Arvo Pärt

Arvo Pärt was born in Paide, Estonia on September 11, 1935 and grew up in Tallinn. From 1958 to 1967 he was employed as a recording director and a composer of music for film and television for the music division of Estonian Radio. During this time he studied composition under Heino Eller at the Tallinn Conservatory, graduating in 1963. His early works, written while he was still a student (a string quartet and some neoclassic piano music [two Sonatinas and a Partita in 1958]) demonstrate the influence of Russian neoclassic composers such as Shostakovich and Prokofiev. 

Pärt's first orchestral work, Necrolog of 1960, was the first work in a new experimental phase and was also the first Estonian work to use Schoenberg's dodecaphonic method. This composition, as well as other works of the early and mid-1960's served as unfulfilling experiments with serialism and aleatory techniques. However, two of the early choral compositions, the children's cantata, Meie aed (Our Garden), and the oratorio Maailma samm (Stride of the World), won first prize in 1962 at the All-Union Young Composers' Competition in Moscow. A third choral work from this period is a one-page composition called Solfeggio. "Solfeggio actually consists of a series of major scales; it looks like an exercise, but the manner in which the scales are voiced makes it a lovely, accessible piece." 1 

The forbidding Symphony No. 1 (Polyphonic) was dedicated to Professor Eller and is notable for a relatively clear twelve-tone structure, integral serialism and excursions into sonorism. Perpetuum mobile of 1963 is a mathematically conceived composition in which a new note (from a pitch class set derived from the Polyphonic Symphony) and a new rhythm (derived from two sets which contain twelve figures of equal duration) are assigned to successive entrances of each new instrument or group of instruments. Because these explorations into strict serial writing proved to be dissatisfying, Pärt moved to a transitional phase of experimenting with collage technique.
Arvo Pärt

Born in Paide, Estonia in 1935, Pärt's musical studies began in 1954 at the Tallinn Music Middle School, interrupted less than a year later while he fulfilled his National Service obligation as oboist and side-drummer in an army band. He returned to Middle School for a year before advancing to the Tallinn Conservatory in 1957 where his composition teacher was Professor Heino Eller. Pärt started work as a recording engineer with Estonian Radio, wrote music for the stage and received numerous commisions for film scores so that, by the time he graduated from the Conservatory in 1963, he could already be considered a professional composer. A year before leaving, he won first prize in the All-Union Young Composers' Competition for a children's cantata, Our Garden, and an oratorio, Stride of The World. 

Living in the old Soviet Union, Pärt had little access to what was happening in contemporary Western music but, despite such isolation, the early 1960s in Estonia saw many new methods of composition being brought into use and Pärt was at the fore-front; his Nekrolog of 1960 was the first Estonian composition to employ serial technique. He continued with serialism through to the mid 60s in pieces such as the 1st and 2nd Symphonies and Perpetuum Mobile, but ultimately tired of its rigours and moved on to experiment, in works such as Collage on B-A-C-H, with collage techniques. 

Official judgement of Pärt's music veered between extremes, with certain works being praised while others, for example the Credo of 1968, were banned. This would prove to be the last of his collage pieces and after its composition, Pärt chose to enter the first of several periods of contemplative silence, also using the time to study French and Franco-Flemish choral part music from the 14th to 16th centuries - Machaut, Ockeghem, Obrecht, Josquin. At the very beginning of the '70's, he wrote a few transitional compositions in the spirit of early European polyphony, the 3rd Symphony of 1971 being an example: "a joyous piece of music" but not yet "the end of my despair and search." 

Pärt turned again to self-imposed silence, during which time he delved back through the medievalism of his 3rd Symphony and through plainchant to the very dawn of musical invention. He re-emerged in 1976 after a transformation so radical as to make his previous music almost unrecognisable as that of same composer. The technique he invented, or discovered, and to which he has remained loyal, practically without exception, he calls tintinnabuli (from the Latin, little bells), which he describes thus: "I have discovered that it is enough when a single note is beautifully played. This one note, or a silent beat, or a moment of silence, comforts me. I work with very few elements - with one voice, two voices. I build with primitive materials - with the triad, with one specific tonality. The three notes of a triad are like bells and that is why I call it tintinnabulation." 
Official judgement of Pärt's music veered between extremes, with certain works being praised while others, for example the Credo of 1968, were banned. This would prove to be the last of his collage pieces and after its composition, Pärt chose to enter the first of several periods of contemplative silence, also using the time to study French and Franco-Flemish choral part music from the 14th to 16th centuries - Machaut, Ockeghem, Obrecht, Josquin. At the very beginning of the '70's, he wrote a few transitional compositions in the spirit of early European polyphony, the 3rd Symphony of 1971 being an example: "a joyous piece of music" but not yet "the end of my despair and search." 

Pärt turned again to self-imposed silence, during which time he delved back through the medievalism of his 3rd Symphony and through plainchant to the very dawn of musical invention. He re-emerged in 1976 after a transformation so radical as to make his previous music almost unrecognisable as that of same composer. The technique he invented, or discovered, and to which he has remained loyal, practically without exception, he calls tintinnabuli (from the Latin, little bells), which he describes thus: "I have discovered that it is enough when a single note is beautifully played. This one note, or a silent beat, or a moment of silence, comforts me. I work with very few elements - with one voice, two voices. I build with primitive materials - with the triad, with one specific tonality. The three notes of a triad are like bells and that is why I call it tintinnabulation.
The basic guiding principle behind tintinnabulation of composing two simultaneous voices as one line - one voice moving stepwise from and to a central pitch, first up then down, and the other sounding the notes of the triad - made its first public appearance in the short piano piece, Für Alina. While typically in tintinnabuli the melodic voice is based on an abstract procedure or derived from text, here the melody is freely composed, but with the two voices irrevocably joined according to the tintinnabuli principle. The right hand plays notes from the scale of B minor, while the left hand plays notes from the B minor triad. There is only one exception, marked by a single flower drawn in the score, where the left hand plays a new note - a C sharp. 

Having found his voice, there was a subsequent rush of new works and three of the 1977 pieces (Fratres, Cantus In Memoriam Benjamin Britten and Tabula Rasa) are still amongst his most highly regarded. As Pärt's music began to be performed in the west and he continued to struggle against Soviet officialdom, his frustration ultimately forced him, his wife Nora and their two sons, to emigrate in 1980. They never made it to their intended destination of Israel but, with the assistance of his publisher in the West, settled firstly in Vienna, where he took Austrian citizenship. One year later, with a scholarship from the German Academic Exchange, he moved to West Berlin where he still lives. 
Since leaving Estonia, Pärt has concentrated on setting religious texts for various forces. Large scale works include St. John Passion (1982), Te Deum (1984-86, rev. 1993) and Litany (1994). Works for SATB choir such as Magnificat (1989) and The Beatitudes (1990) have proved popular with choirs around the world and there is a growing ouvre of works for string orchestra and various chamber ensembles; numerous versions of Fratres (1976-date), Cantus In Memoriam Benjamin Britten (1977/80), Festina Lente (1988) and Siloun's Song (1991). Among his champions in the West have been Manfred Eicher's ECM Records who released the first recordings of Pärt's music outside the Soviet bloc, Paul Hillier's Hilliard Ensemble (and laterly Theatre of Voices) who have premiered several of the vocal works and Neeme Jarvi, a long time collaborator of Pärt who conducted the premiere of Credo in Tallinn in 1968 and has, as well as recording the tintinnabuli pieces, introduced through performances and recordings, Pärt's earlier compositions. 

Pärt's achievements were honoured in his 61st year by his election to the American Academy of Arts and Letters. 

For an in-depth study of Pärt's music, refer to Paul Hillier's book "Arvo Pärt" in the Oxford University Press "Oxford Studies of Composers" series (published May 1997)
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Arvo Pärt was born in Paide, Estonia, a small town near Tallinn, the country's capital, on 11th September 1935. In 1944, Estonia saw the occupation of the Soviet Union, which would last for over 50 years, and would have a profound effect on his life and music. 

His musical studies began in 1954 at the Tallinn Music Secondary School, interrupted less than a year later while he fulfilled his National Service obligation as oboist and side-drummer in an army band. He returned to Middle School for a year before joining the Tallinn Conservatory in 1957, where his composition teacher was Professor Heino Eller. Pärt started work as a recording engineer with Estonian Radio, wrote music for the stage and received numerous commissions for film scores so that, by the time he graduated from the Conservatory in 1963, he could already be considered a professional composer. A year before leaving, he won first prize in the All-Union Young Composers' Competition for a children's cantata, Our Garden, and an oratorio, Stride of the World. 

Living in the old Soviet Union, Pärt had little access to what was happening in contemporary Western music but, despite such isolation, the early 1960s in Estonia saw many new methods of composition being brought into use and Pärt was at the fore front. His Nekrolog was the first Estonian composition to employ serial technique. He continued with serialism through to the mid 60s in pieces such as the Symphonie No. 1, Symphonie No. 2 and Perpetuum Mobile, but ultimately tired of its rigours and moved on to experiment, in works such as Collage über BACH, with collage techniques. 
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Official judgement of Pärt's music veered between extremes, with certain works being praised and others, like the Credo of 1968, being banned. This would prove to be the last of his collage pieces and after its composition, Pärt chose to enter the first of several periods of contemplative silence, also using the time to study French and Franco-Flemish choral music from the 14th to 16th centuries: Machaut, Ockeghem, Obrecht, Josquin. At the very beginning of the 1970s, he wrote a few transitional compositions in the spirit of early European polyphony, like his Symphony No. 3 from 1971. 

Pärt turned again to self-imposed silence, but re-emerged in 1976 after a transformation so radical as to make his previous music almost unrecognisable as that of the same composer. The technique he invented, or discovered, and to which he has remained loyal, practically without exception, he calls "tintinnabuli" (from the Latin, little bells), which he describes thus: "I have discovered that it is enough when a single note is beautifully played. This one note, or a silent beat, or a moment of silence, comforts me. I work with very few elements —with one voice, two voices. I build with primitive materials —with the triad, with one specific tonality. The three notes of a triad are like bells and that is why I call it tintinnabulation." The basic guiding principle behind tintinnabulation of composing two simultaneous voices as one line —one voice moving stepwise from and to a central pitch, first up then down, and the other sounding the notes of the triad— made its first public appearance in the short piano piece, Für Alina. 

Having found his voice, there was a subsequent rush of new works and three of the 1977 pieces —Fratres, Cantus In Memoriam Benjamin Britten and Tabula Rasa— are still amongst his most highly regarded. As Pärt's music began to be performed in the west and he continued to struggle against Soviet officialdom, his frustration ultimately forced him, his wife Nora and their two sons, to emigrate in 1980. They never made it to their intended destination of Israel but, with the assistance of his publisher in the West, settled firstly in Vienna, where he took Austrian citizenship. One year later, with a scholarship from the German Academic Exchange, he moved to West Berlin where he still lives. 
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Since leaving Estonia, Pärt has concentrated on setting religious texts, which have proved popular with choirs and ensembles around the world. Among his champions in the West have been Manfred Eicher's ECM Records who released the first recordings of Pärt's music outside the Soviet bloc, Paul Hillier's Hilliard Ensemble who have premiered several of the vocal works and Neeme Järvi, a long time collaborator of Pärt who conducted the premiere of Credo in Tallinn in 1968 and has, as well as recording the tintinnabuli pieces, introduced Pärt's earlier compositions through performances and recordings. 

Pärt's achievements were honoured in his 61st year by his election to the American Academy of Arts and Letters. In May 2003, he also received the "Contemporary Music Award" at the Classical Brit Awards ceremony at the Royal Albert Hall in London. 

11th September 2005 is the date of Arvo Pärt's 70th birthday. As a homage to the composer, the Rakvere Arvo Pärt Festival 2005 will take place in several Estonian towns. 

Biography

   Arvo Pärt was born in Paide, Estonia on September 11, 1935 and grew up in Tallinn. From 1958 to 1967 he was employed as a recording director and a composer of music for film and television for the music division of Estonian Radio. During this time he studied composition under Heino Eller at the Tallinn Conservatory, graduating in 1963. His early works, written while he was still a student (a string quartet and some neoclassic piano music [two Sonatinas and a Partita in 1958]) demonstrate the influence of Russian neoclassic composers such as Shostakovich and Prokofiev. 

Experimental Period

     Pärt's first orchestral work, Necrolog of 1960, was the first work in a new experimental phase and was also the first Estonian work to use Schoenberg's dodecaphonic method. This composition, as well as other works of the early and mid-1960's served as unfulfilling experiments with serialism and aleatory techniques. However, two of the early choral compositions, the children's cantata, Meie aed (Our Garden), and the oratorio Maailma samm (Stride of the World), won first prize in 1962 at the All-Union Young Composers' Competition in Moscow. A third choral work from this period is a one-page composition called Solfeggio. "Solfeggio actually consists of a series of major scales; it looks like an exercise, but the manner in which the scales are voiced makes it a lovely, accessible piece." 1 
     The forbidding Symphony No. 1 (Polyphonic) was dedicated to Professor Eller and is notable for a relatively clear twelve-tone structure, integral serialism and excursions into sonorism. Perpetuum mobile of 1963 is a mathematically conceived composition in which a new note (from a pitch class set derived from the Polyphonic Symphony) and a new rhythm (derived from two sets which contain twelve figures of equal duration) are assigned to successive entrances of each new instrument or group of instruments. Because these explorations into strict serial writing proved to be dissatisfying, Pärt moved to a transitional phase of experimenting with collage technique. 

Collage Technique

     Pärt has stated that his collages "were an attempt to replant a flower in alien surroundings (the problem of the suitability of tissue; if they grow together into one, the transplantation was the right move). Here, however, the idea of transplantation was not in the foreground - I wished rather to cultivate a single flower myself."2 More specifically, Pärt's collage technique involved the insertion of borrowed musical material, from composers such as Bach and Tchaikovsky, into his serial structure. This material included not only small quotations but also larger sections of basically unaltered music of various 17th through 19th century composers. However, while the collage technique added elements of traditional tonality to his compositions, the basic integral dodecaphonic structure remained the same. 
     Scored for strings, oboe, harpsichord and piano, the Collage sur B.A.C.H. was one of the first compositions using the collage technique. The second movement introduces a Bach sarabande for oboe and harpsichord which is later interrupted by violent piano tone clusters. An unexpected quotation from Tchaikovsky's "Album for Children," Süsser Traum, provides a calming conclusion to the terrifying and tragic Second Symphony. Pro et contra contains no direct quotations but only Pärt's own characterizations of the Baroque style. The Credo for piano, orchestra and chorus proved to be the final composition in Pärt's transitional phase. The choral/orchestral opening of the piece is authentically Baroque in style and eventually gives way to a direct quotation (solo piano) from Bach's C major Prelude from the Well-tempered Clavier. As in the introduction, this passage contains grand, choral interjections. Gradually, the music becomes faster and more frenzied until it finally erupts into violent chaos. Following this middle section, the piano re-introduces the C major Prelude while the chorus returns to the baroque-like passages from the introduction. In Credo, Pärt employs choral whispering and unconventional notation (e.g., stemless notes in the section marked feroce). The most radical technique used in this piece, however, pervades not only the choral parts but also the entire orchestra. It is a form of improvisation for which Pärt specifies the pitch ranges and nothing else. The performers can sing or play any notes, of any length, during those measures – as long as they remain within the indicated pitch ranges.3 

     After composing the Credo of 1968, Pärt entered a period of creative silence which he used for the study of medieval music. More specifically, he studied Notre Dame organum and the choral music of French and Franco-Flemish composers such as Machaut, Ockeghem, Obrecht and Josquin. After this period of silence, he re-emerged in 1971 with his Symphony No. 3, which differs significantly from any previous work. The polyphonic structure can be traced to Dutch polyphony, and contains both elements of the medieval and the classical periods, in the respective areas of melody and rhythm. Unlike any previous work, the musical language is entirely tonal. In this piece, serialism has been abandoned for a more peaceful and introspective approach. 4 However, Pärt was not yet prepared to abandon his search for his true compositional voice. In 1972, he composed a symphonic cantata, Lied an die Geliebte, and then entered again into a period of silence. Pärt re-emerged four years later, having found the voice for which he had been searching. 

New Compositional Voice

        The first composition in Pärt's new style was the piano piece Für Alina. It is a composition of widely spaced pitches, open intervals and pedal tones. 
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Figure 1. Für Alina
Arvo Pärt Für Alina © 1990 by Universal Edition A.G., Wien. All Rights Reserved. Used by permission of European American Music Distributors Corporation, sole U.S. and Canadian agent for Universal Edition, A.G., Wien. 

These characteristics, among others, have become the quintessential elements in Pärt's post-1976 compositions. This piece is also the first to be composed using the tintinnabulation technique. Pärt states, "That was the first piece that was on a new plateau. It was here that I discovered the triad series, which I made my simple, little guiding rule." 5 Pärt refers to this new style as "tintinnabuli." 6 This can be defined as the application of various inversions of a certain chord. Also, it is a word "which evokes the pealing of bells, the bells' complex but rich sonorous mass of overtones, the gradual unfolding of patterns implicit in the sound itself, and the idea of a sound that is simultaneously static and in flux."7 Pärt explains the term this way: 
Tintinnabulation is an area I sometimes wander into when I am searching for answers - in my life, my music, my work. In my dark hours, I have the certain feeling that everything outside this one thing has no meaning. The complex and many-faceted only confuses me, and I must search for unity. What is it, this one thing, and how do I find myway to it? Traces of this perfect thing appear in many guises - and everything that is unimportant falls away. Tintinnabulation is like this. . . . The three notes of a triad are like bells. And that is why I call it tintinnabulation. 8
More specifically, the tintinnabulation involves the predominance of a single triad in one or more voices. In a four-voice context, it is likely that two of the voices will sound only notes of a single triad. This triad is, in most cases, the tonal center of the piece from which Pärt rarely departs. 

     When comparing all of Pärt's post-1976 works, there is one underlying theme: the numinous. Arvo Pärt's approach to religion has given rise to a humbleness in his artistic aims – his is an attempt to fathom what is secret and unknowable, and he is aware that this will be revealed to him in untranslatable musical forms, if at all – in works which silence chooses to abandon of its own accord. 9 His music is often said to transport the listener to a "moment outside time" 10, emerging from silence at the beginning of the work and slowly returning to it as the piece closes. Whatever the intention of the piece, many of his works can be said to reflect the inconceivable sadness that Mary and the disciples felt as Christ was crucified before them on the cross. Sandner states, "In a world in which Christian ideals are not universally acknowledged, this state of suffering (of the Passion of Christ without which all that comes after Christ cannot occur) is not one that must be artificially created." 11 The melodic figures, restricted to only a few notes, are powerful in that they are filled with both grace and sadness. Sandner notes that, "Arvo Pärt's cryptic remarks on his compositions orbit around the words 'silent' and 'beautiful' – minimal, by now almost imperiled associative notions, but ones which reverberate his musical creations." 12 Unresolved dissonance is exploited, most notably at phrase beginnings and endings and on decidedly important syllables of text. However, each dissonance means in ways that cannot be easily described. That is to say that the dissonances are used, not as flamboyant exhibitionist gestures (as in his earlier serial works), but as unassuming vehicles for conveying an enigmatic sorrow. 
      Remarkably, many of the most powerful moments in Pärt's compositions are a result of the action of a single line or the counterpoint created by only two voices. Examples of this can be heard in the Magnificat, the Passio Domini Nostri Jesu Christi Secundum Joannem, and the Stabat Mater, among others. Pärt states: "I have discovered that it is enough when a single note is beautifully played. This one note, or a silent beat, or a moment of silence, comforts me. I work with very few elements - with one voice, with two voices. I build with the most primitive materials - with the triad, with one specific tonality." 13 Pärt rarely departs from this one specific tonality; his later works exhibit an almost total lack of chromaticism. 

      A compositional style that was previously characterized by violent dissonance has now been reborn. Free and random dissonance is no longer tolerated. His goals are now closely aligned with those of the middle ages in that, "The spirit of the music was objective. Composers strove for a cool balance of musical elements within a strong formal framework, an ideal evident in all the essential characteristics of the music…a playing down of purely sensuous appeal."14 Dissonance in this new style is created through diatonic means, either through close interplay between two or three voices or with the use of carefully constructed pandiatonic tone clusters. The intent is not to be abrasive but rather to convey the sense of suffering that is so apparent in many of Pärt's works. "It has a beauty at once austere and sensuous that seems to be hardly of our time. Yet there can be little doubt that the revelation of his music has been one of the most important factors in the development of a new sensibility in recent music" 15 

©1996 David E. Pinkerton II 
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Arvo Pärt

(b. 1935)

Born in Paide, Estonia in 1935, Pärt's musical studies began in 1954 at the Tallinn Music Middle School, interrupted less than a year later while he fulfilled his National Service obligation as oboist and side-drummer in an army band. He returned to Middle School for a year before advancing to the Tallinn Conservatory in 1957 where his composition teacher was Professor Heino Eller. Pärt started work as a recording engineer with Estonian Radio, wrote music for the stage and received numerous commisions for film scores so that, by the time he graduated from the Conservatory in 1963, he could already be considered a professional composer. A year before leaving, he won first prize in the All-Union Young Composers' Competition for a children's cantata, Our Garden, and an oratorio, Stride of The World.

Living in the old Soviet Union, Pärt had little access to what was happening in contemporary Western music but, despite such isolation, the early 1960s in Estonia saw many new methods of composition being brought into use and Pärt was at the fore-front; his Nekrolog of 1960 was the first Estonian composition to employ serial technique. He continued with serialism through to the mid 60s in pieces such as the 1st and 2nd Symphonies and Perpetuum Mobile, but ultimately tired of its rigours and moved on to experiment, in works such as Collage on B-A-C-H, with collage techniques.

Official judgement of Pärt's music veered between extremes, with certain works being praised while others, for example the Credo of 1968, were banned. This would prove to be the last of his collage pieces and after its composition, Pärt chose to enter the first of several periods of contemplative silence, also using the time to study French and Franco-Flemish choral part music from the 14th to 16th centuries - Machaut, Ockeghem, Obrecht, Josquin. At the very beginning of the '70's, he wrote a few transitional compositions in the spirit of early European polyphony, the 3rd Symphony of 1971 being an example: "a joyous piece of music" but not yet "the end of my despair and search."

Pärt turned again to self-imposed silence, during which time he delved back through the medievalism of his 3rd Symphony and through plainchant to the very dawn of musical invention. He re-emerged in 1976 after a transformation so radical as to make his previous music almost unrecognisable as that of same composer. The technique he invented, or discovered, and to which he has remained loyal, practically without exception, he calls tintinnabuli (from the Latin, little bells), which he describes thus: "I have discovered that it is enough when a single note is beautifully played. This one note, or a silent beat, or a moment of silence, comforts me. I work with very few elements - with one voice, two voices. I build with primitive materials - with the triad, with one specific tonality. The three notes of a triad are like bells and that is why I call it tintinnabulation."

The basic guiding principle behind tintinnabulation of composing two simultaneous voices as one line - one voice moving stepwise from and to a central pitch, first up then down, and the other sounding the notes of the triad - made its first public appearance in the short piano piece, Für Alina. While typically in tintinnabuli the melodic voice is based on an abstract procedure or derived from text, here the melody is freely composed, but with the two voices irrevocably joined according to the tintinnabuli principle. The right hand plays notes from the scale of B minor, while the left hand plays notes from the B minor triad. There is only one exception, marked by a single flower drawn in the score, where the left hand plays a new note - a C sharp.

Having found his voice, there was a subsequent rush of new works and three of the 1977 pieces (Fratres, Cantus In Memoriam Benjamin Britten and Tabula Rasa) are still amongst his most highly regarded. As Pärt's music began to be performed in the west and he continued to struggle against Soviet officialdom, his frustration ultimately forced him, his wife Nora and their two sons, to emigrate in 1980. They never made it to their intended destination of Israel but, with the assistance of his publisher in the West, settled firstly in Vienna, where he took Austrian citizenship. One year later, with a scholarship from the German Academic Exchange, he moved to West Berlin where he still lives.

Since leaving Estonia, Pärt has concentrated on setting religious texts for various forces. Large scale works include St. John Passion (1982), Te Deum (1984-86, rev. 1993) and Litany (1994). Works for SATB choir such as Magnificat (1989) and The Beatitudes (1990) have proved popular with choirs around the world and there is a growing ouvre of works for string orchestra and various chamber ensembles; numerous versions of Fratres (1976-date), Cantus In Memoriam Benjamin Britten (1977/80), Festina Lente (1988) and Siloun's Song (1991). Among his champions in the West have been Manfred Eicher's ECM Records who released the first recordings of Pärt's music outside the Soviet bloc, Paul Hillier's Hilliard Ensemble (and laterly Theatre of Voices) who have premiered several of the vocal works and Neeme Järvi, a long time collaborator of Pärt who conducted the premiere of Credo in Tallinn in 1968 and has, as well as recording the tintinnabuli pieces, introduced through performances and recordings, Pärt's earlier compositions.

Pärt's achievements were honoured in his 61st year by his election to the American Academy of Arts and Letters.

For an in-depth study of Pärt's music, refer to Paul Hillier's book "Arvo Pärt" in the Oxford University Press "Oxford Studies of Composers" series (published May 1997)

Copyright © Doug Maskew, 1997. 

Additional Information:

· CD Discography, Works List, and Recommended Recordings by Doug Maskew 

· Arvo Pärt Information Archive by David E. Pinkerton 

· Biography at ECM Records 
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Wikipedia

Hoppa till: navigering, sök
Arvo Pärt, född den 11 september 1935 i Paide i norra Estland, tonsättare, bosatt i Berlin.

Pärt studerade under Heino Eller vid konservatoriet i Tallinn mellan 1958 och 1963 och var samtidigt anstställd vid den estniska radion som kompositör och inspelningsledare. 1959 skrev han ett verk för barnkör och orkester, Meie aed (Vår trädgård) som vann första pris vid en tävling för unga kompositörer i Moskva 1962 och gjorde honom känd i Sovjetunionen.

Pärts musik delas ofta in i två perioder. Hans tidiga verk (fram till mitten av 70-talet) är mycket olika den senare musiken. I den tidigare perioden experimenterade han ofta med tolvtonsmusik, seriell musik och kollage, bland annat inspirerad av Sjostakovitj, Prokofjev, Bartók och Schönberg. Exempel på dessa verk är Perpetuum Mobile från 1963 och hans första symfoni från 1964.

I början av 70-talet genomgick Pärt en kreativ kris, och gick tillbaka till att studera den västerländska musikens rötter såsom gregoriansk sång och polyfonisk musik. Hans nyare musik, som han själv kallar tintinnabuli, kännetecknas av en melodisk enkelhet, byggd på den s.k. treklangen, och han återknyter genom sina, framför allt sakrala, verk (t.ex. Miserere från 1989) till de gamla mästarna: Palestrina, Josquin De Prez med flera. Pärt samarbetar av detta skäl också gärna med engelska körgruppen The Hilliard Ensemble, specialiserade på den äldre musiken. Det är för denna nyare musik som han är mest känd.

[redigera]

Verk i urval

· Perpetuum Mobile (1963) 

· Collage sur B.A.C.H. (1964) 

· Symfoni nr. 1 (1964) 

· Symfoni nr. 2 (1966) 

· Symfoni nr. 3 (1971) 

· Sarah Was Ninety Years Old (1976) 

· Pari Intervallo (c:a 1976-1981) 

· Fratres (1977) 

· Cantus In Memoriam Benjamin Britten (1977) 

· Spiegel im Spiegel (1978) 

· Annum per annum (1980) 

· Passio Domini Jesu Christi secundum Johannem (1982) 

· Te Deum (1984-85) 

· Sabat Mater (1985) 

· Trivium (1988) 

· Mein Weg hat Gipfel und Wellentäler (1988) (inspirerad av en dikt av Edmond Jabes) 

· Miserere (1989) 

· Mozart-Adagio (1992) 

· Litany (1994) 

· I am the True Vine (1996) 

· Kanon Pokajanen (1997) 

· Littlemore Tractus (2001) 

· Lamentate (2002) (inspirerad av Marsyas av Anish Kapoor) 

Litteratur

· Paul Hillier, Arvo Pärt. (Oxford University Press, 1997) 
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	Arvo Part    (1935-) 

Arvo Pärt was born in Paide (in central Estonia) on 11 September 1935. An only child, his parents divorced when he was three, and he was brought up by his mother (a kindergarten teacher) and stepfather. With piano lessons from the age of eight (after the family had moved to a house in Rakvere in the north east of Estonia containing a concert grand), he received his rudimentary musical education at the Rakvere Children's Music School between 1946-1953. Finding that the repertoire of piano pieces he was given to play did not tax him fully enough he soon began writing his own short pieces, mainly for piano, although he also composed songs.

Studies continued in 1954 at Rakvere Secondary School and Tallinn Music School, where he studied composition and music theory. Whilst at Secondary School in Rakvere he was able to hear classical orchestral music from recordings transmitted over the public loudspeaker system in the town square, extending his somewhat limited musical horizons by cycling round and round the square on these occasions. His composition teachers at the Tallinn Music School were Harri Otsa (b.1926) and Veljo Tormis (b.1930), study that was interrupted by two years of compulsory military service during which he worked as a snare drummer in an army band. It was not until autumn 1957 that he was finally able to enrol as a postgraduate student at the Tallinn Conservatory.His composition teacher there was Heino Eller (1887-1970), who had himself studied composition at the St Petersburg Conservatory under Glazunov (whom Pärt acknowledges as his musical grandfather) and who played a central role in the development of Estonian music both as composer and teacher.

Pärt’s first works, two piano Sonatinas and a Partita, were neoclassical student pieces. Then in 1960 he became the first Estonian composer to espouse serialism (Nekrolog) and, using other avant-garde techniques including pointillism and aleatoricism, explored its potential in a number of experimental works — Perpetuum Mobile (1963), Symphony No.1 (1964), Diagrams (1964), Musica Sillabica (1964), and Solfeggio (1964). In an attempt to extricate himself from what soon became a musical impasse, his next works adopted (and played with) baroque and classical forms and incorporated borrowed tonal gestures — the brief Quintettino (1964), Collage on B-A-C-H (1964) and the cello concerto Pro et Contra (1966). With the composition of Credo (1968), the quintessential work of the early period and the first to set a religious text, Pärt finally reached the impasse that had been threatening, created by the fact that his own compositional voice had effectively been eclipsed by that of Bach.

 

Orchestral Music

In 1976 Pärt wrote a moving tribute to Benjamin Britten, Cantus in Memory of Benjamin Britten, for string orchestra and bell. His Cello Concerto, Pro et Contra and three symphonies reflect the course his music has taken. 

Chamber Music

A wind Quintetino of 1965 has been followed by the interesting work Fratres, for violin and piano, and Spiegel im Spiegel ('Mirror in the Mirror') for cello and piano. 

Vocal and Choral Music

Pärt has made a particularly strong impression with works such as his Passio Domini Nostri Jesu Christi secondum Johannem ('St John Passion'), his Stabat Mater, for three solo voices and string trio, his Miserere of 1989 and the Biblical Sarah was ninety-years old. 

Instrumental Music

Music for smaller ensembles and solo instruments by Pärt includes his 1977 Fratres for violin and piano and Spiegel im Spiegel for cello and piano, together with his organ Pari intervalli.
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Orchestral
PART: Fratres / Festina Lente / Summa

8.553750    

PART: Tabula Rasa / Symphony No. 3

8.554591    

PART: Spiegel im Spiegel / Fratres / Fur Alina

BIS-CD-1434    

BRITTEN: Orchestral Music

BIS-CD-420    

PART: Cello Concerto / Perpetuum Mobile / Symphonies No. 1, No. 2 and No. 3

BIS-CD-434    

PART: Tabula Rasa / Frates / Collage sur BACH

BIS-CD-834    

 

Instrumental
PART / VASKS / SCHNITTKE / KANCHELI: Time... and again

BIS-CD-1392    

PART: Spiegel im Spiegel / Fratres / Fur Alina

BIS-CD-1434    

BALTIC ORGAN MUSIC

BIS-CD-561    

RABINOVITCH / PART / PELECIS: Post-avant-garde Piano Music from the ex-Soviet Union

BIS-CD-702    

 

Concertos
Martinsson / Part / Tamberg: Trumpet Concertos

BIS-CD-1208    

PART: Spiegel im Spiegel / Fratres / Fur Alina

BIS-CD-1434    

PART: Cello Concerto / Perpetuum Mobile / Symphonies No. 1, No. 2 and No. 3

BIS-CD-434    

 

Choral
PART: St. John Passion (PAL)

100248    

PART: Berliner Messe / Stabat Mater / Summa

5.110052    

PART: Passio

8.555860    

PART: Berliner Messe / Magnificat / Summa

8.557299    

SCHNITTKE / PART: Voices of Nature

BIS-CD-1157    

PART: Spiegel im Spiegel / Fratres / Fur Alina

BIS-CD-1434    

 

Chamber Music
PART: Fratres / Festina Lente / Summa

8.553750    

DEAN: Winter Songs / NIELSEN: Wind Quintet / PART: Quartettino

BIS-CD-1332    

PART / VASKS / SCHNITTKE / KANCHELI: Time... and again

BIS-CD-1392    

PART: Spiegel im Spiegel / Fratres / Fur Alina

BIS-CD-1434    

TUBIN / TUUR / PART: Chamber Music

BIS-CD-574    
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