Daiva Racitnaité-Vyciniené

The Archetypical Structure of Lithuanian Folklore Rhythms:
from Sutartinés to Feasting Songs

Lithuanian polyphonic songs called sutartinés are based on short rhythm motives that are combined
to form various rhythmic structures (RS):
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One of the most common rhythm motives in sutartinés is the anapaestic pattern DD J. 1t is the most
perceptible because it transmits assorted three syllable refrains, such as tatato, ratilio, sadauto, and many
others. The importance of this rhythmic formula in Lithuanian folklore is also verified by the refrains kaléda
and leliumai, which are from the Advent and Christmas cycle of songs.

In sutartinés:

ta-ta-to,
ra-ti-lio,
li-na-go,
dau-tu-vo,
ta-du-vo,
ti-ti-ty,
ei-di-jo,
ju-dab-ro,
ra-tu-to,
me-tau-jo,
ri-tin-go
sa-dau-1o, etc.

In the Advent and Christmas cycle of songs:

ka-le-da,
le-liu-mai.

It has been noted that eight bar (period) form sutartmes often contain RS, in which the rhythm
pattern 2. is doubled or extended by eighth notes 90, and then “solidified” by repeating the same
pattern. Hence, the entire RS becomes J\FJ | D) | J\J’J’J’ | D) (syllabic organization: 3 + 3 + 4 + 3).
This is the subject of this paper.

In sutartines, this RS may be entirely made up of refrain vocables, such as:

Siti-di-ja siii-di-jo, siti-di-ju-la ta-ta-to;

Ta-du-vo ta-du-vo, ta-du-va-la ta-du-vo;

Ra-tu-lo ra-tu-lo, ra-tu-la-Ii ra-tu-lo;

Dau-tu-vo dau-tu-vo, dau-tu-vé-la dau-tu-vo, and so on.

In this case the third (four syllable) measure is altered, i.e. the original form of the vocable is extended.
Compare siiidija — siidijula; taduvo — taduvala, ratulo — ratulali, etc.

In other cases, a four-syllable measure becomes a repeat of a previous segment of text:

Lioj dagiléli, / Lioj, kas kalnuose, / Da-gi-lél, da-gi-lio, / Kas kal-nuo-se, ra-ti-lio
Sometimes the vocables are only related to the rhythm formulas of the first two measures, and the
remaining measures develop the notional text:

Ti-ti-ty ta-ta-to, kas ti gra-Ziai triii-bi-jo?
Tri-ju-la ta-ta-to, kur la-pe-la gu-lé-jo?
Oi ly-ligj ta-ta-taj, lai-de té-vas sii-ne-1j.
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Example 1. The Sutartiné “Titity tatato™!

LTi-ti-ty ta-ta-toj, kastigra-2é trii-bijo? Ty - ti-ti ta - tatoj, kastigra2é triii - bijo?
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Ti-ti-ty ta-tatoj, kasti gra-2¢ trill-bi-jo?
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LTi-ti-ty, ta-tatoj, bro-lé gra-#é  tridi-bi-jo.
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Ty - titi ta - tatoj, kastigm#: trii - bijo?

Ti-ti-ty ta-ta-loj, kasti gra-2¢ trill-bi-jo? Ty - ti-ti ta - tatoj, kasti gra-#é tril - bijo?

We can postulate that RS, which are totally made up of vocable refrains are important because they
exhibit a finite, stable pattern (and possibly archaic origin). For example:

Siti-di-ja siti-di-jo, siii-di-ju-la ta-ta-to.

We will examine this assumption later.
This RS is known throughout Lithuania via the first part of the popular circle dance “Bitute pilkoji”:

Bi-tu-te pil-ko-ji, i§ kur me-dy ne-Sio-ji?

It can also be expressed with an alternate text:

Reik mo-két ir Zi-not, kaip mer-ge-le pri-vi-liot,
Dra ta tai, dra ta tai, g-zuo-li-niai pa-ma-tat,

Tu Kazy, juod-bru-vy, ko ne’at-jo-jai ru-denj?

Vis ge-rai, vis ge-rai, vie-nas daik-tas ne-ge-rai etc.

Obviously, when the “Bituté” melody is performed on various instruments (or instrumental ensembles of
various configurations), the main RS is altered somewhat. These are possible variants of the main rhythmic

formulas:
measure I and I (J’M): measure [T (J\J’J\ﬁ) final cadence (J’M):
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Aukstaitijos dainos, sutartinés ir instrumentiné muzika. 1935-1941 mety fonografo jrasai. Sudar¢ ir parengé Austé

Nakiené ir Riita Zarskiené. Vilnius: Lietuviy literatiiros ir tautosakos institutas, 2004. Nr. 25.
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In transcriptions, we see that the RS acquires textural characteristics related to each specific instrument
(see some examples of notation: fiddle, dulcimer, mandolin, jaw’s harp, and others):

Example 2. “Bituté”. The interpretation of the fiddle?
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Example 3. “Bituté”. The interpretation of the dulcimer?
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2 Sermuksnis K. “Suktinis”. Vieno $okio studija. Bakalauro darbo priedas. V., 1997. Rankras¢io teisémis. Nr. 3.
3 Ibid., Nr. 7.
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Example 4. “Bituté”. The interpretation of the mandolin*
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Example 5. “Bituté”. The interpretation of the jaw’s harp?
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Incidentally, the “Bituté” dance melody is widespread not only in Lithuania, but in other European
countries as well (compare the same dance melody found in the Czech Republic sung to the words Na pivo,
na pivo..., encouraging guests to feast).

The same RS is found in many other popular Lithuanian dances that share melodies with other European
countries. It is common in polkas or polka-like sections of various dances.

These include dances:

“LakiSius”, “LatiSa” (Part II — “Polka™)

“Diedas pjové rugelius” (Part II: Su-ri-sk man, pa-duok man, j a-ruo-dus su-pilk man)
“Kur reiks senus diedus dét” (Part I1: ] Ry-gq, j Ry-gq, j ta-bo-kos fab-ri-kq)
“Klumpakojis”, “Grasukas”, “Grasytinis” and others. (Part II — scolding)

Polka “Dribsiukas” (Part II)

“Mikita” (Part II: Mikita Mikita, nuo ta Sona ant kita, Mikita Mikita, Mikiciené, Mikita etc..)
“Socas”, “Sucas” (Part I)

“Gristas” (Part II - “Polka™)

“Dujalis” (Part IT)

“Labryt labryt, panyte” (Part II)

“Vagis”, “Marcelé pana” (Part III — “Zilvitis”, as in square dancing: “Grand right and left”)

Circle games:

“Kas darzi, kas darzi” (Part I: Kas darzi, kas darzi, riiteliy darzely)
“Grazus pilkas karveléls” (Part II: Mazai miis, mazai miis, eik, sesute, tu prie miis)

“ Ibid., Nr. 1.
> Aukstaitijos dainos, sutartinés ir instrumentiné muzika..., Nr. 59(19).
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Consequently, this RS can be considered an inherent rhythmic and inflectional structure in European
dance music.

This structure is found in a good deal of Lithuanian vocal folklore besides sutartinés. For example, it
can be heard in archaic songs that have a cumulative structure. In the children’s song “AS turéjau gaidzj”
(LLD Vk 783)° the RS is in the repeatedly sung text: Vi-si nor(i) da-zi-not, kaip ta pa-ci va-dzi-nas:

...AS turéjau arklj,

Dabar noriu pacios,

: Visi nor(i) dazinot,

Kaip ta paci vadzinas. :
Mano paci Jadvyga,

O dukrelé Alena,

Mano arklys kumelnykas,
O a$ patsai merginykas,
Mano jaucio kieci ragai,
Mano karvés baltas pienas,
Mano avies Silta vilna,
Mano kiaulé kriuku riuku,
Mano Zysis girgaros,
Mano ancis lepetos,

Mano vista Siurpé Siurpe,
O gaidelis anksti ryta gieda...

in the religious song “Zykel’ zikialéli” (LS 741)": Pa-sa-kyk, 2y-ke-li, kas tai yra sep-ty-ni:
— Zykel’ zikialéli,
Visy ziaky mokytojo,
Svinta rasta pildytojo,
Pasakyk, zykeli,
Kas tai yra septyni.
— Septyni sakramiante,
Sesios rozes, lelijos,
Pénkios ronos Jézusa,
Ketor’ vangilyste,
Trys patrijarke,
Du Dieva svietke,
Viens pons Jezs Krists,
Kuris donguj karaliauj
Ont amziy...
and others.

It is also part of the melodic-rhythmic structure of later songs, as in the wedding song “Dar gaideliai
negiedojo” (part II of the melody): Kel-ki-ties, sii-ne-lia, stuov Zir-ga pa-bal-nuo-ti. This archetypal RS
structure often “sticks out” in some improvisational feasting songs, like “Ir atne$é motinyté alaus uzbonélj”:
Pa-si-gerc’i ry-toj, kad bac-ke-la ga-lé-ty.

The RS is heard in the feasting song “ISgériau vieng kaip saldy pieng” known throughout Lithuania
(Su-si-milk, dar j-pilk, dar ger-siu ir ant-rq — with the exception of the last word, which contains three
syllables, rather than two), “Pasigériau kaip gaidys” (Nei pa-¢ios, ne mar-cios, kas gi ma-ne pa-bu-Ciuos?)
and others.

After initial research, it was apparent, that this RS is present in the folklore of many nations, eras and
genres. So far it has been identified in Russian, Belarusian, Mordovian, Volga Marian, Estonian, Latvian,
Christian Tartar, Kirghizian, Kazakh, Georgian traditional (vocal and instrumental) music.

Apparently, this RS is typical in:

+ children’s songs, lullabies, games, for example:

6 LLD Vk - Lietuviy liaudies dainynas: T. I: Vaiky dainos. Parengé P. Jokimaitiené, melodijas parengé Z. Puteikiené.
Redakciné komisija: A. Jonynas, K. Aleksynas, D. Kuzinieng, L. Sauka. Vilnius: Lietuviy literattiros ir tautosakos insti-
tutas, 1980.

2001. P. 617-741.
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Example 6. ‘Uciacia ulialia’, Lithuanian children’s song (LLD Vk 461)
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Example 7. ‘Katins rans, katins rans’, Lithuanian children’s song (LLD Vk 357)
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Example 8. ‘Kius kius kius j Stakius’, Lithuanian children’s song (LLD Vk 277)

¥ T T
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Example 9. ‘Di dé opapca’, Lithuanian children’s song (LLD Vk 225)
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Di de 0- pa - pa, mar. iy dé-de  su Sna-pa.

Example 10. ‘Katuciy katuciy’, Lithuanian children’s song (LLD Vk 182)

A-a el liu _ liow = hy, siys mo-mu - I Sniu — rau _ Ky

121



PRINCIPLES OF MUSIC COMPOSING: Musical Archetypes / MUZIKOS KOMPONAVIMO PRINCIPAI: muzikos archetipai

Example 12. 4a a apapa’, Lithuanian lullabie (LLD Vk 63)

Meoderato
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+ ceremonial (calendar festival, wedding and work) songs, for example:

Example 13. ‘Kaliada’, Mordovian calendar festival song®

1. Kansana

Kansina, kaasna!

Teunns wnHech Kananal
Kaasna, kaasja!l

BanasiHp munecs pourysal
Kanana, kaaana!

Slknub; 6abaii, nakcssal
Kansina, kaasjgal

SIkunb ymMa Bapuamal
Kanana, kaaamna!

Example 14. ‘Kaliada’, Volga Russian calendar festival song’

Ja  ro-cCy- 1a- pe-Ba 8O- pa, N_)-cy- na- pes ABop ce- pe- AW Mo- CKBB.,,

Example 13. Christian Tartar Mardi Gras song!?

MAN KOE MEJOIUA MASA
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YcTHO-TI0TMYECKOe TBOpUYECTBO MopaoBckoro Hapopa. T. 11. Hapomubie mecum mopasbl IleHseHckoit obmactu.
Capanck: Mopnosckoe KHIKHOE U3aTenbeTso, 1987. C. 20.

TpamuimoHHble 00psibl M 00psinoBblii dosbknop pycckux IToBomwkbst. Coct. I'. I'. IllanoBanosa u JI. C. JlaBpeHTbeBa.
ITox pen. b. H. ITytunosa. Jlenunrpan: Hayka, 1985. C. 300, Ne 19.

Hurmenzsnos M. Haponnbie necan Bomxckux tatap. Mocksa: Coetckuii kommosutop, 1982. C. 57.
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Example 16. Siberian Russian circle dance (working)!

Bralit, ta-vu drosu sir-di, Ta-vu droSu  padomin’;

5
-
-
-
Ll

M I —1
TN 1Y 1 A I 1 1

Bralit, ta- va  droSu  |sird’, a-vu drosu rpa-do-min';
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iTa-\ru dro-su i}:Ja- do-mip'".

Example 18. Volga Marian wedding song'
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1" Xopooausle 1 urposble ecan Cudupu. OTB. pen. A. V. denopos. HoBocubupcek: Hayxka, 1985. C. 197, Ne 179.

12 Melléna, M., V. Muktupavels, E. Spi¢s. Ziemas gramata. Riga: Gramata, 1991. Nr. 5.

13 Tepacumos O. HexoTopbie 3ameuaHust o My3bIKaJIbHOM (hOIIBKIIOpE enady KCKO IPYHIIbl BOCTOUHBIX Mapy. MysbIKaibHOe
Hacseave puHHO-yropekux Hapoaos. Coct. u pen. U. Proiitens. Tayum: 93ctu paamat, 1977. C. 402-437. C. 415.
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Example 19. The RF of the Belorussian wedding songs'*

PutMHueckas Mojeab pasHoBupHoctn B-1 (Ne 10—13):
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+ the later stratum of vocal folklore: humorous and feasting songs, ribaldry, “chastushkas” (Russian-
style rhymed folk verses), etc. For example:

Example 20. Volga Komian (Finno-Ugric nation) song'

Me Tali, Me TaE, MH-4a 3CH, Ma - mwy-gdc BUY-4bl - CH...

-Ur o6, WP d Me By -HOA T2 - TWOMMK-4a 30H - MOcC.

Example 21. Estonian lyric song'

133. Coanne ocBobo:kaaeT BOKIKN

1—2. U_ni tu_li wuiken, vil . la  kom_ba . li. Vil - la
Lii-bi+laa_ne lauldein,
o) R i LS TR =)
T K 17 1T i S . . L1 T ) - D i i . I
1 o IT I 1T 13 1 - I 7 1l 11 i i
villla wil <lava, villla vil-la wil.la.va, vil_la kom.ba_li.

+ instrumental music (instrumental accompaniment of vocal music), for example:

Example 22. Georgian satirical song with chonguri accompaniment'”

—p—¢p —F g

14 I 4 | 4 i— : ‘
02y oy me, Fge)-we! By . de  w)bal IF)e).we!
czonsuri .

o )
{ e
L I -
_nAL B \L_.Fh= "
? . ¥ 1 gt 1

| L r

“o_onln Gb-gm &5 de -3- 0. Ra.“m md,‘:mls 3}%3_QJ.§3N.

Bapdgomnomeena T. b. CeBepo-benopycckas cBagpba. Munck: Hayka un texnuka, 1988. C. 65.

Yucranes I1. Y. Komu HapoaHast My3bika. My3blkajibHOE Haclieame (prHHO-YTrOpcKux HapoaoB... C. 451-472. C. 461.
Tamnepe X. DcroHckast HapojHast riecHs. JlennHrpan: Mysbika, 1983. Ne 133.

Czekanowska A. Kultury muzyczne Azji. Warszawa: Polskie Wydawnictwo muzyczne, 1981. S. 247.
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Example 23. Kirghizian instrumental music (komuz ‘lute’)'®
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+ dance music (dances and circle games), for example:

Example 24. ‘Klumpakojis’, the dance from Lithuania'®

Lietuviy liaudies smuiko muzika. 100 kiiriniy. Lietuviy liaudies instrumentiné muzika. Sudaré ir parengé Gaila Kirdiené.
125

Vilnius: Lietuvos liaudies kultiiros centras, 2007. P. 198, Nr. 65.

Ibid., p. 352.
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: muzikos archetipai

Example 25. ‘Socas’, the dance from Lithuania®
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liaudies kultdros centras, 2001. P. 120.
2 Ibid., p. 221.

22

2006. C. 238.
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Example 28. ‘Karvelélis’, the circle game from Lithuania®

Gra-Zus pil - kas kar-ve-lé-lis, ky jis ma-to, tai pa-sa-ko.
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Ma-Zai mis, ma-Zai mis, ek, s¢- su-le, tu pric mis.

Example 29. Mordovian (erzia ethnic group living by the Volga river) circle game?

ﬂluu, um‘muo-naul Mue He Bonspo Ten No, mue he GonLHo xanof Ho,
Mpu.o.aeHs.Te ME_HA, NpH3a Ky TaATe MEHS..

Jlens, Aenb, Manodaenb,

Meue e GOALHO Temno,

Mue ne GOALHO XONOMHO,
IMpuonenbTe Mens,
lNpusakyrafire mens,

C moaofua Kywavyxom,

C kpacHofl A€BYUIKH MAATKOM.

Example 30. Belorussian circle game?
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Example 31. Siberian Russian song (circle game)?*

150. MoR necHA Kpyrna, Kpyrna

bams-na-Bop - no - uo - Bog,

23

24

25

26

Soks broliukai $okinj..., p. 132.

AnannueBa T., CyxanoBa JI. [lecennble Tpaauuyn [ToBomkbst. Mocksa: Mysbika, 1991. C. 41.

Ea‘mmg‘ﬂ - ye u-’i-.

Tpanpimplitnast MacTatckas Kynbtypa benmapycay..., c. 29.
XopoBoHbIe 11 UTpoBble TecHn Cuoupr..., c. 195, Ne 150.
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Conclusions

+ This RS is common to the rhythmic and inflectional structure of European dance music;

+ The origins of the RS are connected to the earliest stratum of folklore: pastoral, children’s songs,
games, baby bounces and play-call songs; these genres exhibit many variants of the RS (and its parts), at-
testing to the improvisational nature of these pieces; calendar and wedding ceremony songs (in Lithuania
this includes sutartinés);

+ It is clear that this RS comes from an active rhythmic source, possibly related to movement (in a
dance, game or infant bounce);

+ The RS is more stable in vocal music, containing fewer variants than in instrumental music. This is
related to the stable syllabic structure in the verbal tradition (3 + 3 + 4 + 3); notably in instrumental music
this RS (like other characteristic patterns) is often committed to memory through spoken “notation” (as in
I Rygq, | Rygq, | tabokos fabrikg and others); for example, sutartiné for the five stringed kankiés ‘zither’
(O-be-lyt gra-zuo-lyt, ti-to ly-lio tii-to):

Example 32. The Sutartiné ‘Obelyt grazuolyt’?’
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1. Obelyt grazuolyt, tito lylio tito.
Obelytele, titoj tato lylio.

* The RS is particularly stable in Lithuanian sutartinés; in many of them it is a constant, fixed refrain
pattern, i.e. dau-tu-vo dau-tu-vo dau-tu-va-la, dau-tu-vo;

+ The RS is deeply and intuitively imbedded in folk singers and musicians. It is expressed in Lithua-
nian folklore traditions from its most archaic forms that include rhythmic improvisation, in polyphonic
sutartinés with their stable rhythmic patterns, later dance music, the rhythmic-inflectional vocabulary
found throughout Europe, as well as in trite little tunes; for example: the RS is heard in Imk moni, imk
moni, tu geresnés nerasi (‘take me, take me, you will don’t finde better than me’);

+ The RS is heard in the folklore of nations belonging to different ethnic and linguistic groups (Baltic,
Slavic, Finno-Ugric, Caucasian, Turcoman and others); also, it is found not only in the later stratum of
folklore which clearly exhibits European commonalities in traditional music (conversely we might think
that the RS was a later development in the folklore of the mentioned countries), but in archaic vocal genres:
lullabies, bounces, calendar songs, etc.; all of this allows us to assert that this RS is universal, archetypical,
and characteristic in the traditional music of many cultures;

+ For the time being, questions regarding origin, age, and other issues surrounding this RS remain
open, requiring further study.

2 Aukstaitijos dainos, sutartinés ir instrumentiné muzika..., Nr. 7.
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Santrauka

Archetipiné lietuviy folkloro ritmo struktira:
nuo sutartiniy refreny iki vaiSiy dainy

Lietuviy polifoniniy dainy sutartiniy muzika pagrjsta smulkiais ritmo motyvais, kuriy jvairios kom-
binacijos sudaro skirtingas ritmo struktiiras. Vienas daZniausiy ritmo motyvy, pasitaikanciy sutartiniy
muzikoje, — anapestiné ritmo formulé Y. Ji labiausiai jsimenanti, nes ,.jgarsina® jvairius triskiemenius
refrenus: tatato, ratilio, sadauto, linagé ir daugelj kity (beje, Sios ritmo formulés svarbg lietuviy folklore
rodo ir ja pagrijsti advento-Kalédy ciklo dainy refrenai kaléda ir leliumar). Pastebéta, kad aStuoniy takty
(,,periodo*) formos sutartinése gana daznai pasitaiko RS, pagrjsta minétos ritmo formulés M. ,,sudvigu-
binimu®, jos savotisku ,,praplétimu® vien astuntinémis natomis )X ir ,,uztvirtinimu®, vél pakartojant ta
pacia formule. Taigi visa RS yra tokia: &N |24 | DD (skiemeniné sandara: 3 + 3 + 4 + 3). Jiir yra $io
praneSimo objektas.

Sutartinése $i RS gali biiti sudaryta vien tik iS refreniniy zodziu: Siii-di-ja siii-di-jo, siii-di-ju-la ta-ta-
to; Dau-tu-vo dau-tu-vo, dau-tu-veé-la dau-tu-vo ir pan. RS, iSreiksta vien tik garsazodiniais refrenais,
rodo ypatinga jos, kaip tam tikro baigtinio, stabilaus darinio, svarbg (o galbfit ir seng kilme).

RS yra zinoma kaip visoje Lietuvoje populiaraus Sokio — suktinio ,,Bitute pilkoji“ pirmoji melodijos
dalis: ,,Bi-tu-te pil-ko-ji, i§ kur me-dy ne-$io-ji?* Beje, tai ne tik Lietuvoje, bet ir kitose Europos Salyse
(pvz., Cekijoje, Slovakijoje) paplitusio $okio melodija. Ta pac¢ig RS randame ir daugelyje kity Lietuvoje
zinomy Sokiy, kuriy melodijos populiarios jvairiose Europos Salyse. Tai ,,LakiSius® (II dalis — ,,Polka“),
»Diedas pjove rugelius“ (II dalis: ,,Su-riSk man, pa-duok man, j a-ruo-dus su-pilk man®), ,,Klumpakojis*
(,,Grasukas®) ir daugelis kity. Taigi §ig RS galime laikyti neatskiriama europinés $okiy muzikos ritmo ir
intonacijos struktiira.

Lietuviy vokaliniame folklore, be sutartiniy, ja galima rasti tarp jvairiy amziaus klody pavyz-
dziy. Pvz., ji gali skambeti archajiSkos kumuliatyvinés struktiros dainose (vaiky dainoje ,,AS turéjau
gaidj“ §i RS skamba kaip nuolat pasikartojantis tekstas ,,Vi-si nor(i) da-Zi-not, kaip ta pa-ci va-dzi-
nas“; religinio turinio dainoje ,,Oi tu zeke zekeli*: ,,Pa-sa-kyk, ze-ke-li, kas yr’ dan-guj ke-tu-ri*
ir kt.). Si RS kartojama visoje Lietuvoje paplitusiose vai$iy dainose ,,I$gériau viena kaip saldy piena*
(»»Su-si-milk, dar j-pilk, dar ger-siu ir ant-rg*; tik paskutinis Zodis Cia ne triskiemenis, bet dviskiemenis),
»Pasigériau kaip gaidys® (,,Nei pa-Cios, nei mar-cCios, kas gi ma-ne pa-bu-Ciuos?*) ir kt.

Mus dominanti RS gyvuoja ir kity tauty (pirminiy tyrimy duomenimis — rusy, mordviy, esty, latviy,
apkrikstyty totoriy, kirgizy, kazachy, gruziny ir kt.) jvairiy stiliy ir Zanry folklore (apeiginése dainose,
instrumentinése melodijose, Zaidimuose-rateliuose ir pan.). Kol kas lieka neaiSkis Sios RS kilmés, amZziaus
ir kiti klausimai.
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