overlap in the most direct way by comparing two, seem-
ingly totally alien objects — the sea and the organ. Interestingly, both of these
objects, great and fundamental, historically significant to Latvia and semantically
diverse in their own fields, exhibit similarities within the area of phenomenon
overlapping i.e. organ compositions devoted to the image of sea. By applying
methods of comparison, ideas derived from studies of literary sources and mu-
sical scores, and conclusions drawn from personal experiences and research of
organ music and Latvian pipe organs, the author of this article sets a specific
objective: to hear and to see, to extract and to substantiate analogies between the
two aforementioned phenomena — the image of sea and the sound of organ. This
objective is reflected upon in the third section of the article.

The musical fundament for this research is formed by the oeuvre of the Lat-
vian composer Romualds Jermaks, prominently featuring opuses dedicated to
the sea and composed in the genre of organ music. The pieces are analysed,
holding in clear perspective the personality, professional life, artistic interests
and individual creative style of the composer. Observations related to these facts
and conclusions are mostly outlined in the first and second section of the article.

1. Brief Description of the Composer and the Roles
of Pipe Organ and Organ Music in His Life

Romualds Jermaks (1931) currently represents the elder generation of Lat-
vian composers. He studied composition with prof. Janis Ivanovs at the Latvian
State Conservatoire, graduated in 1962, and worked for 35 years as a docent
at the Composition Department of the same institution (1971-2006). He has
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retired from the academic work but still actively composes and his works are
premiered on regular basis.

The total number of Jermaks’ compositions is very substantial — close to 1000
opuses. He has addressed numerous genres — symphonic music, choir music,
instrumental and vocal chamber music. His contribution to the genres of sacral
vocal-instrumental music (twenty masses, Te Deum, Requiem, several cantatas,
several tens of sacral songs with organ accompaniment) and instrumental solo
concerto (twenty concertos for various instruments) should be noted in particu-
lar. In the former genre the composer expresses his religious beliefs, integral to
his personality — the composer’s father was an organist of the Catholic Church; in
the latter genre the wish to communicate with his audience manifests — Jermaks
speaks directly and expressively through the virtuosic means of instrumental
music.

During the long years of creative work, the composer wrote for various en-
sembles and instruments; however, the pipe organ has been his faithful creative
partner throughout the life. He has created around 300 opuses for solo organ, as
well as for other instruments or voices with the participation of organ. In either
case, he is undoubtedly the most prolific Latvian composer in the genre of organ
music, and, in my opinion, his opuses should also be recognized for their artistic
qualities. These qualities have been honed through the composer’s relationship
with the instrument — he is an adept player and a knowledgeable organ builder,
and has installed, repaired and tuned organs at many Latvian churches.

At this point it is worthwhile to remember that during the Soviet times (dur-
ing late 1970s and throughout 1980s) the Riga department of the vinyl records
company Melodiya released a series of twenty recordings titled Latvian Historic
Organs. They featured the sounds of 25 instruments (Grauzdina 1987, 232-233).
Before these recordings, Romualds Jermaks together with his fellow organist and
organ building master Talivaldis Deksnis spent countless days and weeks, pre-
paring church organs for the recording process and, subsequently, participating
in the recordings with the sound engineer Jazeps Kulbergs. The activities of Jer-
maks were just as selfless during the 1990s, when the so called Third Awakening
of the Latvian nation was followed by the re-establishing of parishes in all Latvi-
an regions and countless concerts took place at churches. His efforts were mostly
charitable in nature — in the name of beautiful ideals and spiritual rejuvenation.

The composer’s enterprising nature and stubborn persistence resulted in the
achievement of his dream: to build his own house with a concert hall and to install
a pipe-organ in it. This dream acquired substance in 1969, when at the seaside
forest territory of Kurzeme, in the 300m restricted dune area between fisher-
men villages — Klapkalnciems and ApSuciems — the Latvian Union of Composers
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was allotted land for the erection of summer housing cooperative Lacupite. The
house was completed circa 1980 and soon a two-manual organ, built by Jermaks
himself, filled it with music. Since 1983 at least once every summer (usually in
June, on the Sunday after the Latvian traditional midsummer celebration) the
Lacupite Music Festival takes place there, featuring organ music, choir music
and chamber music opuses. Everything is pro bono in these events: performers
do not receive honorariums and listeners do not pay for tickets. The artists’ “fee”
is the hospitality of the owners, sincere audience’s applause, the rustle of pine
trees and the fresh seaside air. Thus the tandem “sea and organ” is embodied in a
rather real and appreciable sense in Lacupite. However, all this would have hardly
happened without motivation stemming from the composer’s rich inner world
and his creative musical visions.

2. Affection with Elements of Nature in Music
of Romualds Jermaks

Despite its thematic variety, the music of Romualds Jermaks demonstrates
a clear intention to address fundamental, significant topics. He has always been
fascinated by the infinity of space, expanses and depths — space, cosmos, infin-
ity of starry skies, and unstoppable movement of planets. These concepts are
manifested in a number of his pieces, including, for example, the poem Icariada
for narrator, choir and organ (1967), overture Towards the Stars for two organists
(1968), poem Space for voice, choir and organ (1979), the set of solo songs The
Blue Infinity (1981), Hymn for the Sun for solo organ (2005), and other, similarly
themed opuses (www.lmic.lv). The complete, extensive cycle of nine pieces for
solo organ Planets (2002), rich in contrasts and moods, was premiered in Tokyo
in 2005. The nearly one-hour long cycle was performed by the Japanese organist
Miki Asai in a concert titled Latvian Organ Music.

This thematic category also includes the compositions addressing the image
of sea. There are nearly forty opuses that include solo songs, choir songs and in-
strumental pieces. As the years in the brackets reveal, the sea theme is present in
the composer’s oeuvre from early youth to present times. It is interesting to note
that for his first songs from the study period the composer selected lyrics where
the love theme merges with the image of sea (solo song Your Eyes Like Sun-Filled
Sea, choir songs Sea and You and Sister of the Sea). Even if coincidental, this is
still significant.

The most notable “sea compositions” by Romualds Jermaks are the following:

The Restless Sea for piano, from the cycle Aquarelles (1966);
A set of five a cappella choir songs The Sea is Singing (1976);
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Passacaglia Blow, Wind for organ (1979);

Several arrangements of Latvian folk melodies related to the sea (1979-1985)
for organ and kokle ensemble (Loud, Loud the Sea Roars; I Sailed a Boat;
White Sheep Swims in the Sea; Sea Requires Fine Web; I Saw in the Sea; etc.);
Perpetuum mobile for organ (1991);

Lullaby for the Sea for flute and harp (1999);

Nocturne of the Sea and the Moon for violin and piano (2007);

The Sky and the Sea for organ (2007);

The Kurzeme Coast for cello and piano (2008);

The cycle Sea Serenades for alto saxophone and organ (2010).

Artistically powerful, for example, is the set of a cappella choir songs The
Sea is Singing; poetically expressive are the sea-themed works for kokle ensem-
ble. The image of dark, gloomy sea is conjured in one of the movements of the
abovementioned cycle Planets — Neptune. The Roman god of freshwater and sea
subsequently merges with Poseidon from the Ancient Greek mythology, being
worshiped as the god of the seas. The latest composition of Jermaks, devoted to
the sea theme and written for organ, is titled Sea Serenades and includes six piec-
es: 1. Serenade of Dawn, 2. Game of the Waves, 3. Sultry Weather, 4. Serenade of
Restless Sea, 5. Sunset Serenade, 6. Night Serenade. As the titles indicate, in this
cycle the composer depicts the transformation of sea during the diurnal period,
in this instance skilfully complementing the organ sound with a saxophone part.

3. The Image of Sea and the Sound of
Organ — Similarities and Parallels

Every instrument has its own, fitting realm of expression. In general, organ,
of course, is able to produce a very diverse set of imagery; however, a number
of properties lift the pipe organ above the mundane, the easily comprehensible,
and the subjectively emotional. Just as the term sea evokes associations that differ
from, for example, lake, brook or pond, so does organ evoke different aural image
from flute, violin or xylophone. The Russian researcher of arts Vladimir Stasov
once defined this phenomenon in the following way: “This particular instrument
first and foremost voices the deepest and grandest aspirations of human spirit; in
musical images and forms it manages to embody the strive of our spirits for the
colossal, the incomprehensibly mighty” (Cracos 1974, 88).

On the other hand, the sound of organ can be diverse, varied and extremely
nuanced. Once again — it must be recognized — just as a seascape that immedi-
ately changes its nuances under the influence of air, light and clouds.
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Further in this article the two phenomena — the real or symbolic properties
of the sea and the parameters of organ sound — are compared from four points
of view. The parameters selected for comparison are: 1) specific parameters of
time, 2) specific parameters of space, 3) the broadness of dynamic scale, and
4) the multitude of diverse colours (richness of timbres). The keywords of each
comparable parameter are included in the table and commented upon in the fol-
lowing text.

Table 1

Parameter of time: infinity, eternity

The element of water: Specifics of organ sound:
e origin; ¢ infinite breath;

e prerequisite for life; *  unalterable sound;

e symbol of eternity. * non-fading sound.

One of the semantic symbols attributed to the element of water is related to
infinity, eternity (see Table 1). Water is the beginning of everything — this concept
is recognized in many national myths on the creation of world and life, as well
as in the Bible. In the Old Testament, Book of Moses, we read: “And God said,
‘Let the waters under the sky be gathered together into one place, and let the
dry land appear. And it was so. God called the dry land Earth, and the waters
that were gathered together he called Seas” (Bible, Genesis 1, 9-10). In Latvian
creation myths, various versions of world-forming are attributed to God and
Devil, but a wide expanse of water is always mentioned as one of the prime ele-
ments of creation. In the Kashub dialect of Polish language that keeps the legacy
of many Prussian beliefs, a legend tells that in the beginning there was only the
sky and the sea, and God built land from the washed-out sand (Laumane 2013,
139). This immediately reminds of a Latvian folk song with a strong undertone
of genesis — “Black snake grinds flour / On a stone amidst sea”.

Water is life and eternity, says a Latvian folk song: “I will live long, but not as
long / As the Sun lives / Or as water and stone lives / They live as long as the
Sun.” Water is alive — its molecules react to everything, reflect everything and
retain all acquired information, or so the contemporary scientists believe. The
largest expanse of water in Latvia is the Baltic Sea — it has become a symbol for
the objective, the infinite, and, essentially, for the transcendental nature of time.

In the organ sound, the objective infinity is represented by the sound of its
pipes. The tone of all other instruments, including the human voice, transforms
and fades: the amount of human breath is finite, as are the length of a string
instrument bow and the vibration of a piano string. Moreover, on most instru-
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ments the timbre and intensity of a long note can be altered and the tone can be
emotionally, subjectively influenced. The organ sound is a different matter. The
air is supplied to wind-chests — the “lungs and heart” of the organ’s mechanical
system — by a swell box operator or an electric motor, therefore the sound of or-
gan pipes is smooth, non-fading, objective. Indeed, the sound can be altered to a
certain extent by the use of the so called swell shades, enclosing select registers
into a “chest” of adjustable shades. However, the shades are only an accessory —
an attempt of the organ masters to “improve” the natural, smooth sound.

It should also be emphasized that this organ sound parameter does not depend
on the instrument’s size — the infinite breath and eternal sound are characteristic
to the pipes of both large and small instruments. It is therefore truly invariant,
absolute, in principle infinite and symbolically — transcendent. Naturally, until
the player releases the key or the electric motor burns out...

Due to the aforementioned qualities, the organ is so convincing in sacral rep-
ertoire that it transcends the times of man and the ephemeral material world. But
sacral feelings of equal profundity can be aroused by watching a river flowing by,
listening to the sound of waves and the buzz of seaside sand.

Table 2
Space: the vastness of dimensions
Parameters of the sea: Diapason of organ sound:
* the vertical — depth / profundity; * range of medium-sized organ gene-
*  the horizontal — vast expanse; rally covers 6 % octaves (C, — )
* the diagonal — illusory convergence of |+  range of great organ covers 8 %2
the earth and the sky. octaves (C,—f”).

The second parameter, semantically linking the sea image and the organ
sound, is the vastness of dimensions (see Table 2). Naturally, the vastness of
oceans is more impressive, but even the size of the Riga Bay and the Baltic Sea
overwhelm the spatial awareness of humans. In Latvian folk songs the quantity
of water is commonly described with the word deep; the words large or wide are
used less often (Laumane 2013, 141). The aforementioned Kashubs imagine the
sea as long, wide, high (ibid.).

In romantic poetry, however, poeticisms like depths of the sea, abyss of the
sea, distant voices of the sea, etc. are often used to indicate or define something
special — man’s spiritual efforts, richness of personality, unique spiritual beauty,
anxiety and restlessness. Similar symbolic meaning is attributed to the hori-
zon — the line where the sea converges with the sky, transcending therefore the
traditional, rational sense of space. An illusory sense of infinity emerges — we
know that the world continues beyond the horizon, but we are unable to see it.
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This very question — what is beyond the horizon? (or in a broader sense — what is
beyond the limits of the usual, common world?) — gnaws at the hero of the story
Dullais Dauka by Sudraba Edzus, set to opera by Andris Dzenttis.

The spatial parameters (height, width, depth) are matched in the organ sound
by the diapason of the instrument. The overall span of registers is remarkable
even in mid-sized instruments. For example, the ordinary range of a church or-
gan (pedal C-d’; manual C-f°), the pedal of which operates the 16-foot register
and the manual — the 4-foot register, exceeds six octaves. However, the large
four-manual organs are usually equipped with a 32-foot register, while the size
of higher manual registers is 2- or even 1-foot. The total diapason of the Riga
Dome Cathedral organ, for example, spans 8 %2 octaves.

Some contemporary organs even feature 64-foot bass registers and enhanced
top registers, therefore achieving diapasons of up to ten octaves. The lower tones
of the pedal keyboard create infrasound in the most direct sense — the emit-
ted sound goes below the level of human pitch perception. Similarly, the top
registers border on ultrasound. Both of these extremes mostly affect people not
on the acoustic, but on the physiological level, and are being associated with a
general sense of sound, not the actual aural experience of it.

And again it must be said, that similar associations in humans can be stimu-
lated by the infinite, blue summer sky, starry autumn night, as well as open
water. The counterpoint of absolute dimensions — the simultaneous sound of
the booming pedal bass and the almost imperceptible sparkling of high-pitched
“stars” is always effective in organ music.

Table 3
Dynamic levels
Wind speed: Ideals of organ sound dynamics:
»  gentle breeze (magnitude 3): ~3-5 m/s; e gravity — sufficient quantity of
Large wavelets. Crests begin to break; scat- low pitch sound stops;
tered whitecaps; e strong but bright futti;
o fresh breeze (5): ~8—10 m/s; Moderate +  different couplers, enabling
waves of some length. Many whitecaps. several levels of dynamics;
Small amounts of spray; e crescendo pedal;

*  strong breeze (6): ~10—-13 m/s; Long waves |*  swell pedal.
begin to form. White foam crests are very
frequent. Some airborne spray is present;

o gale (8): ~17-20 m/s; Moderately high
waves with breaking crests forming spin-
drift. Well-marked streaks of foam are
blown along wind direction. Considerable

airborne spray.
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The dynamics of sound volume (see Table 3) are amongst the easily perceptible
indicators of various processes. The “voice of the sea” evoked by the wind, can
also be diverse in terms of volume. Combined with other powers of nature, the
wind creates waves and “wave music”— from quiet, tender splashes to storm gales
and beachcombers. The speed of wind is measured by the Beaufort scale (meters
per second), and classified in meteorology (some classes are indicated in Table
3 — gentle breeze, fresh breeze, strong breeze, gale). In the context of this article it
is worth noting that the description of each class contains the description of sea
conditions.

The “sound mass” of pipe organ is similar to the mass of water bodies. For
small and medium organs it is, naturally, more modest. However, for large in-
struments with sufficient gravity (sufficient number of low registers) and various
couplers of octaves and manuals, the overall volume of sound is always impres-
sive. The strong tutti sound is amongst the criteria for the suitability of a par-
ticular instrument to a particular space — the full sound of an organ must fill the
room from wall to wall, from floor to roof. Interestingly, the volume of sound
in decibels is not the only criterion (a jet engine will always outroar even the
loudest organ futti) — skilful use of space and acoustics is more important. This
peculiarity is also emphasized in the introductory article of the Latvian Organ
Catalogue: “Pipe organs differ from other musical instruments mostly with their
size and uniqueness; the latter due to the fact that each instrument is built for a
specific location, taking into account its acoustic qualities” (www.music.lv). The
effect of musical dynamics is enhanced by the typical acoustics of many church-
es — the sound waves emitted by pipes hit columns, are reflected and refracted,
travelling to other columns, etc. This process creates and amplifies sound waves.
And when such waves, created by chords or passages, follow each other relent-
lessly, the association with powerful waves of the sea becomes remarkably vivid.

For this reason, when author’s or protagonist’s feelings are described in Lat-
vian poetry or prose, the sound of organ tutti is often compared to the sea’s
stormy waves or a thunderstorm at sea. In this sense the world has remained the
same since the student and sister’s son of Bach, Johann Christoph Altnicol, was
overcome by hearing the sound of great organ 300 years ago: “When nearly fifty
registers were coupled with strong pedal voices and the magnificent sound of the
organ almost overwhelmed my ears, creating the sense of fear and making my
body shiver together with the church space, I could almost imagine hearing the
deep, loud rumble of thunder” (Schifer [1972], 6).
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Table 4

Colour: diversity and multitude of nuances

When influenced by the Sun, light and air, | Multiple colours of organ pipes

inexhaustible are: and stops:

* the diversity of the colours of the sea; » labial pipes: principals, flutes,
e the fluidity of the colour change; strings;

* the interaction of colour and motion. » lingual pipes: counterpart of

wind instruments, regal voices;
* aliquot stops etc.

And, last but not least, I would like to address the property of the image of sea
that most captivates the masters of visual art — painters and art photographers —
namely: the colours of seascapes, the diversity and multitude of colour nuances
(see Table 4). This diversity of colours is generated by sunlight and air, depth
of water, reflections of coastlines and other factors. In various combinations and
unpredictable variations they create inimitable nuances of colour. From golden
or silver shimmer to lead-heavy grey and dark tones, including a great diversity
of blue-green and brown colours.

The similarities with the organ sound are unequivocal — even medium sized
organs, not to mention great ones (70-80 registers and more), are inexhaustible
depositories of timbre. An interesting idea in this respect was suggested by the
organ building master Wolfgang Adelung, addressing the organ music of the
Baroque era: “Undoubtedly, organ music based on the “purely musical forms” is
valuable, but it is not easily perceived by the admirers of music due to its super-
personal nature, therefore, to achieve lively, clear and natural sound, the organ
builders have always varied the forms of pipes, finding different shapes and in-
tonations” (Adelung 1972, 18).

The richness of timbre was addressed most seriously by the masters of ro-
mantic organ building during the final third of the 19" century and in the be-
ginning of the 20™ century. They introduced diverse, soft and beautiful solo
voices, peculiar tremolo registers, as well as various additional mechanisms. The
romantic organ building did also introduce a special organ register dedicated to
the sea — Unda maris or sea waves. The flute-type metallic pipes of this register
are tuned one frequency higher than the pipes of another, soft sounding regis-
ter; when both registers are activated simultaneously, a distinctive, fluctuating
and wavelike tremolo sound is created. (Locher 1887, 64). During the above
mentioned period, the tremolo voices were considered a valuable addition to
romantic organ music performances.
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It should also be mentioned that in terms of historical monuments to roman-
tic organ building, Latvia is currently even richer than some Western European
countries, where many instruments of late 19" century have been rebuilt or re-
placed by more modern ones. The Latvian Organ Catalogue in this respect says
the following: “We can safely call Riga not only the metropolis of Art Nouveau,
but also the capital of romantic organs” (www.music.lv). However, exploring and
applying the colours offered by the organ builder is amongst the main indica-
tors of organist’s skills, especially in romantic and contemporary organ music.
Even experienced organists acknowledge that one lifetime is not sufficient to
truly master all combinations of large organ timbres. There is great truth in this

statement.
Table 5
Types of musical textures
Monophony: Polyphony: Homophony:
*  historical memory — *  historical memory — e vertical chords in
ancient monody; polyphonic genres; choral textures;
*  cantilena; *  polyphonic action of the |[*  monumental chordal
*  melodic line possible in instrument; columns;
any voice. *  polyphony of timbres. |  chordal toccatas.

The preceding considerations attempt to illustrate the vast and, in several as-
pects, multifaceted means of expression, inherent to and “programmed” into the
pipe organ. It must be admitted that contemporary composers often manipulate
with instruments in various ways, changing their types and timbres for perfor-
mances, by using, for example, the so called prepared piano, utilizing all instru-
ments as percussive in nature, commanding flutists to sing into their instru-
ments, playing marimbas with cello bows, etc. However, that does not suspend
the conventional wisdom that in order to compose for an instrument one needs
to first and foremost understand and use the instrument’s inherent resources, ac-
cumulated and discovered through many centuries.

From this point of view the potential of pipe organ for the application of
various musical texture types is vast. In general, three types of textures should
be noted: single-voiced or monophonic expressions of musical ideas and the two
main types of multi-lined textures — polyphony and homophony (see Table 5).
All of these types are rooted in the historic tradition of organ music and each of
these can also be used in contemporary music.

Thus, for example, the monophonic line of expression is rooted in modal
monody of medieval and renaissance eras; cantus firmus of chorales had to be
outlined and embellished in countless Lutheran chorale preludes; the wide, ro-
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mantic organ music lines had to be expressively performed in the 19" century.
Moreover, in organ music a melody with independent timbre can be effortlessly
rendered by in any voice — also in pedal or medium registers. The polyphonic
texture is “genetically inherent” to the pipe organ and a skilful organist can
comfortably create at least three simultaneous melodic lines (two in manuals
and the third one in pedals). From homophonic textures, the organ “favours”
are the chords. In their simple, choral manifestation they remind the ideally
smooth sound of collective human voices, in organ fantasies they dazzle with
magnificent, majestic columns, and in quick toccatas they blind with joyous,
kaleidoscopic cascades.

The element of texture has always been amongst the most effective ele-
ments of dynamic and dramatic development in organ music, and the oeuvre of
Romualds Jermaks is no exception, including his compositions devoted to the
image of sea. Through excellent command of polyphonic writing style as well as
rich, chordal verticals, the composer has managed to vividly express his convic-
tion that the two concepts of the sea and the organ are closely related.

Conclusions

Summarizing the article, several conclusions can be drawn on the ways in
which the composer’s personality, the various semantic aspects of the image of
sea and the means of musical expression offered by the pipe organ, correlate in
the music of Romualds Jermaks.

Throughout the many years he composed for organ, performed on organ and
as an organ builder was knowledgeable in the inner workings of the instrument,
the composer developed an independent technical approach to organ music writ-
ing and refined his own, characteristic style of composition. Its signature ele-
ments are the polyphonic way of thinking, the independence of melodic lines,
the use of virtuosic and ornamentally embellished lines and the saturation of
harmony with additional notes.

In his works dedicated to the image of sea, in accordance with the characteris-
tics of composer’s personality and his creative intentions, Romualds Jermaks pre-
fers two semantic expressions of the image of sea to others: the sea as a strong,
intense personification of human emotions and the sea as an intricately
nuanced object of artistic reproduction.

The first expression is characteristic to the climactic sections of his large-scale
organ works, as well as to the compositions with programmatic intent, glorifying
the spiritual powers and charging dramatically tense or ecstatically passionate
episodes. From the perspective of organ sound quality, the volume and mass of
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sound, the dynamic power and saturation of acoustic space are of the greatest
importance here. The second expression is characteristic to his programmatic
miniatures, as well as to the organ accompaniments of songs and instrumental
works, made especially appealing by the composer’s favourite texture embellish-
ments and interactions of picturesque timbres. Unique beauty and expression
manifests in the Latvian folk song arrangements on the sea theme. These pieces
express objective and distanced observations, poetic and refined imagery, as well
as a very personal sense of belonging — the sense of being Latvian.
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WNnma I'paysgpras

OBPA3 MOPA B OPTAHHOWM MVY3bIKE
POMYAIJIBJIA EPMAKA

Pesmome

BeTpewaromuecs B IaTHIIICKOM UCKYCCTBE MPOU3BEAEHUS MOPCKOU TEMATUKH
pasHOOBpa3HBI [0 COJIEPIKAHMIO U OOPAa3HOCTH, IIOCKOIBKY yKe cam 0bpas Mops
boraT B cemanTnyeckKoM oTHOIeHnN. OOpa3 MOps UIpaa BAXXKHYIO POJIb B UCTO-
pu¥ HapoJa, CUMBOIM3UPYS KaK «IPAHUILY», TAK U «OTKPBITOCTH JIPYIUM MUPAM».
Mope BKIIOYEHO B CHUCTEMY JIATBINICKUX II€HHOCTEM — B HAPOITHOM IIeCHE OHO
IIOYNTAETCS KaK Jalollee >KU3Hb, B MATPUOTUUECKNX ITECHSIX HA3BIBAETCS CHUM-
BOJIOM CBODO/IbI, OCBOOOK/IEHUS, B POMAHTHYECKOM IOI3UH OIUIIETBOPSIET IIPU-
3bIB K CBODO/Ie JKeTaHUM, B PeaTUCTUIECKON TUTePAType OIMUCHIBAETCS KaK 4acTh
CypOBOH XU3HU TOMOPOB. W, KoOHeUHO, BCeryia BO BCeM CBOEH IIOIHOTE KapTUHA

MOPp# TaK 7K€ BOJIHOBa/Ia XyJOXHHNKOB KaK 0OBEKT 5CTEeTUYECKOTO BIOXHOBCHUI.
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Pomyansx Epmax (1931) npunamexut k cTapIneMy ITOKOIEHUIO TATHIICKUX
KOMIIO3UTOPOB, HO IIPOJO/DKAET AKTUBHYIO TBOPUYECKYIO JIE€ATEIBHOCTH, Pery-
JISIPHO IIpeJICTABIIsAsE CIyIIATEIsIM HOBbIE IPOM3BE/IeHUS. B ero TBOpuecTBe TeMe
MOPSI IIOCBSINEHO IPUMEPHO COPOK OIYCOB, B TOM YHC/IE IISTUYACTHBIN ITMKII
Mope noém (Jura dzied) nns cmermansoro xopa a cappella (1976), mectuaecTHbIi
kit Mopckue cepenadv (Juras serenades) nist anpra-cakcodora u opraxa (2010),
I[€JIBIH PsIJ COMBHBIX U XOPOBBIX IIECEH IS PA3IMUHBIX COCTABOB, MHCTPYMEH-
TanpHble npousBegeHuA. OpHAKO Hamboslee BIEUAT/IAIONIUMU B BOIIOICHUN
MOPCKOM TEMATUKY SIBISIFOTCS Te IPOU3BEIeHUsI, KOTOpble EpMak coumnmm s
oprana (Hanmpumep, [Taccakanus Betl, semepox (Put, vejini) (1979), Perpetuum
mobile (1991), He6o u mope (Debess un jura) (2007), muorounciennsie obpabor-
KU JIATHINICKAX HAPOJIHBIX IIECEH, CBS3AHHBIX C 9TOU TeMaTukou (1979-1985)).

Opun u3 $axTOpOB, KOTOPDIM 0b6ECIIEUNBAET, IO MHEHUIO aBTOpPa CTaThH, Xy-
JTO’KECTBEHHOE BO3/ICHCTBHAE STUX KOMIIO3UI[UH, — 9TO PA3HOCTOPOHHSS CBS3b
Epmaka ¢ opraHoM: KOMITO3UTOp SIBIISIETCS 9KCIIEPTOM B OPTAHOCTPOUTEIBCTBE,
CaM UTpaeT Ha OpraHe, MPUIEM CIIMCOK €ro IPOU3BEIeHUN coepXuT okono 300
OIIyCOB /Il OpraHa WX C YIaCTHEM OpraHa. BTOPBIM 10 BaXHOCTH (PAKTOPOM
CTaHOBUTCS €CTECTBEHHOE BK/IIOUEHIE MOPCKOW TEMATHUKY B KPYT TeM, Hanboee
GIM3KUX IS €r0 TBOPUECKOW JIMUYHOCTHU: €TO BCErjia BOTHOBAIM MaciuTabHbe
TeMBI, CBsI3aHHbIEe C OesrpanmuHbiMu npocrtopamu — Kocmoc, Beenennas, nsu-
JKeHHUe IaHeT u 38837, Tperunt pakTop, KOTOPHIN B [AHHOHN CTAThEe BBIABUHYT B
Ka4eCTBe OCHOBHOM HUCCIIEIOBATENIBCKON 3a1aTl, MOXKHO OIPEIEIUTh TaK: MEXK/IY
00pasoM MOps U 3ByYaHHEM OpraHa CYIEeCTBYET 30Ha CEMAHTUIECKOTO HAIOXKe-
HUsI, KOTOpasi OOBeIMHSIET TU /BAa HECBSI3AHHBIX B OOBIYHON XU3HU PpeHOMeHA
U CTAHOBUTCSH YCIOBHEM YOEIUTEIPHOIO PacKpbITHA obpasa MOps B OpraHHON
MY3BIKe.

N3 ueThIpéx BHIOPAHHBIX JIsS CPABHEHUSI [IAPAMETPOB IIEPBBIN CBS3AH C Wy6-
cmeom beckoneuHno020, 6euH020 6pemenu. Boja — 5TO OJUH U3 MUPOBBIX IIep-
BO9JIEMEHTOB, IIPE/IIIOCHIIKA U HAadalo /I000M ku3HU. Mope Kak BEYHO CyIre-
CTBYIOIIAsl BOJHASI CTUXUs BK/IOUaeT B cebst 9T cBo¥icTBa. B CBOMO oueperp B
OpPTaHHOM 3ByUaHUU OECKOHEUHOCTH WM «IIAIIEMYCS HACTOSIIEMY BPEMEHN»
COOTBETCTBYET 3BYK OPTaHHBIX TPYO — He3aTyXaroIuid, pOBHbIM, OOBEKTUBHBIMN,
HaymyHbii. OH JUCTAaHIIMPOBAH OT «IIPUSATHBIX M TEIIBIX YETOBEUECKUX IMO-
[, T.K. MOMEHTAIbHOE JKeJIAHNE UCIIOIHUTEIS He MOXKET BO3/I€UCTBOBATh HA
3BydJaHue TPyO — B3SITHIM TOH 3BYUUT «CaM IO ceber, [0 TeX MOp, MOKA OTITYIIeH-
Hasl KJIABUIIA HE [IPEKPATUT I10/1aUy BO3/[yXa B COOTBETCTBYIOIIYIO TPYOy.

B kagecTBe BTOpOro mmapamMerpa BbIJe/I€HA WIUPOMA NPOCHIPAHCITIEEHH020
acnekma MOpsi, KOTOPasi BBIXOUT 32 IPeJeIbl OOBIYHOTO YeTOBEUECKOT0 IIpe/i-

craBineHus. B pOMaHTquCKOﬁ IIO93MM TAKHE ITOOTU3MBI KaK MOpCKUe 2]1)/6qu1,
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mopckast 0ajtb, 306 20pU30HMA BCET/IA UCIIONb30BAIUCH I 0003HAUCHHA IETO-TO
0COOEHHOTO, CBSA3AHHOTO C JYXOBHBIMU YCTPEM/ICHUSAMH Y€IOBEKA, C BEITMIUEM
JIMYHOCTH, C TPEBOI'aMHM ITO3HAHMS MHUPA. AHAIOIOM IIPOCTPAHCTBEHHOTO Iapa-
MeTpa MOpS B OPraHHOM 3BYYaHUU CTAHOBHUTCS IMAIAa30H MHCTPYMEHTA, KOTO-
PBIH B OOIBIIIOM OpraHe MOXET JOCTUTAaTh 00BEMA TECATH OKTAB U IIPOCTUPATHC I
IO rpaHur] uHPppa- U yIbTPa3ByKa.

Tperuti mapameTp — crmenenv gpomkocmu uxl JUHAMUKA — aKyCTUIECKI
BOCIIPHHUMAEMBIN (akTop LIpu cpaBHeHnn oboux ¢peHomenos. lllkana puHamu-
YeCKUX Ipaflaliiii OPTAHHOTO 3BYYAHMUS OYEHb Be/IHKA — OT HEXKHEHIIero IHaHO
IO BeIMYECTBEHHOTO futti 3ByKOBOM Macchl. OOBIYHO 9TO JOIOTHUTENBHO YCU-
JMBAIOT TUIIMYHBIE I COOOPHOM apXUTEKTYPHl KOIOHHBI, KOTOpPble pasbuBaroT
1 OTP@KAIOT HECYIIMECS C OPTaHHOTO OAanKOHA 3BYKOBBIe BOMHBL. «I'0/0oc Mops» B
CBOIO OYepe/ib CO3/IaéT BeTep — OH POKIAeT «<MY3BIKY BOIH». [IpnuéM BaxKHO, 4TO
B METEOPOJIOTUU B OOIIEIIPUHATbIE CTAHJAPTHBIE OIIMCAHUS CUIIBI BETPa BKIIIOUE-
Ha TaK)Ke XapaKTePUCTHKA aKyCTUIeCKOTo BhIpakenus. Hampumep, B rpamarun
YMEPEeHHO CUTbHbLI 6emep «Ha Gepery CIIBIIIEeH LIeecT Ipubosiy, IPU CUTLHOM 6e-
mpe — «1ryM Ipubosi IepexouT B I'y/l», a IPU IITOPMOBOU LIOTO/IE «I'yil Ipubost
CIIBIIIEH JIATIeKO OT beperan.

ITepBOOCHOBOU UeTBEPTOTO IIApameTpa SABIAETCS BHU3YalIbHOE BOCIPUATHE —
Heucuepnaemoe MHozoobpasue Kpacok KapTHUH MOPs, KOTOPbIE POXKJIAFOTCS
O7aromaps HEIPOTHO3UPYEeMBIM KOMOMHAIIMSIM CBeTa U BO3IyXa, COMHIIA U 06-
nmaxoB. TeMbpoBoe MHOTOOOpa3re OPraHHOTO 3BYYAHUS 3aBUCUT OT OPTAaHOCTPO-
urens. Pacmupennem TeMbpoBOM MaTHTPBI OCOOEHHO OBIIM YBI€UEHB MacTepa
T.H. POMAaHTUIECKOTO OPTAaHOCTPOEHUs, KOTOPble BBEIN Pa3INIHBIE IPUCIOCO-
OreHuA, HOBBIE COJIBHbBIE IOIOCA, TAKXKE TPEMOJIO PErucTphl ¢ «d9PpPekTOM BH-
Oparo». B 5Ty rpymnmy HOBOBBemeHUIM BKIIOUYAeTCs Takke u peructp Unda maris
(MOpcKue BOMHBI).

OjHUM 13 IIOKa3aTeled MacTepPCTBA KOMIIO3UTOPA SABIAETCS UI€AIbHOE Bila-
JIeHV€e BBIPA3UTEIBHBIMY BO3MOXKHOCTIMU BbIOpaHHOTO mHCTpyMeHTa. OcobeH-
HO TOI[a, KOTJa aBTOp COUYMHSIET /L TAaKOTO CIIO’KHOTO, XPaHIero B cebe Be-
KOBBIE MCTOPHUUECKUE TPAAUINN MHCTPYMEHTA KaK OpraH. B opraHHOM My3bIke
Pomyansia Epmaka ocoOyro ponb urpaer ymenoe ucnosib306anue pasiudHblx
61006 opzanHOli paxmypbl — I CO3JaHUA KaK OTAEIbHBIX 0DOpa3oB, Tak u
o0Ime IpaMaTypruu Ipou3BeJeHU.

B 1memoM MOXHO cfenmaTh BBIBOJ, 4TO Isi Pomyansia Epmaka namboiee
ONMUM3KUMH ABIAIOTCHA [BA CEMAHTUUYECKUX IIPOSABIEHUS 0bpaza MOpH: BO-II€p-
BBIX, MOp€ KaK IIepCOHUUKAIUSA CUIBHOIO, HHTEHCUBHOTO UYBCTBA YEIOBEKA,
BO-BTOPBIX, MOpPe KaK OOBEKT KPACOYHOH B OTTEHKAX >KUBOIKCHON KapTHHEL

HepBasI IIO3ULUA BBIPpAKAET IIOATBEPXKACHNE CHUIIBI NyXa YE€/IOBEKa, HAIIO/THIIO-
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Imee JpaMaTHYeCKy HAlPsDKEHHbIE WIM 9KCTATHUECKU BOCTOPIKEHHBIE SIIU30/IbI
npousBeeHui. B CBOIO Ouepep Bropas IIO3UIUS BHIpAKAET [Ja’ke Kak Obl 1mo-
YTUTEIBHOE BOCXUINIEHNE KPaCOTON U pasHoobpasuem mopsi. Oba motusa B op-
raHHBIX NpousBeeHusx P. EpMaka, MOCBAIMIEHHBIX MOPCKON TeMaTUKe, CIIMBa-
IOTCS C UCIIO/Ib30BaHUEM JIaTHIICKUX Haponubx neceH (Ilaccakamus Put, veéjini,
obpaborku HapoHbIx 1eceH Ar laivinu ielaidosi, Baltaitina juru pelda, Ai, zalai
lidacina n nip.). B HUX ecTh U cliepKaHHOE HAOIIOIEHNE, U IODTUIECKM TOHKAS
KapTUHHOCTD, & TAK)Ke TPYAHO OILpeeseMoe CIOBAMU YYBCTBO IIPUHATIEIKHO-
CTH K JIATHINICKOMY HapoOy.
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